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Understanding Paradox

P. DHANAVEL

To speak about paradox at this stage of current literary scholarship,
criticism and theory may itself be paradoxical, for most of the recent
theories are supposed to be a sharp reaction against the totalizing, mo-
nistic and ahistorical close reading of new criticism. However, a close
look at paradox reveals that it is not a tool of any particular school or
movement of criticism because paradox is life and literature. Here is a
diachronic attempt to examine, define, and classify paradox and to sug-
gest that there is a constanl need to study literature from the angle of
paradox.

Etymologically, the term paradox is traced back to the Greek root
paradoxon, which consists of para meaning “‘contrary to’’ or “‘against,”
and doxa denoting “opinion.” Thus originally. paradox meant a state-
ment or an opinion which was in conflict with the generally received
ideas and opinions. However, the related term paradoxia denoted ““mar-
velousness’™ and another term paradoxologeo had the meaning of *‘to
tell marvels.” Similarly, paradoxos referred to “incredible.” Tracing all
these meanings and holding that paradox was larger than a simple con-
tradiction, Michiko Yusa adds that it is in the sense of ““miraculous™
that the word paradoxa is found in verse 26 of chapter 5 in the Gospel
of St. Luke.!

Lexically, “‘paradox” has several shades of meanings depending
upon the branch of knowledge in which it is used—logic, physical sci-
ence, geography, psychology, and literature, for instance. Generally, “"a
logical paradox is composed of two contrary, or contradictory state-
ments, both of which seem to have good supporting arguments,”? [t
may be resolved as in the case of Zeno’s paradoxes like “*Achilles and
the Tortoise”” and the ““Arrow Paradox.” with the help of special logical
fra'meworks. It may not be resolved as in t.he.case of the Liar Paradox of
Epimenides, the Cretan. Tth.C two varieties of logical paradox are
known as syntactic and semantic paradox respectively.’

A literary artist‘may not use the philosophical, logical, and mathe-
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matical paradoxes in his work, but there is every possibility o’f an authg;
employing paradoxes similar to that of the Liar Paradox, which is Char.
acterized by indeterminacy and self-reference. In fact, the postmoden
literature and criticism have been enlarged by the self-reft'ercntl_al and jn.
determinate features of modem man. An interesting case in point relateg
1o the last two lines from Archibald MacLeish’s famous poem ““Ars Py.
etica”—"A poem should not mean/But be.” These lines were used by
the New Critics as a slogan against meaning hunting exercises in litera-
ture. But the post-New Critics have pointed out that the slogan occurs in
a poem and so have asked whether this meaning should be taken seri-
ously 4 b,

If logic thrives on identifying and solving paradoxes, religion is
founded on paradox. Almost all religions posit a God who is omnipo-
tent, omniscient and omnipresent. These absolute characteristics of God
have always been paradoxical because several happenings in the world
belie the absolute nature of God. If God is all-powerful, many meta-
physical questions would not have arisen: Why is there evil? Why are
millions of innocent people murdered now and then? Why are there so
many wars? Why are there numerous natural calamities? Why are peo-
ple so materialistic? In fact, there are any number of questions of this
kind which amount to challenge the very existence and nature of God.
At the same time, men have found it difficult to live without a God.
That is why, whenever the death of God is announced, it is always fol-
lowed by the birth of God. Therefore. a religious paradox may be de-
scribed as one that is concerned with the apparently contradictory nature
of God and other religious problems.

Specifically, Christianity is a paradoxical religion, for it presumes
that Jesus Christ both the Son of God and the Son of Man on the one
hand, and that the Father, the Son, and the Holy Ghost are one and the
same, that is, the Holy Trinity, on the other. Owing to these and other
fundamental questions, several Christian churches have been established
in an effort to resolve the paradoxes—Catholic, Protestant, Methodist,
Quaker, Lutheran, Pentecostal, Unitarian, and so on.

Several philosophical attempts have also been made to solve these
religious questions. One easy option is to deny God altogether. Another
equally easy way out is not to worry about God. But a concerned be-
licver will have to understand the paradoxical nature of God. This is
what the Danish philosopher Soren Kierkegaard did. He believed that
the theory of Incarnation was the “‘absolute paradox” par excellence,
because it could not be explained in any rational terms. Therefore, he
postulated what was called the leap of faith, which could enable a man
to believe in Christ as both God and Man.’ It is no wonder, then, that
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the Christian values have been paradoxical as O’Connor indicates.® It
may be added that the Christian literature of the West has invariably
dealt with the theme of the theory of Incarnation. The most notable
twentieth-century writers are T.S. Eliot and Daniel Berrigan. In this con-
text of faith and reason, a relevant observation of Yusa may be cited.
Historically and epistemologically, he says, *‘the problem of paradox
and logic can be understood as a translation of the perpetual problem of
the West, namely, that of faith and reason.” (194)

Since the nature of religion is paradoxical, it has been argued by
many (for example, Brown7) that the language of religion, that is, the re-
ligious discourse, is also paradoxical. Since the religious discourse has
to deal With the unknown and mysterious in known and familiar terms.
it cannot but be paradoxical. Heraclitus, for instance, defined God in a
series of oxymorons as ‘‘day night, winter summer, war peace, satiety
hunger.” (Yusa 192) The Bible, for another instance, is full of para-
doxes. To cite only two instances: *‘He who finds his life will lose it,
and he who loses his life for my sake will find it” (Matthew 10:39), and
“We are treated as impostors, and yet are true as unknown, and yet well
known, as dying, and behold we live as punished, and yet not killed; as
sorrowful, yet always rcjoicing; as poor, yet making many rich; as hav-
ing nothing, and yet possessing everything.”” (2 Corinthians 6:9-10)
These examples show that the language of religion is paradoxical.

Therc is a widcspread belief that science is logical. precise, objec-
tive, and experimental, and therefore, it is held that it is incapable of ad-
mifting paradoxes. But it is a fact that thc absolute Newtonian science
has turned out to be the relative Einsteinian science. The geocentric
world of Pythagoras has become the heliocentric world of Galileo. Now
there is no guarantee about the eternal validity of the existing systems of
scientific beliefs. Besides, there are still numerous inexplicable phenom-
ena. Entropy is a most interesting paradoxical notion in science. The
wave-particle theory in Optics is another notable paradox. Donald Baille
had shown in geography that it is impossible to represent the curved sur-
face of the carth on a flat piece of paper accurately, for it will involve a
distortion either in shape or in area, though there can be two different
maps for each of them separatcly. Hence, both of them are required for a
better understanding which is certainly preferable to a partial view of re-
ality. (Gentz, 776-77) In psychology of representation, especially that of
visual perception, Gombrich has identified a paradox called visual para-
dox.¥ When a pictorial representation appears lo simultaneously have
two or more than two meanings, it is said to be visual paradox. Gom-
brich illustrates his concept through the “Rabbit or duck?”” picture.
From one angle, the‘picmrc looks like a rabbit and from another, a duck

a9
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with its beak. Another well known illustration of visual paradox is thy,
of the goblet or two profiles picture. In this, the same ﬁgllllifehap P ::hars a4
goblet which is the light portion and as two proﬁle§ W fc lsth t} dark |
portion. The ambiguity or the paradoxical element arises from the 1gure
; : : ifficulty for the perceiver in deczdmg
ground relationship which poses di y 9 t cause of thig
which is the figure and which is the backgf_ou_“d'_ Tht;ro,ot bkt -
problem is diagnosed by Gombrich as the limitation of pic Ogd P s tr;P'
st tats ngs to 3
resentation in “differentiating what belo g to the plcturle] and wha u:
longs to the intended reality.” (303) Ev:dcn-lly, then, howsoever the
scientists may try to avoid paradoxes, they will have to come o terms
with them sooner or later. e
The meaning of paradox has explicitly been deﬁnf:d .{n literature ?s
in logic. J.A. Cuddon, for example, says, a Pflrado" IS, an. APPSO
self-contradictory (even absurd) statement which, on closef 1!15‘;31600110!.1,
is found to contain a truth reconciling the conflicting opposites. T'lns
is the kind of definition which is normally found in the encyclopedias,
dictionaries, glossaries and handbooks of literature.!! Though Cleanw
Brooks is largely responsible for establishing a respectable place for
paradox in criticism, his discussion of the term in Understanding Po-
etry'? and An Approach 1o Literature’® also suggests the generally re-
ceived meaning of paradox. However, there is much more to paradox in
Brooks’s essay “'The Language of Paradox,” as O’Connor points out.
He adds that two tendencies of paradox can be found in Brooks’s es-
say—(a) situational and (b) verbal. Rosalie L. Colie too adds another di-
mension to paradox. She seems to suggest a difference between verbal
paradox and rhetorical paradox. While the latter is associated with such
authors as Gorgias and Isocrates in antiquity, and Erasmus, Thomas
More and Robert Burton in the Renaissance, the former is seen in con-
nection with pocts like John Donne. John Dryden and Alexander Pope.
Therefore, it is possible to have a clear distinction among situational,
verbal and rhetorical paradoxes. though a certain overlapping is inevi-
table. Further, it is possible to have a broad and comprehensive defini-
tion inclusive of all kinds of paradox used in literature. Then, paradox
may be defined as a statement or a person or a thing or a situation or an
unorthodox opinion or a radical argument that appears to be self-contra-
dictory or absurd or enigmatic or unsettling to the common sense, but
proves to make profound sensc on close examination.

Obviously, a situational paradox points to a self-contradictory situ-
ation in which are found sharp discrepancies between, for example,
words and deeds, the real and the ideal. the actual and the expected,
cause and effect, the general and particular, and so on. To substantiate
further, certain common situations may be cited. When more money is




Understanding Pa radox 9

required for advanced rescarch in the academia, the government is re-
ducing the budget allocation for this purpose. When more money is
spent for higher education, the quality of education deteriorates further
and further. The unemployed youth may not get jobs but well-estab-
lished people may be wanted in several places of work. When a poet
wants to publish his poems, he may be rejected mercilessly. But when
he achieves popularity, every magazine editor may request the poet ear-
nestly again and again to give a poem for his magazine, even if it is of
poor quality. The universal image of the voyager of thé stormy sea is a
wonderful example. When the sailor needs help, people will try to
drown him. But when he reaches the shore, he may be welcomed with
jaurels. Fhe Second World War situation is again worth noting. Thou-
sands of young Americans got their sustenance by getting employment
in the war, which was worse than destructive. Such instances may be
multiplied innumerously but these examples go to show that a situ-
ational paradox arises from an unexpected situation which may be ab-
surd and even mysterious at times. In such paradoxical situations, one
invariably tends to ask: What is this life? Is it worth living? Who is re-
sponsible for these pathetic and also ludicrous situations? and so on.
The poets of the world, being more sensitive than most, respend to them

and record them vividly in poetry.
Literature is full of situational para

derstood as paradoxical situations. A wi
in Hamlet: a husband may kill his wife as in Othello; a father may cru-

elly be betrayed by his own daughters as in King Lear; a host may mur-
der his guest in his own residence as in Macbheth; and an emperor may
give up his empire for the sake of a notorious woman as in Antony and
Cleopatra. Even the simple poems of William Wordsworth like “Mi-
chael” and ‘‘Resolution and Independence” embody profound para-
doxes of life. Luke, Michael’s son, who goes (0 (OWT to fetch fortunes
for salvaging his father’s property, destroys his father by ruining him-
self in the ways of urban life. If' Luke, the promising young boy, be-
comes hopeless, the old leech gatherer is a great stoical figure who
induces hope in the despondent poet, which is none of his business.
Both these poems are equally pathetic because they are profoundly para-
doxical.

If a situational paradox depends on the resources of conflicting con-
texts, a verbal paradox relies on the resources of linguistic and literary
conventions, especially figures like oxymoron, pun, antithesis, and so
221 If a situational paradox presents a self-contradictory situation, a ver-

paradox takes the form of a self-contradictory statement or a clause
or a phrase. It may say one thing and contradict it immediately within a

2

doxes which are more often un-
fe may get her husband killed as

2
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sentence or a piece of discourse. It may be juxtaposition of ;_’pPOSit_e'
words and phrases. In certain cases, it may involve a process of equalj.

zation of opposites as well. _ ,

Verbal paradoxes are more easily visible and equaﬂryb E;blglrg?txm

literature. Shakespeare, for example, affords plenty of ‘Iieha Itjhe ol;) &
in his plays: “It is a custom/More honored in }he breach t anthin f:er-
vance” (Hamlet 1:4:14); “The robbed that smiles stcals something : (:I,n
the thief” (Othello 1:3:208); “‘Striving to better, ofl we flaj;/[w ba r;
well” (King Lear 1:4:370), “Fair is foul and f’r.?ul is fair ; Cc;'c e
1:}:11); “No worse husband than the best of men gAHf g e;;{pa-
tra 2:2:135); “Cowards die many times before their death,/:lzle valiant
never taste of death but once” (Julius Caesar 2:2:32); and “When my
love swears that she is made of truth/I do believe her, though I know she
lies” (Sonnet 138). His contemporary, John Donne, is famous for puz-
zling verbal paradoxes. Addressing death, Donne says in Holy Sonnet
X: “One short sleep past, we wake eternally,/And death shall be no
more; death, thou shall die.”

Rousseau’s well known sentence ““Man is born free and is every-
where in chains™ from The Social Contract points to a basic paradoxical
condition of man. Similarly, George Orwell’s famous line “All are
equal but some are more equal than others” from his allegorical and sa-
tirical novel Animal Farm sums up the tyranny of any totalitarian state.
Obviously ludicrous but deeply meaningful statements like “War is
peace;” “'Freedom is slavery,” and “Ignorance is strength’ are from Or-
well’s dystopia, /984.

The different kinds of verbal paradox may be discussed in this con-
text. Usually, a paradox is distinguished from an oxymoron on the as-
sumption that a paradox involves a whole sentence whereas an
oxymoron generally involves two contrary words. Therefore. it is said
that a paradox is an “‘expanded oxymoron and an oXymoron is a con-
densed paradox.” (Wales, 332) For example, the phrase “‘terrible

beauty” is from W.B. Yeats’s poem “‘Easter 1916.” Oxymoron has
more often been the vehicle of intense and deep feelings of love, secular
and spiritual. For instance, the Petrarchan lovers bumn in a sea of ice and
drown amidst fire. This Petrarchan conceit is very common in love po-
ctry in general. One of the frequently cited and memorable 0XyMmOTonic
passages is from Shakespeare’s Romeo and Juliet: :

Why, then, O brawling love, O lovin g hate, ':
O anything! Of nothing first create :
O heavy lightness! serious vanity!

Mis-shaper of chaos of well-seeming forms!
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Feather of lead, bright smoke, cold fire, sick health!
(1:1:174-78)

Similarly, the religious experiences of several mystics have also been
expressed oxymoronically.

Like oxymoron, pun is also distinguished from paradox, but actu-
ally pun is a means of verbal paradox as Colie* points out. The amount
of significance given to pun in recent theory is seen from Jonathan
Culler’s collection of essays On Puns. Historically, pun has been
thought of as a cheap form of linguistic entertainment as is evident from
Jonathan Swift’s reference to the Greek root fundum, which means “bot-
tom.” Intérestingly, however, Culler relates it to ‘“foundation” and ar-
gues that pun is “‘the foundation of letters,” which phrase, incidentally,
is the sub-title of Culler’s volume. Since pun operates in multiple direc-
tions centrifugally, it is valued for its capacity to break down the com-
monsensical barriers to understanding literature. Thus Culler argues that
pun is a paradigm for the play of language as traditionally metaphor is.
There are several kinds of pun involving different types of word play
from omitting a letter or syllable (paronomasia), homonymous words
with two or more than two meanings (antanaclasis), one word connect-
ing two structures conveying quite different senses (syllepsis-zeugma),
jumbling of words (anagrams and palindrome) to combining two or
more than two words to make new words (portmanteau), and so on. All
these techniques of pun, especially that of the portmanteau word, a /a
Derek Atridge, reveal that “‘meaning is an effect of language, not a pres-
ence within or behind language, and that the effect is unstable and un-
controllable.”!?

Paradox in general is a rhetorical device for a rhetorical effect.
However, there is need to distinguish the rhetorical paradox from the
situation and verbal paradoxes. A rhetorical paradox is characterized by
an unorthodox or even a counter-orthodox argumentative vigour with
the specific aim of placing ideas, things, persons, and so on in an un-
usual and even shocking perspective. In other words, it aims at valoriz-
ing a usually underprivileged term, thing or idea with all argumentative
supports. In this context, the words of Rosalie L. Colie may be quoted to
describe as well as illustrate the rhetorical paradox:

The rhetorical paradox was a standard epideitic type, a praise of
something commonly regarded as unpraiseworthy (a nut, an ass,
tyranny or a given tyrant, Thersites, Helen), a defence of someth-
ing contrary to received opinion or to the audience’s expectations
of the orator (folly, “nothing,” “nobody,” a new theory of mo-

e
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tion, a new astronomical model). Such assignments Were evidey,
set the young dialectician as tests of his. contr?l over 19g1c

rhetoric, the dissoi logoi and various aporia are hke!y the impogg;,
ble or indeterminate problems serving as exercises in mental agj),

ity. (76)

Evidently, Colie’s description of rhetorical paradox focuses on the rhe.
torical, that is, the persuasive dimension of the same as an eXercise in
the mental ability of the paradoxist and, of course, t.he aud1§nf:e 19;. In
fact, such was the aim and practice in the ancient permfl and it is st1 S0,
A serious consideration of this leads to an understanding as 0 why lit.
erature, a rhetorically paradoxical enterprise, has always beenin need of
defending itself in the form of “defence of poetry,” which has become a
distinct mode of discourse per se against the parameter of the correct-
ness of truth-value set by philosophy, logic, science, history, and so on.
It is also very interesting paradoxically to note that the very thm!wrs
who rejected or reject literature have been conscious Or unconscious
agents in promoting literature, which accounts for the constant need to
revitalize literature in order to convince the “common reader’ of liter-
ary pleasures and profits.
Desiderus Erasmus’s Praise of Folly and Robert Burton’s Anatomy:
of Melancholy are two famous examples of rhetorical paradox. Personi-
fied as a woman, Folly says that all men are foolish and she attempts to
awaken them from their foolishness. As well known, the merciless satire
of Erasmus expedited the process of Reformation in the Church. Simi-
larly, ‘melancholy is given a superior rein in Anatomy of Melancholy,
which Colie considers ‘‘a remarkably paradoxical work” (80) and uses it
to illustrate the paradoxical method. First, a paradoxical work has a gen-
eralized statement such as ““All men are melancholy’ in Anatomy of
Melancholy. Second, it has discussions on a wide range of topics includ-
ing certain standard paradoxes such as “‘exile, imprisonment, virginity,
nescience, self-love, suicide.” (81) Third, it has many self-references to
the author and to his book, resulting in inconclusiveness. Fourth, it uses
learned authorities only to abuse or reject them. Lastly, the whole book
is a concealed paradox in the sense that it challenges the prevalent
knowledge of psychology and shows the inadequacies. However, it does
not purport to offer any solutions. Then, what it is, to quote Colie, is
“an epistemological study, an examination of the nature of human
thought-by means of human thought, a knowing consideration of human
knowledge which shows how powerful is human' unknowing.”” In addi-
tion to folly and melancholy, there are a number of topics within the
range of rhetorical paradox: nothing, nobody, nowhere, and so on.
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All paradoxes, irrespective of their kin

have certain common characteristics, functions and uses. To begin with,

they are self-contradictory, self-critical and self-referential. As an exam-
ple, the Blackboard paradox discussed by Gombrich may be considered:
“The OII_IY' statement on thls blackboard is untrue.” He comments: “If it
is true, 1t 1S untrue true.” (239) Obviously, there is only one statement
on the blackboard “fhlch negates its own meaning because it refers to it-
self and thus acquires the paradoxical characteristic of self-negation
through s<.:lf~referencfe. Next, howsoever carefully a paradox may be for-
mulated., it always, inclines to indeterminacy, that is, the right, wrong,
appropriate or correct meaning is difficult to determine. For instance,
Zeno’s logical paradox of “Achilles and the Tortoise” shows that Achil-
les does not ever catch the tortoise and the tortoise probably does not
ever reach the finish line either. In such cases, it is difficult to decide
what is what for certain. Then, as a result of the self-referential, self-
critical and indeterminate nature, paradoxes tend to encourage relativis-
tic tendencies, which indicates a multiplicity of value scales. They also
challenge the exactness and correctness of conventions by which they
claim their correctness. While the precision of paradoxes provide for
stability, their indeterminacy makes room for instability and uneasiness.
Above all, they “oscillate between dialectical extremes, equivocate by
their words, and in their structure, reach a tenuous transparency of
meaning maintained largely by control of technical skills in logical and
rhetorical expression.” (Colie, 77) It may be added here that Culler’s
discussion of paradox in On Deconstruction is similar to that of Colie.'$
In sum, paradoxes are self-contradictory, self-critical, self-referential,
indeterminate, undecidable, equivocal, relativistic, non-judgemental and
inconclusive. These are the adjectives that are commonly found in con-
temporary criticism and theory of all persuasions.

Paradoxes may be said to have three closely interrelated functions.
Chiefly, they test the limits of reasoning. Consequently, they provide
scope for a better and more comprehensive way of understanding real-
ity. And lastly, they are the most suitable means for man to have access
to the non-rational realm of experience in all walks of life, including po-
etry and religion. In all cases, paradoxes attract immediate attention and
provoke thinking in new ways, In literature, paradoxes are not a mere
display of the author’s wit but are an integral part of the form and con-
tent of literature. .

Paradox in poetry is inherent and inevitable, especially when the
poet himself is a paradox. The great poets like William Shakespeare,
John Milton and P.B. Shelley are paradoxes in themselves and their po-
etry is no less an exprfssion of their personality. A well argued case for

ds and field of occurrence,
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paradox in poetry has been made by Thomas de Quincey in his Autob;.
ography which is worth quoting at length:

to speak in the mere simplicity of truth, so mysterious IS human
nature, and so little read by him who runs, that almost every
weighty aspect of truth upon that theme will be found .atlﬁrst s:lgl_n
to be startling, or something paradoxical. And so little l];ee hls
there for chasing or courting paradox that on the contrary, ¢ Who
is faithful to his own experiences will f“md. all' his efforts little
enough to keep down the paradoxical air besieging much of wh;.n .1_
he knows to be truth, No man needs to search for paradox in this
world of ours. Let him simply confine himself to the truth, and he
will find paradox growing everywhere under his hands as rank of |
weeds. (O’ Connor, 598)

Paradoxes are as common as weeds, but surprisingly, paradoxical
studies of poets and poetry are not so. Perhaps, Louis Untermeyer’s He-
inrich Heine: Paradox and Poet (1937) and Edward Wagenknecht’s
John Greenleaf Whittier: A Portrait in Paradox,'” both biographies, are
exceptions. Of course, Cleanth Brooks’s critical studies have earned a
distinct place in contemporary criticism. However, there is a need to
study all poets from the paradoxical angle, for the universe is nothing if
not a knotty paradox. ;

Paradox, then, is paradoxical: it is neither new critical nor decon-
structive; it is life, after all. It may not be all but it points to all dimen- |
sions of life. Therefore, it cannot fall out of the critical field. Instead of
recognizing it as aporia, or rupture or polyphony, or disjunction, it may | |
be useful to continue to realize the inescapable necessity of being alive

to paradox whatsoever form or content it may appear in. 1
| 1
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Unity: The Aesthetic of Irony

RAJESHWARI PATEL

Any unity which does not comprehend a dialect.l?al tfansmn, ?llihanﬁ
from an interaction of diametrically opposed entlt.les, is a unity th
lacks strength and productive power. A theory of unity w1t}-10ut dl.VBI'Slty
is either totally irrelevant or to0 fundamental to be dealt with. It 18 a_na-
ive mind that would accept a simple unity which does not hold against
the complexity of experience. Philosophy is now turning to a theory of
the organic development of the person that aims at enhancing every de-
partment of thought and perception by means of integration. The preoc-
cupation with unity suggests that as an expression of the manifold facets
of man’s personality, human culture has been aspiring right from the be-
ginning for a total and unified development that comprehends a diver-
sity of interests without neglecting any.
Progress in the S-matrix theory and Bell’s theorem in Modem Phys-
ics has brought in the notion of order, basic unity or fundamental inter-
relatedness as a key element in our understanding of reality. Leaving the
Cartesian view behind, physicists are leading us to a holistic and intrin-
sically dynamic conception of the universe. The fundamental theory of
natural evolution has gone beyond the mechanistic model held by New-
ton. Darwin’s Evolutionary Theory and the latest findings in electrody-
namics clearly indicate that the Universe (and, in turn, man) is more
complex than Descartes and Newton made it out to be. Even thought
arises by virtue of the undifferentiated existence suddenly acquiring a!
break in its unity. All potentialities are unities, actual realizations are
not.
In Aesthetics, the concept of unity may be traced back to the earliest
times—to Plato who was the first among Western thinkers to propose an
artistic doctrine of unity. He suggested, in connection with the musical{
scales, that unity is a reconciliation of opposites. Horace conceived of @
unity of effect achieved by a careful ordering and arrangement. He made
it analogous to music and painting in terms of a harmonious blending 0
colours, light, etc. Longinus derived it from an intensity of feeling tha.‘.
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would artistically reconcile opposing elements by a process of selec-
tion.!

When we look at the pre-Copernican or Ptolemaic period, we find
man living in a naive assumption that he is the centre of the universe.
The old metaphysics also led him to belieye so, and the classical notion
of order persisted, sustaining his simple dream of unity till we come to
the modern post-Copernican era.

Until the eighteenth century, man was fairly confident that the
world was well-ordered and made for man. Hume’s contention that real-
ity as we see it is an illusion, and Kant’s that our mind is in a position to
constitute the structures by which it lives, shattered this complacency.
Kant, the philosophical Copernicus, made the perceiving 1"’
tant because he gave to the mind the power to constitute the categories
of reality. If the Kantian alternative pushed the choice on to the subject
and insisted on the mind’s power to impose order, it did not remove the
sense of insecurity.

In this context, the romantic conception of the possibilities inherent
in the subject and the poetic imagination gathered new and enlarged
meanings. It sought to bring dichotomy together into an organic unity in
terms of a Unity of Feeling, Unity as Vision of an immanent God in Na-
ture, Unity achieved by mediation of the imagination acting in its capac-
ity as a symbol-making faculty and, above all, Unity as the
imagination’s repetition in the finite mind of the poet of the eternal act
of creation in the infinite I Am. The ncoclassical writers and the phi-
losophy of the Enlightenment had entertained as essentially monopolar
view. Unlike them, the romantics resisted the making of choices. Apply-
ing the Coleridgean ideal of reconciliation, they converted the “‘either-
or’ to an “‘cither and or” way of looking at things. By balancing
sameness with difference in a productive unity, they kept both sides to-
gether and yet apart.

The disturbing question is—is the unity that we perceive a fabrica-
tion of our mind? Is it self-imposed because we are genetically pro-
grammed to prefer order? Though Yeats accepted that it is the
totalitarian mind that has given allowance to an impositional unity, a pa-
thetically human acceptance of the reality of illusion, he also felt that
heroism lies in the poet’s attempt to create meaning out of apparent dis-
order—"‘dream and so create,” out of “poet’s imaginings,”

all-impor-

All those things whereof
Man makes a superhuman
Mirror-resembling dream.’




18

The poet’s ““dreams shall have the potency to defeat the actual at every

- \11
point. . .
Though the power of the word has been subverted in our times,

Whitchead would concede that the minimal order we livp by isothe Prder
of words. Verbalization as a spatialization of time might 5_1111 give a
fairly adequate representation of the fluidity of human experience. The
organic unity of a work of art is not passive or static. It embodies the
dynamic quality of life itself. It giv ;
enacting the fullness of experience by means of a complexity C.Jf context
that takes into account the continual oscillation between opposing poles.
It is this kind of poetic integration {hat we find in much of the lat-er po-
etry of W.B. Yeats. Coleridge calls it a “tendency at once t0 individuate
and 1o connect, to detach but so as cither to retain or reproduce attach-
ment.” When the productive unity involves itself in the double act of re-
producing as well as separating itself by a kind of dialectical thesis and
antithesis, the unity it maintains becomes one of interchange. Yeats’s
poetry of dialogue, wherein the persona speaks from two poles of his
being. secks to capture the complexity and completeness of experience.
The legendary heroes of his early poetry that were objectifications of
subjective experience and conflict proved dissatisfying. He needed a
more powerful mode of expression that would bring together different
voices in a single poem. “‘A Dialogue of Self and Soul” and “‘Ego Do-

minus Tuus” exemplify this approach.
As Abrams suggests, “inclusiveness”’ has become the criterion of

poctic excellence. The individual work becomes a dialectical structure
conceiving in its own multiplicity the unity of its form. It was Col-
eridge’s belief that spontaneity gets its impulse from a productive ten-
sion with the Will which invigorates the imagination to shape and

modify all the elements in a poem into a unified effect.
Richards comes close to the Coleridgean concept when he makes a

distinction between two types of poetry. One is the poetry which ex-
cludes the opposite and discordant qualities of an experieﬁce, and the
other is poetry of the inclusive kind which resolves the discord via the
in_mgination to achieve a larger unity. In Biographia Literaria, Col-
eridge says that a poet is one who, in ideal perfection, brings: “the
whole soul of man into activity. . . . He diffuses a tone and spirit of
unity that blends and (as it were) fuses, each into each, by that synthetic
and magical power to which we have exclusively approp;iated the name
of imagination. This power . . . reveals itself in the balance or reconcili-
ation of opposite or discordant qualities. »3 The poetry of inclusion is, s
Brooks puts it, “richer, more complicated, and more thoroughly de-
tached from local issues and actions. Because of the nature of lalléuage
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it appears more interesting, and because of the nature of human experi-
ence, more honest.”*®

A poetry that appeals to only one set of impulses would be ‘parti-

san.” For Richards, the answer is in “irony, which will allow opposing

impulses to be aroused simultancously.”” This is not the irony of ‘“‘sim-
ple inversion.”” Richards’ conception of irony scems to demand “‘that
the poem, while stating one view . . . should by ambiguity or some other
device present the opposite view at the same time.”"® It relates closely to
irony in Schlegel’s sense of the term which, as Paz defines it, is “‘love
for the contradiction which lives in each of us, and awareness of this
contradiction.” Irony, that great invention of the Romantics, says Paz,
reveals “‘the duality of what scemed whole, the split in what is identical,
the other side of reason; it is the disruption of the principle of iden-
lit}'."9 It shields the artist from the accusation that the unified vision has
been too easily attained.

Yeats’s “‘Sailing to Byzantium™ embodies this ironic attitude.
Though the speaker has undertaken a journcy away from a country
which is not for ““old men,” he talks of “that country™ with a vehe-
mence that betrays a hidden bitterness because it no longer belongs to

him. This complex reaction is captured with a kind of poignancy in the
irony of the last two lines of the first stanza:

Caught in that sensual music all neglect
Monuments of unaging intellect. (21 7)

If we go by Brooks’ justification of the ironic mode in its ability to han-
dle with greater fairness the complex texture of reality, then “Sailing to
Byzantium™ shows not the difficulty or impossibility of m
choice but the complexity involved in making one.

Without irony the poetic context would become bare and simplistic.
Irony becomes a principle by which to remain invulnerable against at-
tack. Warren clarifies: *“‘the poet wishes to indicate that his vision has
been eamed, that it can survive reference to the complexities or contra-
dictions of experience. And irony is one such device of reference. 10
But, is this ‘“‘unity’’ a merely formal affair? Even if it is validated by an
authentic transformation from within, how are we to actually penetrate
the poem/persona and reach the person?

There are two kinds of unity—Coleridge’s unity—as being found in
the genesis of the mind of the poet, and the metaphysical unity which
involves a certain amount of “‘willing.”” Coleridge’s unity inheres in the
mind of the poet, while the' metaphysical one is verbal and semantic, and
is embodied at the imagistic level.

aking a
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Though Yeats resorted to “words™ because “Words alone arg

tain good,” he did not approve of a merely formal, verbal unity on
“semantic” surface. It is not what a poem says that f“aﬁem{b'ff Wha
is. Yeats was not content to stop at unity as idea, unity that 1:d Stat
Unity would be suspect if merely stated. It must be dramattls 1111 :
to have the validity of earned vision. Yeats’s method wa; D-FxPﬂfl
ironic mode, making it an artistic device by which to ortify ¢s
against attack. It also becomes a method to conceal the many

without appearing fictitious. One could safel .
For the ironic mode, Yeats chose conflict as his tool to serve as a heurig,|

tic strategy and enter into the central meaning of the poem. Conflict jg

exploited for its engendering power. The energy generated frofn the firsg]

pair of contraries starts a chain reaction and releases a new set of discor-

dants in a long series. Even where the poet seeks a rt=:splmicm3 it is only
provisional, not anything final. Choice is postponed in L_hc mtf.:rest of
conflict. Sometimes, the inability to make a specific choice or 1ts pro-
crastination itself becomes the subject of poetry:

The validity of Yeats’s procedure is not at all undermined by the
fact that both self and anti-self are in equal measure imaginative
constructions: The poet is setting his imagination to do for its own
sake what Richards, following Coleridge in this respect, has
named as the special work of imagination, taking the risk of oppo-
sitions, tensions, contradictions, so that the unity at last achieved
will be correspondingly and richly earned. 1

However, the imagination is not obliged to vote for nature to pro-
vide the ideal conjunction of appearances. If it waits for the ideal con-
junction, it would be difficult to write at all, especially when the poet
has not himself inherited from the past the tradition of “‘one aim, one
desire.”” He has to deliberately create or discover a tradition of his own.
The imagination may provoke the appearances of nature by making an
intelligent use of conflict so that unity comes only when it has been
eamed.

To provoke nature and the world of appearances is to put not only
the self but also the poetic imagination at stake. Yeats as artist was
dauntless. An artist who finds within himself a tension between
“dream’” and “action” would feel also an impulse from inside himself
to resolve the tension. A unity achieved at the expense of either would
appear. in the ultimate analysis, more of a defeat than a triumph. There-
fore, Yeats made the mere quest for unity so important that failure in it
would be no less important. If the poet could achieve in the poem a tem=

L
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porary victory that would retain enough tensional energy to propel a
fresh conflict, the process could go on as long as he wished. Yeats knew
that without the “daily victory™ of a unifying Image, life must be tragic.
But, “‘we begin to live when we have conceived life as a tragedy.” He
was not willing-to ““walk out of his dream,” says Kermode, and simply
extended it to include everything,!2

The symbol-making faculty would use Symbol to unite the dichoto-
mies by a careful identification as we see in Yeats’s culminating symbol
of the Dancer and Tree in ““Among School Children.” If irony is disso-
nance in the poem, modemn poetry is “‘awareness of this dissonance
within anglog_v."” In undertaking the transition from one world to an-
other, the symbolic imagination has to begin from the lowest rung of the
ladder. With a gift for the “concrete,” he has the power to start with the
“common thing.””'* The symbolic poet may ascend the heights. The way
up is not denied to him. But, unlike the ‘angelic imagination’ which by-
passes the common, the “symbolic imagination,” as Tate argues, needs a
via media. To be able to face the spiritual truth in its physical ‘body’
needs an exceptional type of courage, Tate acknowledges, because it is
like the experience of death. Yeats wrote in Estrangement that the
“knowledge of reality” is “‘a kind of death.”!

The symbolic poet finds not only the necessity to start with the
“common thing”’ but a compulsion to return to it. From the uncommon
to return to the common and mundane—""a mound of refuse or the
sweepings of a street”’—in a cycle, as it were, is the arduous task of the
symbolic artist.

In W.B. Yeats we have a poet where efforts to achieve Unity of Be-
ing brought him in confrontation with the dilemma faced by the sym-
bolic imagination. Even as he reaches the top, the symbolic poet must
invariably return to the bottom:

Now that my ladder’s gone.
I must liec down where all the ladders start,
In the foul rag-and-bone shop of the heart. (392)

The idea is to relate at all times the polarities of interaction so that a
Perpetual tension is kept up. As Tate put it, the artist as hero, in having
to return to the “‘bottom,” fails in the sense that “he wiil have to start
Over again when he steps out of the ‘poem,”” (103) and re-enact the
“daily victory” once more. The failure is a human fallibility and is he-
roically accepted as such: “Its humility is witnessed by its modesty. It
never begins at the top; it carries the bottom along with it. however high
it may climb, ! :
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Graham Hough explains that Yeats wanted 10 ascend to h
carrying all the sensual baggage with him, and tis may be true. Y
indeed in the tradition of the symbolic poet. EVery Asecatles only _
rary since the poet must return to the bottom, making the poetry “tre
in sentiment, if not always in form.” But 1t would be wrong E?f 1858
that Yeats ended where he began. No doubt he I'Ctl‘l‘l'ﬂed to thded oul. rag

and-bone shop of the heart,” to the bottom where “all the Itia] tefrs
but by then he has come full circle. We must remember ia do;. aly
there could be no real defeat in this strug gle. H € nc\:"er pt_tmllt_ie ”l.ms It
to be overpowered by despair. He conceived in it a "~ tragic gaiety””:

"

What matter if I live it all once more?

He is “content to live it all again,/ And yet again:: even if lt l_)e life to.
pitch/Into the frog-spawn of a blind man’s ditch.” (267) If living it all

again in ‘another poem’ and *another Image’ is the pricg one has lo_l,::ay:._
for ascending to the top, he is willing to pay it. He says in ““"Lapis Lazuli™:

All things fall and are built again. '
And those that build them again are gay. (339)
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Is There a Nightingale in Keats’s
“Ode to a Nightingale”?

S. KANNAMMAL

“Ode to a Nightingale™ I gain the perception that
f the indeterminacies of ex-
y to assert

In reading of Keats’s
the text speaks not of the Nightingale but 0 né
periences and contexts. To me it appears, that this impossihilit :
any certainties and Nagarjuna’s (the second century Mahayana Buddist

teacher) ‘doctrine of void’ has much in common. This may seem a wild
claim and a far-fetched one and I will not be taken as a serious scholar.
But I seek to defend myself against such a charge.

As a first attempt at this defence I would like to speak about the

space in which I am placed that confronts and excites a provocative site
“for criticism in reading the text of Keats. The Indian soci-historical-lit-
erary-cultural context that conditions my reading responses {0 Keats’s
text is so different from the cultural space of Keats in which he has pro-
duced his writings. Therefore it is very clear that I cannot think like
Keats or have a feel of his sensibilities, which are a product of his im-
mediate socio-cultural support system. It is also difficult and frustrating
to adjust my critical thinking to the already expounded authoritative
Euro-centric critical constructions on Keats. This is so because the criti-
cal authority to whom I have to adjust my thinking happens to be spaced
in a different cultural context. If at all this is attempted, it debilitates the
critical potentialities of a diverse and multifaceted critical space like
that of the Indian context. This paper is an attempt in this direction of
setting a mark, however small, for the Indian response, on the map of
critical inquiry in the postcolonial ard post-structuralist context. The
Reader Theories and the post-structuralist literary practice offers enough
scope for this task.

The present study of Keats’s “Ode’” and Nagarjuna’s ‘doctrine of
void’ is limited only to the indeterminacies of concept and contexts. As
the Indian response, in an intertextual reading, reads into the text of
“Ode to a Nightingale,” it seems to me that the text more than speaking
of the Nightingale points to the impossibility of asserting a determinate
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reality for any experience—pain or pleasure. All realities are a]lcged re-
alities that turn out to be a falsity. This very condition throws up a space.
of void. A solution is constantly deferred as nothing is determinate. This
knowledge of void of Maya is difficult to apprehend or accept. The In-
dian philosophical tradition is steeped in such complexities. The knowl-
edge of voidness does not lead to nihilism or meaninglessness but
provides a pragmatic and practical strategy to confront the issues like
pain/pleasure and loss/gain. For an Indian reader like me conditioned in
such a cultural context, indeterminacy means only this. Such a percep-
tion as it reads into Keats’s Ode challenges the certainty of the notions
of pleasure and pain and revises the assumption of the privileged posi-
tion of thé Nightingale in the text.

The title by referring to the Nightingale raises the expectations of
the reader to find the text speaking of the Nightingale. But the text with
its textual strategy of the opening remarks on the pain of the speaker be-
lies this expectation: "My heart aches, and a drowsy numbness pains/AMy
sense, as though of hemlock / had drunk.”” Therefore the text is a text of
the other. The speaker seems 1o be suffering from some pain. But the
slide in the text to the experience of happiness revises this opinion:
“But being too happy in thine happiness.” Does the text speak of a dif-
ferent experience or the same experience being labelled differently? The
pain felt earlier might have caused the happiness or the happiness was
the source of the pain. The bird could be the source of pain. The text
seems to point to the bird’s happiness and not the bird being the source
of the speaker’s happiness. If the bird could be happy it could also be
unhappy.

The text suddenly shifts from talking about the bird to that of the
desire of the speaker for a “‘draught of vintage.” There is a further slide
from this desire to the description of the “"Dance, and Provencal song,
and sunburnt mirth>’ of the people of the South. It means that by and
large people are happy in this world. But the speaker expresses the
wish: “That I might drink, and leave the world unseen/ And with thee
fade away into the forest dim.”” The wish is then to go from the context
of the “‘sunburnt mirth” to that of the “‘forest dim.”

Though the text speaks of the desire to “leave the world unseen,”’
the elaborate details of the world and its sorrows point towards the
speaker’s obsession with the world. The speaker wants to forget as the
text says: “to think is to be full of sorrow/ And leaden eyed despair.”
But the speaker does the opposite by thinking on it and listing a number
of experiences of the world. This may mean that the narrator loves to in-
dulge in the painful experiences. But why then he wants to flee from
here? The speaker’s attempt to expound in great detail such painful ex-
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periences and marginalize the bird by dubbing it as 1gnorant (*yy.
thou has not known”") shows the love of the speaker for %he people Why
suffer the pain. The desire to leave the world unseen in this cong
would mean the speaker’s love for the people who suffer and not .
love for the bird. Yet the text speaks of the wish to fly to the big,
*Away! away! for I will fly to thee.”” The repetition of ﬂ_le word 'aWa“__:.
signals the desire of the speaker to be away from something than the d __
sire 1o fly towards another thing. The speaker scems (0 have landed wj _'
the bird perhaps too suddenly: “Though the dull brain perplexes and re,
tards/ Already with thee.” Maybe the speaker is not'all that happy fg
end the flight too soon. Perhaps he loves the flight for its own sake.. _

The speaker’s desire to fly to the bird scemed to have been achxevg.;dﬂ

but curiously enough the text indulges in describing the new space in
great detail than the experience of being with the bird. The bn_'d seems fo
have been marginalized in this different space and its experiences. Buf
the narrator experiences difficulty in the darkness of the new space:
cannot see what flowers are at my feet/ Nor what incense hangs upon
the boughs.”” The speaker seems to find fault with this situation and he
gets along fulfilling the task of knowing the colour and the smell; “‘Buf]
in embalmed darkness guess each sweet.” Though the physical senses
are absent, through an intellectual process, the experience is completed,
The textual strategy of the elaborateness of such description points to
the fact that the speaker never makes any serious attempt to locate the
bird. On the other hand, the experiences of guessing each “sweet’ and
‘murmurous haunt of flies’ is enjoyed.

There is a sudden shift in the text as it speaks of the wish of the
speaker to die. It is curious because while the worldly space ““Where
Beauty cannot keep her lustrous eyes’ has inspired the flight to live
with the bird, the “‘already with thee™” condition had brought the wish to
die. So this raises the question—which experience the Nightingale typis
fies? Does the text pinpoint, in specific terms. the experience or the con-
text for which the Nightingale stands? Perhaps not.

The text seems to be silent about the bird. The speaker never seems
to have located the bird. He could only listen: “Darkling I listen.” If the
bird is in darkness, why does it then sing “of summer in full-throated
case”? Does the song speak of the bird’s desire (0 be in the sunshine?
Maybe. The prediction of the speaker is that the ecstatic song would be-
come a high requiem and sod. Is it the bird’s own sad experiences that
make the song sad or does the speaker impose his own state of mind on
the emotional quality of the song? The Tamil poet Bharathi while look=
ing at the black crow does not see the colour of the bird but he sees
there his Lord. The specificity of the bird disappears. Here in this con®
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text the speaker’s obsession with his notions and experiences seems to
be enumerated than any attempt on the part of the text to speak of the
specific bird, Nightingale. The text nowhere except in the title mentions
the name Nightingale. Therefore the Nightingale bird referred to in the
title and the bird referred to by the text need not necessarily be the
same. Further the text speaking of the immortal voice heard by a variety
of people—the king, the Clown and Ruth—privileges the voice over the
bird. The contexts and the experiences of the listeners to the voice are
varied and defy fixedness. Therefore there is no Nightingale in this text.
It is impossible to find a simple referent to the term. What the term suc-
ceeds in referring to consists of traces of experiences and these traces
are traces of traces.

Further the question that the text poses, ‘Was it a vision, or a wak-
ing dream?”" challenges the alleged reality of the Nightingale. The
speaker does not know whether he/she is awake or asleep but he/she has
the knowledge that the state defies any certainty. The contexts of experi-
ences are constituted with an infinite play of differences that defy a
static definition of both, the experiences as well as the contexts. The
text perhaps calls the language as the "deceiving elf” that defies a simple
reference in determinate terms about any experience. The text fails to
fix the categories of pain/pleasure, sleeping/waking, darkness/light,
loss/gain.

This indeterminacy caused by the text, in my point of view, instead
of leading to nihilism rather throws light upon the need to confront the
consequences of such indeterminacy. The text does not speak of the re-
ality but the absence of it which is the case with life. The need for the
knowledge about this voidness in order to confront the voidness itself is
what the text speaks about. It gives a knowledge to engage the issues of
life rather than a theory of reality.

Vellalar College for Women, Erode




Defending the Indefensible:
W.B. Yeats as a Country House Poet

A. RAGHU

Writin{; ih 1949. Norman Heffares declared, “Yeats's grcal_.ncss is se-
cure.””’ Nearly half a century later, the same can be said with perhaps
even greater force. William Butler Yeats is a great poet for reasons

which are clear. He was a dedicated craftsman who placed his entire
able to produce a

life-time at the service of poetry. As a result he was
corpus of impressive bulk which displays a spectacular thematic range
ably backed by technical virtuosity. His development as a poct was
much more conscious—and much more exciting—than that of most
other poets. The poetry of Yeats continucs to be significant in a world
increasingly hostile to many of the ideas contained in his verse. It is
only natural that Yeats’s poetry should have been subjected to relentless
critical analysis down the decades. Though his work has been ap-
proached from numerous angles, Yeats as a country house poet has at-
tracted practically no critical attention, cven though some country secats
like Coole and Lissadell have left marks on his corpus and country
houses in general are a presence in much of his poetry Providing this
attention is the aim of this paper.

Early in The Crisis of the Aristocracy 1558-1641, Lawrence Stone
explains that one of the most striking features of the pcriod was a pride
in ancestry which reached new heights of fantasy and claboration. A
lengthy pedigree was a useful weapon in the Tudor battle for status.”?
Yeats would definitely have not been out of place in such an age. But
unfortunately his ancestors were no proud owners of medieval castles or
naughty masters of vast rural tracts: they were untitled commoners. The
poet was born into a middle class family of Anglo-Irish Protestants. The
poet’s paternal ancestors were rectors, linen drapers and merchants.
Only one of the poet’s relatives, Robert Corbert owned what could be
called a castle. And Sandymount Castle was no real castle. It was an
eighteenth century house to which Gothic trappings like battlements,
cloister and tower had been added. Above all, Corbert was only a distant
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kinsman of Yeats, being his great uncle. His father John Butler Yeats
was a modestly talented artist. His mother Susan Yeats nee Pollexfen
was from a family of sca-faring merchants and millers. Yet Yeats be-
came a lover of country houses while still a child: At my grand-
mother’s 1 had leamed to love an elaborate house, a garden and trees;
and those grey country houses. Lissadell, Hazelwood House, and the far,
rarely seen tower of Markree, had always called to my mind a life set
amid natural bcaul_v."" And it was Yeats—and not Lord Byron=who
wrote “Upon a House Shaken by the Land Agitation,” the most brilliant
defence of the landed clite in English verse.

Inspiration for the pocm was provided by a decision of the Land
Court td reduce rents, a ruling which had a seriously adverse impact on
the financial standing of Coole Park, country scal of Lady Augusta Gre-
gory. Fiftcen tenants of the Gregory cstate had applied to the court for a
reduction in their rents. The Land Commissioner granted their applica-
tion, reducing their rents by about twenty percent through his judgement
given on 30 July 1909. On 7 August, Yeats noted in his diary: ““Subject
for a poem. “A Shaken House.” How should the world gain if this house
failed. even though a hundred little houses werce better for it. . . . How
should the world be better if the wren’s nest flourish and the cagle’s
house is scattered?” (/bid., 225)

The argument of the poem is that concentration of economic power
with the landed elite at the expense of the landless poor is good for the
world as it enables the former to contribute to the development of hu-
man civilization.

How should the world be luckier if this house,
Where passion and precision have been one
Time out of mind, became too ruinous

To breed the lidless eye that loves the sun? . ..
Mean roof-trees were the sturdier for its fall,
How should their luck run high enough to reach
The gifts that govern men, and after these

To gradual Time's last gift, a written speech
Wrought of high laughter, loveliness and case?*

Pointing out that the Renaissance was preceded by a concentration of
economic power with the political elite of the Italian city states, I con-
cluded my analysis of the poem thus: “Far from being obscure, the
poem asks two simple, highly particularized questions: How would the
world benefit by Coole Park’s ruin? How would the beneficiaries of the
despoilation of Coole Park ever be able to serve the world the way
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Coole Park did? Together, by implication, they pose a comprehensive

question, difficult for democracy’s apologists to answer.”’
try houses—they seemed to

The roots of Yeats’s passion for country -ot
him morc dear than life—can be traced to his chlldhm_}d when he con-
ceived a strong attachment (o the Irish countryside, particularly to Sligo.

In “Towards Break of Day,” he admits:

I thought: “There is a waterfall

Upon Ben Bulben side

That all my childhood counted dear:

Were 1 to travel far and wide

1 could not find a thing so dear.’ (208)

ntense with passing years as the
a through which he saw the ex-
er: ‘My memories had magni-
This passion for the Sligo

The attachment became more and more i
poet grew older and the haze of nostalgi
periences of his own childhood grew thick

fied/so many times childish delight.’
countryside was further whetted by Yeats’s inability to live there:

_’\\ I grew wild

' Even accusing Heaven because

It had set down among its laws:
Nothing that we love over-much
Is ponderable to our touch.

The traditional interpretation of “‘Under Saturn’ is that it is about
Yeats’s relationship with two women, Maud Gonne and his wife Geor-
gie Yeats nee Hyde-Lees. This theory was pul forward by Norman Jef-
fares in 1968 and has been generally accepted by critics. In my note on
the poe:m,6 I have pointed out that it is more satisfying to cxp—licalc the
poem as dealing with England and Ireland. England gave him wisdom
and comfort but Ireland was his lost love inseparable from his thought.
This reading is vindicated by the conclusion of the poem: “I am think-
ing of a child’s vow sworn in vain/Never to leave that valley his father
called their home.”’ (202) As an old man Yeats gave instructions for burial
at Drumcliff churchyard, wherever his death may occur. He died in the
South of France in 1939 at the height of the Second World War and was
buried at Roquerbrune. In 1948, nearly ten years later, the body was rein-
terred at Drumcliff, as he had wanted. To quote from ‘‘Under Ben Bulben'”:

Under bare Ben Bulben’s head
In Drumcliff churchyard Yeats is laid.

'
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An ancestor Was rector there

Long years ago, @ church stands near,
By the

road an ancient cross. (400)

As has already been pointed out, Yeats was no aristocrat by birth. It

a5 his friendship with Lady Gregory which gave him strong first-hand
% ract with the world of the country house. The Gregorys were defi-
;;I‘lﬂy members 0of the landed class of Ireland. But even they were no

Jndees. There have ncver been Gregory Dukes. Coole House Was out
and out plebeian by the side of. say, Holkham Hall, country seat of the
Earls of Leicester. Their landed accents were extremely petty when
ared to the holdings of, say, the Dukes of Bucglcuch. Tf‘le great
ate offices Were never held by them. The highest office occupied ever
py a Gregory was that of Governor of Ceylon. \'(ct Coole Park became
for Yeats an exemplification and an objectification of the world of the
feudal aristocracy, a world which was dying and hence all the more
dear. There was nothing exceptional about the architecture of Coole
House—in fact it was a rather dull three-storeyed cube—but the de-
mesne with its woods and lakes and stream was truly spectacular. There
may be doubts about whether Yeats fell in Jove with Lady Gregory. No
such doubts can. however, be raised about his long, intense love affair

with Coolc Park.
Coole Park is the theme of
this being ““The Wild Swans of Coole™

“yeats's best work, an carly specimen of

The trees are in their autumn beauty.

The woodland paths arc dry,

Under the October twilight the water
Mirrors a still sky:

Upon the brimming water among the stones
Are ninc-and-fifty swans. (147)
In the last stanza of the poem. the birds are described as mysterious and
beautiful. The same can perhaps be said of the poem. As in the case of
several other Yeats's pocms, il is not easy to carry out a line by line se-
mantic anaiysis of “The Wild Swans of Coole.” The poem has obvi-
ogsl_v been written by someone to whom the lake at Coolc is dear. Yeats
himself admits: *In later years 1 was to know the edges of that lake bet-
ter than any spot on carth. to know it in all the changes of the scasons
to find there always somec ncw bcuut_\'."? The thematic focus of “Coole;
Park, 1929 is as much on the housc as on its owner:
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1 meditate upon a swallow’s flight,
Upon an aged woman and her house,

A sycamore and lime-tree lost in night

Although the western cloud is luminous,

Great works constructed there in nature’s spite

For scholars and for poets after us,

Thoughts long knitted into a single thought,

A dance-like glory that those walls begot. (273-74)

Yet another major Coole poem is “Coole Park and Ballylee, 19317
where every element in the scenic panorama of the demesne takes on for
the poet a symbolic significance. [{ may be noted that the elements re-
mind the poet of the soul. Coole is the stuff his soul is made of.

For Yeats the charms of Coole Park were positively enhanced by
the personality of its owner. Lady Gregory was a dramatist in his own
right and one of the founders of the Irish National Theatre in Dublin,
She was a generous hostess. a talented conversationalist, a loyal friend,
a powerful patroness. As Yeats suggests in poems like “‘Coole Park,
1929, she was able to bring about something of minor Renaissance
whose hub was Coole Park.

They came like swallows and like swallows went,

And yet a woman's powerful character

Could keep a swallow to its first intent:

And half a dozen in formation there,

That seemed to whirl upon a compass-point,

Found certainty upon the dreaming air,

The intellectual sweetness of those lines

That cut through time or cross it withershins. (274)

Lady Gregory’s son Major Robert Gregory, a Royal Flying Corps pilot
who perished in the First World War appearcd a Renaissance man 10
Yeats: ““Soldier, scholar, horseman, he/ As "twere all life’s epitome.”
(151) If his death inspired “In Memory of Major Robert Gregory,” and
“Shepherd and Goatherd.™ twentieth century’s finest pastoral élegy in
English, his star-crossed life as a pilot is dealt with in “*An Irish Airman
Foresees his Death.™

Those that I fight I do not hate,
Those that I guard I do not love:
My country is Kiltartan Cross,
My countrymen Kiltartan’s poor.
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No likely end could bring them loss

Or leave them happier than before,

Nor law. nor duty bade me fight,

Nor public men, nor cheering crowds,

A lonely impulse of delight

Drove to this tumult in the clouds. (152)

“Today we are all little better than nomads,” laments Marian Fowler,
“shifting our meagre belongings from flat to house, city to city, very
few of us living as adults where we lived as children, fewer still living
where our great-grandfathers lived.””® Yeats would have mourned along
with her the passing of a way of life rooted in one sacred spot. When he
expressed the wish in ““A Prayer for My Daughter,” “O may she live
like some green laurel/Rooted in one dear perpetual place,” (213) he
had in all probability the Gregory seat in mind. The same can also be
said of the desire a few stanzas later, expressed thus: “And may her
bridegroom bring her to a house/Where all’s accustomed, ceremoni-
ous.” The Gregorys had been masters of Coole for generations, for two
hundred years, to be more exact.

Coole thus forms an important thematic strand in the poetry of
Yeats. However, for Yeats Coole was much more than an emblematic
exemplification. It was a home and haven, a sanctuary to which he could
retreat when the realities of life became too unbearable as explained in
the little poem of his 1904 collection In the Seven Woods:

[ have heard the pigeons of the Seven Woods
Make their faint thunder, and the garden bees
Hum in the lime-tree flowers; and put away
The unavailing outcries and the old bitterness
That empty the heart. I have forgot awhile
Tara uprooted. . . . (85)

Several of Yeats’s poems which have thematically little to do with
Coole Park owe their existence to the atmosphere provided by the shel-
tering acres and echoing rooms of Lady Gregory’s country seat. Without
the emotional, material and financial support he received from her, it is
doubtful whether Yeats would have become the great poet he so unques-
tionably became.

When in 1917, at the age of fifty-two, Yeats bought a partially ru-
ined four-storeyed Norman tower at Ballylee and set about repairing and
renovating it, he was satisfying a need deep within him. He was also ful-
filling a cherished ambition almost as old as himself. The tower, not un-
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naturally, proved an uncomfortable and inconvenient residence. But that
did not prevent the poet from loving it or being proudly possessive of

the impressive view it offered as is revealed by ‘A Prayer on Going into
My House™:

‘God grant a blessing on this tower and cottage
And on my heirs.
... should some limb of the Devil
- Destroy the view by cutting down an ash
That shades the road, or setting up a cottage
Planned in a government office, shorten his life,
' Manacle his soul upon the Red Sea bottom. (183)

The tower gave a fresh inspirational impetus to Yeats’s poetry. In fact,
the collection The Tower published in 1920 is one of the poet’s best.
The house is celebrated in the title poem and also, with great gusto, in
“Meditations in Time of Civil War.”” Some years later, in “Blood and
Moon,” Yeats was to proclaim,

I declare this tower is my symbol: I declare

This winding, gyring, spiring treadmill of a stair is my ancestral stair;

That Goldsmith and the Dean, Berkeley and Burke have travelled
there. (268)

The tower became part of the symbolism of Yeatsian poetry. Louis Mac-
Neice has observed, “One of the richest but more ambiguous of his
symbols is the Tower itself. This was, first, an actual tower near Coole
in County Galway which he had bought and rcpaired."9

Ben Jonson may have written on Penshurst and William
Wordsworth on Lowther but Yeats is without doubt the finest country
house poet in English. No other poet has written so often and so well on
this typically British theme. Fowler rightly remarks, ‘“The country
house as a symbol of civilized living, of ceremony, community and con-
tinuity, stands in the heartland of British culture.” (16) It is doubtful
whether Yeats would have achieved the sort of greatness he did as a
poet without his passion for the world of the country house. It is one of
the two forces which propelled him into greatness as a poet, the other
being his affair with Maud Gonne. Curiously, there are some points of
similarity between the two. Both are stories of uncontrollable passion
lasting a lifetime. The beauty of Maud Gonne appeared to Yeats to be of
an elevating kind and the same can be said of the world of the country
house. Complete success eluded him in both relationships. He failed to
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marry Maud Gonne but remained her lifelong friend and admirer.
Though he acquired the medicval tower at Ballylee, it is doubtful
whether he ever became an integral part of the world of the country
house. ’ ;

Yeats fully realized that this world was a dying one. In “Coole
Park. 1929 he speaks of a time when Coole House stands no more:

When all those rooms and passages are gone,
When nettles wave upon a shapeless mound
And saplings root among the broken stone. (274)

The lines proved prophetic for the estate was sold in 1927 to the Irish
Land Commission and Department of Forestry and the mansion demol-
ished in 1941. In my reading of “These Are the Clouds.” | suggested
that the sun symbolizes the “strong” in the poem: “It is highly signifi-
cant that the decline of the sun has in no way been enginsered by the
clouds: they have only disfigured it after its fall has almost been com-
pleted. Similarly the fall of the “strong’ is not wholly the product of the
efforts of the “weak.” but the result mainly of the inevitable processes of
history. Once the sun has tumbled from its high throne, the moon and
the stars appear in the sky, and instead of one source of light we have
many. In sociopolitical terms we might say that the fall of the ‘strong’
precedes a redistribution of power and wealth among the “weak’ and the
establishment of more egalitarian patterns of society " How did Yeats
react to the realization that the world he so dearly loved and so passion-
ately admired was inexorably hurtling towards its own annihilation?
Yeats's response, as evidenced by ““The Municipal Gallery Revisited.™
was one of anger and defiance rather than of grief and dejection:

Childless I thought, "My children may find here

Deep-rooted things.” but never foresaw its end.

And now that end has come I have not wept,

No fox can foul the lair the badger swept. (369)

This is in sharp contrast to the gentle, nostalgic sorrow which envelops
the prologuc and epilogue of Evelyn Waugh's Brideshead Revisited.
How far was Yecats justified in defending this dying world? Even
the poet’s most fanatic admirers admit that the world of the country
house is, after all, quite indefensible on several fronts. To begin with,
life in the typical country house was and is seldom idyllic. “Most man-
sions were cold, gloomy, eerie, filthy and insanitary,” observes Da.m_d
Cannadine of the stately homes of England.!' Secondly, their contribu-
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tion to literature and the arts was meagre, especially when one remem-

bers the vast resources their owners commanded. To quote Cannadine
again, “Compared with the minor pricclings of Germany or the city
states of Italy, what is really remarkable is not that they spent so much
of their wealth on art, but that they spent so little.” (266) Finally, the
ethics of a system which allows a few to live in mansions while millions
live in holes is seriously questionable. Yet, to the extent a world so ut-
terly indefensible could be defended, Yeats defended it and he passion-
ately defended it with courage and ability few could match.
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A Feminist Reading of Emily Dickinson’s Poetry

INDU KULKARNI

" In “The Double Mind of the Woman Poet,” Suzanne Juhasz says, “To
be able to live at all and be a poet seems al times the nearest victory.”
And this awful privilege Emily Dickinson chose to enjoy. The power in

the poem “‘Wife’s Affection™ is staggering:

Rearrange a “Wife’s™ affection!
When they dislocate my Brain !
Amputate my freckled Bosom!
Make me bearded like a man

and this poem ends with the patient endurance of the agony till ..

Burden—borne so far triumphant—

None suspect me of the crown.

For I wear the ““Thorns’™ till Sunset—

Then—my Diadem put on.

Big my Secret but it’s handaged—

It will never get away

Till the Day its Weary Keeper

Leads it through the Grave to thee (1737)

She approached her vocation with a sense of guilt, as did many of her
Victorian counterparts in England. In a curious metaphoric remark to
her friend, Jane Humphrey, she speaks of ““one gold thread . . . a long,
shining fibre,” the mcaning of which she never explains. I have dared
to do strange things,” she wrote Jane, “'bold things. . . . 1 have heeded
beautiful tempters, yet do not think I am wrong.” —a boast that does
not conceal the lingering guilt.2 ‘The Moth of Amherst’ as she was
popularly called, isolated hersclf from humanity and penned extraordi-
nary poems, which were construed to be loss emerging from some
man’s sexual rejection! In 1961, a psychoanalytic study of Emily Dick-
inson pinpoints her fear of everything male as the few males she valued



Y

|0

hSh Sfﬂdl.el’ 1 i

38 The Indian Journal of Eng
ith his briefs ag
had disappointed her. Her father, Edward was t00 bgsie‘rlnt?oﬁer did Snz’:
a lawyer, her brother, Austin left her to get man-lc ’ her mystic, intelli-
care for thought, her sister, Vinnie did not tu‘nc .m :;.?1 oy of, foure
gent wavelength, Even her mentor, T.W. Higginso™ d “wayward” n;

<t P T lled" an
found her poems ‘‘spasmodic, uncontroic : Emi
1862. Misunderstood by her family, brushed aside by her friends, Emily

: 0 SC
chose to withdraw crablike into her hermit shell. And she chose to scom

, n goals. “‘Fame is fickle
world of fame and wealth to pursue her own & ¢ ‘
i »* and the ironic end is that, “Men eat of it

food upon a shifting plate, 2
and di::).“ (223) She chose her “‘Barefoot Rank’’ (265) and declared,

Fame of Myself, to justify.
All other Plaudit be
Superfluous—An Incense
Beyond Necessity.

as not accorded in nineteenth century

America. Norman Brown speaks of “Poetry the creative act, the act of
life, the archetypal sexual act. Sexuality is poetry. The lady is our crea-

tion, or Pygmalion’s statue. The lady is the poem: [Petrarch’s] Laura 1s,
really, poetr_v."3 This oracular comment reveals the fiercely patriarchal

structure of western society. The galaxy of goddesses, Eve, Minerva,
Sophia and Galatea, form part of the patriarchal mythology which de-
fines women as created by, from, and for men, the children of male
brains, ribs and ingenuity. Male power was a central concept of Victo-
rian culture. G.M. Hopkins calls the pen, a metaphorical penis. Edward
Said speaks of author or writer as the father of the text, deity pater fa-
milias, while Shelley calls him ‘legislator.” Coleridge refers to the hu-
man imagination as a virile creative force. Ruskin’s phallic sounding
‘Penetrative Imagination’ is a “possession” taking faculty where the
Poet is a God, a paternalistic ruler in a fictive world. Whe;c does such
hegemony leave literary women? American poetess, Anne Finch de-
nounced these patriarch constructs and damned women for not being
aware of being ‘cyphers.” Emily suffered the physical trauma of bouts
of blindness but her blindingly clear metaphysical role of female Or-
pheus in America mainfested itself to her in a rational way: ™I shall
keep singing! Birds will pass me.” She does not mind her late entry:

The worth of a woman poet W

Late—when I take my place in Summer,
But I shall sing a fuller tune;
Vespers are sweeter than Matins, Signor,—

Morning, only the seed of Noon. (391)
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Emily Dickinson’s Poetry .

mile Lydia S1EOVES her contemporary, accepted the norms of soci-
Wlﬂmt literary professionalism is tolerable only when it does not im-
o 1c discharge of womanly duty and arranges her life

i On “ . 2 5
I;::I::gsdinglv, Emily refused to co-operate and rebelled against this. “‘Her

as Cynthia Griffin Wolff remarks, “defied the moral truisms of

Work:” p . : i
mid-Victorian America: it violated the accepted practices of versifica-

tion even more boldly than Whitman’s work; . . . authored by a Sel:i?us
female poet in an age when women were not supposed to take vfntmg
seriously in any way.” Lk
It is both interesting and challenging to locate a woman poet’s dis-
content within her poetic discourse. As Emily declares in no uncertain

terms.

I’m ceded—I’ve stopped being Their’s—
The name they dropped upon my face
With water, in the country church

Is finished using, now,

And They can put it with my Dolls,

My childhood, and the string of spools,
I've finished threading—too—

So it becomes clear that she has chosen to pen her thoughts freely and
her desire to cast off the yoke of the father:

My second Rank—too small the first—

Crowned—crowing—on my Father’s breast—

A half unconscious Queen—

But this time—Adequate—Erect,

With will to choose, or to reject,

And | choose, just a Crown— (No. 508)

Was it an carthly lover or was it Christ, or was she pledging herself to
Art? The enigma of Emily fascinates one in the gentle triumph of the
line, “'The Soul selects her own Society.” (8) ik o
Hailed as one of the greatest realists of the interior of America,
Emily has no doubt about how she should resolve the conflict of the self
and other. Jane Gallop in her insightful book on Academic Feminist Lit-
erary Theory titled ‘Around 1981’ talks of feminist criticism being aca-
d_cmic and the need for points of connection. Here Myra Jehlen,
liberalist, argues that there are many ways of dealing with contradic-
tions of which only one is to try to resolve them. Emily wishes to dis-
lodge the utter fallacy of the notion of poetry having a monolithic status
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and subverts the traditional spinning role, as Ariadne, Pelneilt(i}lpslii?ll;iftsg; :

farmer’s daughter who had to spin straw into1 gold g(fmms[ﬁyramy 4 my. |
mselves a »

thread, looms and needles to defend the AR

jFoAeR e sewed ;
thology. Like Mrs. Dalloway, they ha&  vart of their lives Lith

Lady’s tracing” to hide the pain at the heatt . ; ;
Adrienne Rich, they have worked t0 mend “This trailing k?;n:gvt:u:hg’
This cloth of darkness/ This woman’s garment, trying e

S . i tes, Dickens and
Emily read Elizabeth B. Browning, the Brontes,

Austen avidly. She was trying to find in 1.hem thfa metaghfhr:r:, :Cllllg‘j:
lents of her life in the female gothic, impnsonedlm her Fa B, e
she overtly dramatised this in her own verse. While Br?nte an ust_en
wove into their fiction the melodramatic romances denied them, Emily
chose to absorb the characters of her verse into the persc.)na' of .the
author, We see the drama of life in which the real actlgn is m}enor.
Emily freed herself from social and psychological coneram'ts l?_Y mper-
sonafing and enacting many literary selves in her verse. Higginson de-
scribed her work as, “fine, shy, recluse observation of nature and of
men,”’ and compares her work to that of Father Tabb (1845-1909) thus
linking the celibate woman with the celibate priest. Suzanne Juhasz’s
observation ““So, the view is phallocentric—Emily Dickinson wrote be-
cause she did not have a sex life, or the only explanation for such poetry
was an active (albeit secret) sex life. Both lodge the male as the centre
of her creativity.” (10) makes it obvious that Emily’s was so conven-
iently misinterpreted by critics, both kind and condescending! Her
movement into her father’s house is actually a withdrawal into her
mind.

Sandra Gilbert and Susan Gubar in their brilliant reading of women
artists in The Madwoman in the Attic comment on Emily’s work. In par-
ticular, we shall see that, by literally and figuratively impersonating CA
Woman-White,” Dickinson wove her life into a gothic ““Yarn of Pearl”
that gave her exactly the “*Amplitude™ and “Awe™ she knew she needed
in order to write great poetry. In “‘She rose to his requirement™ the
woman drops the “‘playthings of her life” and takes on the honourable
work of wife and mother but secretly longs for the ““amplitue and awe,”
which lies buried and develops like “pearl and weed.” (136) Again she
becomes the spider weaving an intricate web:

The spider holds a silver Ball

In the unperceived Hands—

And dancing softly to Himself

His Yarn of Pearl unwinds. (605)
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Virginia Woolf in her book, 4 Room of One’s Own asks for peace and
freedom for a woman to d.evelop both sides of her nature, both male and
female for the true artistic expression of her mdrogynous vision. AI'I-
drogyny Was the myth that helpeq her confront hfar painful femflleness in
1948. Woolf was aware of the pltfz!lls of both hbe.ral and. radical femi-
nism. In terms of the female aesthetic, egolessness is the hlghest form of
female perception. Feminist Archetypal Theory which gained popular
currency in the West bases its arguments on the Jungian theory of the
Collective Unconscious. While they disapprove of the Anima theory,
Post-Jungians and feminists see Archetypes as psychic blueprints for
understanding the eternal roles of women in mythology, dreams and real
life. For example Sylvia Plath’s “Daddy”’ images the father from child-
hood, an amalgamation of real experience and archetypal memories
wherein Plath’s own psychic turmoil and oppression is represented by
the Nazi oppression of the Jews. The liberal feminist Julia Kristeva
states that it is not the biological sex of a person, but the subject posi-
tion she or he takes up, that determines their revolutionary stand.
Women demand equality (Liberal), they reject the symbolic male order
(Radical) and thirdly they reject the dichotomy between masculine and
feminine as metaphysical (Kristeva's stand). Susan Howe, modermn
American poet and admirer of Emily, celebrates the myth of beginning
in America—settlement, paradise, golden age, creation and childhood in
her poetry. She writes in her book on Dickinson: “How do I, choosing
messages from the code of others in order to participate in the universal
theme of language, pull SHE from all the myriad symbols and sightings
of HE. Emily Dickinson constantly asked this question in her poems.”

Emily began her poetic carcer by enacting the part of a child. She
prolonged this exciting game with: “I’m Nobody! Who are you?”’ (5)
She is the shy daisy, a tiny person, a wren easily overcome by the force
of circumstances. When George Eliot and C. Rossetti wrote about an-
gels of destruction Emily became an angel. While C. Bronte in Jane
Eyre, E. Bronte in Wuthering Heights portrayed mad women in their at-
tics, Emily becomes one herself! R.B. Sewall asserts that hyperbole,
melodrama and rhetoric played a crucial part in her poetry. So, critics
hail her as one of American literature’s most expert poseurs. S. Juhasz
calls Dickinson’s posings as the “‘double mind of the woman poet: On
the one hand the impossibility of self-assertion as a woman, on the other
hand the necessity of self-assertion for a poet.”” (1-6) The male-female
relationship she talks of is a father, daughter, master, scholar/slave, fe-
rocious ‘man of moon’ and the vulnerable flower of dawn, one. Her
brief explosive poems speak volumes for her sensitive perception:
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- Volcanoes be in Sicily
And South America,
I judge from my geography.
Volcanoes nearer here,
A lava step, at any time,
Am I inclined to climb,
A crater | may contemplate, (264)
Vesuvius at home.

The terse command in another lyric:

I’'m wife: I’ve finished that,

That other state,

I'm Czar, I’'m woman now:

It’s safer so. (135)

Rather than renounce her inner self like Elizabeth Browning or C.

Rossetti, Emily decided to renounce the concept of womanliness which
had self-sacrificing qualities. Her ambivalence towards the male Other
takes us to the central paradox of her art of Being. Her attitude to the
powerful male order, the Other who controlled women’s lives at the
heart of the Gothic novel into which she changed her life. is ambivalent.
Then again, the archetypal patriarch whom she called “Burglar! Banker,
Father.” (49) He sounds the sinister alien ‘Nobodaddy’ of Blake, the ty-
rannical God who created “‘the old Arl}'ming.”7 At times this defiant
childwoman who wishes to escape from the despotic Master/Father as in
“Father, I bring thee not myself”’ (150) seems to rethink the anger and
depicts her beloved Master as a glowing Apollo, the god of light, crav-
ing his golden warmth. This is seen in:

Good moming, midnight!

I’m coming home,

Day got tired of me—

How could I of him? (360)

For her sunshine is sweet; but Mo did not want her to stay. Blinded
and helpless in the burning heat of the male sun, Emily admits in

~ As much of Noon as I could take
Between my finite eyes. (327)

The metaphorical blindness is like a castration metaphor. Her poems aré
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: der for the flower trapped in the earth is in need of energis-
rooted in gen . . . b el “I bO -ts
.o sunlight which also beats tl.le dal'sy into su mission, o0 t bows i
mgd in anguish.” Emily’s charismatic father so impinged on her psyche
hcat even after his death she dreamt of him and over time turned him to
tgﬁd, the celestial patriarc'h. The consequent bl‘l‘uring between daddy and
Nobodaddy is evinced in all her verses. Papa above!/ Regard a
Mouse.” (61) Again she is the: sea of Ampl1tude: and Avs:’e of the Magna
mother earth. “You’ll know it as you know ’tis Nopn speaks of thE
Omnipotent power of the Sun, but he has “conv.ers.atlon “:’lth the Sea.
Emily admired the character of St. John, the missionary in Jane E}re,‘
but she was aware of the gloomy earthy power of Rochester whose
voice drags Jane back to him in the end. For Emily, these lwo. characters
are really merged in one: the father/Lover/Master, almost as if God and
Satan were fused in one figure of Nobodaddy for her. She viewed the
world with childlike awe and the sun becomes a solar Colossus which
will scorch and blind her. She is encaged in a midnight’s certainty of
abandonment, not in a night’s vague possibility of fulfillment. In a plu-
rality of selves she casts off the childmask to confess: “My life had
stood a loaded gun.” She is full of manly ambition and loyalty for “To
foe of his I'm deadly foe,”” yet she admits ““Though I than he may
longer live,” the poetic self has but the “art to kill—/ Without the
power to die” like herself. (754) This desire to be the weapon that kills
thus makes Emily project herself into another male domain. As Simone
de Beauvoir explains that in their martial forays the men left their wom-
enfolk behind in a patriarchal society. Thus the gender that destroys is
superior to the one that brings forth. Emily secems to be mocking this
mindset, She carries her bitter revenge in her heart in her poetic muse
and the poem becomes a powerful ‘Icon’ of her masculine authority and
artistic freedom. Like the wounded deer leaps highest: ***Tis but the Ec-
stasy of death—/ And then the Brake is still!” (165) When she saw with
ruthless clarity that she as a woman poet had no locus standi and so de-
cided to sing in a voice distinctly female, but subverted into an array of
selves: the daisy, the Mouse, the gun, the Queen, the Woman-White.
The tribute that C.G. Wolff gives is that she was a great poet who hap-
pened to be a woman.

In his essay, “Myth and the Production of History,” Richard Slot-
kin observes: “Myth does not argue its ideology, it exemplifies it.”
Wolff goes on to quote him: “In Slotkin’s terms, Emily Dickinson’s
work may be said to inscribe a new myth (and perhaps that is part of her
great appeal)—that the power of a “Woman’s Poet’ must be defined by
the encompassing power of ‘Poet.””’® Boldly self-possessed she can
write with metaphorical wit of the sexual excitement of the woman and
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in. ““I tend my flowers f;

. floral language, 1 l0r theewy p .

her pott:'f,}lz 139) Another love pocim demands equality for m:;e
ﬁbsm or at His side t0 walk—/ The s.mallc‘r‘ of the two!” (346 *H
Forev ion to equality; 10 the wit of “‘Just finding oyt Wh;:mﬁ*

| : :~on!"’ Constraints and customs djsy e |

without the lexicomn® ' on e |
zlfeg1 :sr,n an/woman relationship. Strangely enough Emily, the ladyem!' |
i 1d be a finc rt:prcscnlativc man in her verse. Her images of the |
cou th of the male, while her preoccupation with De, i

em ; |
are part of th ypoinl from myth of the Earth mother, who giyes birg |

another important .
and death. The Greek and Roman goddesses of Fate: Clotho, whg Sin

life: Lachesis, who measures the span of life/ the gy
2:1?1 l:::c?;log,f who cuts the thread of lif ¢, are women. Man is afraid of [e;:
dark, fecund engulfing carth and \?-ou'ld like to break free from the bog of
mother and worship the sun. But, it dips into the 5‘3*"-.“1‘3 waters of life, for
it rises again. Emily in her delicate way speaks of the identity of Death:

Because I could not stop for Death—
He kindly stopped for me—
The carriage held but just Qurselves—

And Immortality. (712)

Like young Shakespearc with his girlish voice played Rosalind in 4s
You Like It and subverts that female identity when going to the Forest of
Arden, by being a man; or Viola in Twel/th Night (the young male actor
in the female role) masquerades as Lady Olivia's pageboy Emily dogs
this female to male, and back to femalc brilliantly in a few poems.
When she calls to Papa above to behold the Mouse and then demands a
mansion for the Rat, as the Mouse is overpowered by the Cat. Curious
interweaves of her many selves in her verses make for complex reading.
About 1862 she took to wearing only white :

A solemn thing it was—1 said—
A Woman White—to be— @7

Gilbert and (‘}ubar point out that this central metaphor of Emily’s at i
like MC]Y!”C s whale, Moby Dick in its allegorical representation of the
pure radiance of etemity. In the nineteenth century it was the female
Cgld‘;lur of \l,lllrgmlly and purity. In Greek mythology, Diana, the mo%
?vhiteesl;sulrsitv elsh I;Hlljress A Sigﬂiﬁes power not weakness, and her snow
since she did 9011 she gives to her bridegroom. In Emily’s €%

id not wed anyone, she gave herself to art in marriage
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achieve androgynous wholeness. She admired Browning’s Aurora
Leigh, who rejected Romney’s proposal to dedicate herself to the realm
of art. Tennyson’s “The Lady of Shalott” was also a white maiden
weaving the magic web, and being half sick of shadows breaks free of
the spell cast on her, only to die. Emily also wishes to be a healthy artist
no matter what the cost to herself. “I felt a funeral in my Brain” (280)
bears testimony to this dreadful strain to achieve purity in her art. Her
own psychic fragmentation in the face of social pressures and maybe her
love affair is reflected in the interior schisms seen in the poems like
“The Chasm” where she mocks the maid in devouring darkness. For her
“Death is the Supple Suitor/ That wins at last.”” (1445)

In the brain of the spider artist is a “Tapestry of Paradise.” (278)
Here she is not an obscure figure weaving webs of obscurity, but a
glowing figure. She is not forced like her mythical sisters to spin and
sing by night, but live aloud dancing “in the dawn of the East.” Freed
from the restraints of the ““Summer—Ilasts a Solid Year” (the male
voice) who inhabit “a realm of gold” (569) she triumphs in her own
realm secretly: "The Lady Lie/ In Ceaseless Rosemary.” (675) Emily
wove her immortal webs of beauty for posterity.
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The Poetic Horizon of Sri Aurobindo

GAJENDRA KUMAR

Sri Aurobindo once said that he had been first and 'forcmosl a poet and a

itici he became a yogi. Like Rabindranath Tagore, Sri
pollu::}an, only later he ¢ -4 5 sest. Sri AL
Aurobindo has the organic coherence of a po’el .
bindo is prophet and seer par excellence and is better reqlembcrc ol:
the integral philosophy which he has expounded lhrough his w ork:i suc
as The Life Divine and The Human Cycle than for hlslpOCW_"- .l\vR-S-
Iyengar remarkably cvaluates the many-faceted personality of Sri Auro-
bindo: *‘To acknowledge and salute the poet and the master of the “other
harmony’ of prose is not, of course, to deny the teacher or the fighter or
the patriot, the yogi, the philosopher or the prophetic engineer of the
Life Divine.””

His poetry, however, covers a vast span of time from 1890 to 1950,
He has vast spectrum of his writing including lyrics, narrative poems, a
cosmic epic, a large body of philosophical poems, and a few poetic
plays besides translations which illustrates the range of his poetic gen-
ius. His earliest poems “Songs to Myrtilla” and “'Night by the Sea”
bristle over with sensuous imagery, written under the spell of Keats.

Sri Aurobindo’s carly poetry bears the stamp of classical impact
and learning and is imbued with classical myths and allusions. Sensu-
ousness with classical tinge was the carlicst style of his poctry. It can be
seen or analysed through illustration:

The vemal radiance of my lover's lips

Was shut like a red rose upon my mouth,

His voice was richer than the murmuring leaves,
His love around me than the summer air

Sisir Kumar Ghose argues that in the beginning of his poetic career S1i
Aurobindo wrote like an Englishman. Later he switched over to Indian
myths and ethos. Writing about his early sonnets on Bankim Chandra |
Chatterjee and Rajnarayan Bose, S.K. Ghose writes: “They are moré
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-English, work of Mr. Ghose rather than Sri Auro-
English o Ianglwﬁcnneward 3
.ndo. But he soon tums : S .
e ﬁlough it is not a complete break; in his later poetry there are in-
s of ﬂic perfect mingling of Western and Indian mytholpgy. Refer-
smnc: to ‘Eden’ occur times without number. In “Urvasie’’ on the
Eg;?shmcm of apsara from ‘Swarga’s strcams and golden groves® Indra
intercedes and raises a question:

Her wilt thou banish
From the felicity of grove and streams
Making our Eden cmpty of her smiles?

There is a wonderful discourse of Narad on the problen! of pain in
Savitri containing a description of Christ’s crucifixion which suggests
the lofty message “‘Pain is the hand of Nature sculpturing men/To great-
ness.”

Sri Aurobindo was, albeit, soaked in Western and Hindu myths and
traditions but the poems “Urvasie” and “‘Love and Death™ are, like
Savitri, Indian in setting, sentiment and expression. In these works
Aurobindo deals with the theme of **Love conquers Death.”” We find a
gradual or chronological development of the theme of the poems. If we
come across the theme of love in first two poems then it is, further, en-
larged in Savitri and attached with the divinity on earth. The tapestry of
the Savitri is woven in such a way that it moves on a physical as well as
a spiritual plane. On the physical plane there is the story of how Savitri
wins back the soul of Satyavan from Death. On the spiritual plane we
find the bliss of divine or superconscient life. The pivotal point of the
epic is dawn which in the Veda is Savitri, identical with Gayatri, the ho-
liest of the Vedic mantras. Savitri herself is not merely the wife of
Satyavan, she is also the incarnation of the Divine Mother. Amiya Chak-
favarty rightly remarks about the thematic excellence of the poem: “If
the dominant problem in modern poctry both as a subjective concem
and as revealed in its manner of expression is the problem of self-con-
sciousness, the dominant theme in Sri Aurobindo’s poetry is self-tran-
scendence, "

Sri Aurobindo, like T.S. Eliot and Milton, has made a successful ex-
periment in the use of blank verse. Although Sri Aurobindo is criticised
for his jargonic and verbose style by the common readers and he is clas-
sified as Johnsonian. But like Wordsworth he is also of the opinion that
the language of poetry must be related to everyday speech. If it is de-
void of the living speech rhythms and current idioms, it will be deprived
of vitality. So, it can be stated that the language of poetry is a language
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The Poetic Horizon of Sri Aurobindo
o doubt, it is this ‘os-

AN )
ommon P BeH rtain poets. In relation

sification’ that has overtaken the blank verse Oft clee 24 technique of Sri

to this C. Paul Verghese comments upon the : i oems makes it clear
Aurobindo: ‘A study of Aurobindo’s l1.arratwfsil‘t)nilities of blank verse
that instead of trying to explore the musma‘}]P‘; <ech rhythms since the
vis-a-vis the changes that have come 0Ve ‘; pinﬂuence d by Milton’s
seventeenth century, he allowed himself © Ae  indo uses €pic Simi
poetic techniques. In the manner of Milton, :31 oo involved onstt
es, high sounding proper nouns at a stretch and @

jons and inversions.” : sical metres
t S;i Aurobindo attempted 10 naturalize SOm -Of o i;ﬁoum to the
in English. He also desired to achieve fomietll t-aflu ¢ natural me-
vedic mantra; for according 1O him the vedic mantra 15 - llh S
dium of mystic poetry. «Ahana,” the longest and Onf:j}g s Aeternum”

: of divinity or eternity. —HO 1 il
poems, gives us the message usness. Simi-

is also an embodiment of mystic union an.d divine <.:n-nsczo : ;
larly, “The Bird of Fire”” expresses the idea of divine consciousness.

Poetry achieves greatness when it effectively combi-nes 1h‘e highest 1n-
tensil-y'of thythmical movement, with the highest intensity of verbz‘nl
form and thought substance and the highest intensity of the Soul’s Vi-

sion of truth. Poetry endowed with these three intensities voices a Su-
preme harmony of five eternal powers: Truth, Beauty, Delight, Life and

Spirit, the five *Suns of Poetry.
Thus, it becomes apparent

distilled out of the language of

that his poetry is the poetry of yoga. Sisir
Kumar Ghose observes thus about the unity and growth of the poetic
sensibility of Sri Aurobindo: “*Sri Aurobindo is always a call to spiritual
adventure and it is primarily in this light that his poems should be
viewed. But the poems qua poems should not be neglected. He has writ-

ten poems, not yoga illustrated in verse.”
What is important in poetry is not the thing said but the way of say-

in-g 11 Sri Aurobindo is interpreted as a kind of mystic. But the thought-
stirring content of Sri Aurobindo’s poems deserves to be studied HZ is
Judgr’:d as overwhelming, having mysticism universal in appeal :;s it is
genuine. Sri Aurobindo says: ““The work of the poet depends not onl I
on himself and his age, but on the mentality of the nation to which hje(
belongs and the spiritual intellectual, aesthetic tradition and iron-
ment which it creates for him,””® Similarly M. Taine, the F; lelll_Vll'Oﬂ
hi_leorian, says: “‘Literature is the creaion of three fz;clorS' 3?01 ltcrétlhl')’
milieu, 'the moment.”” In fact, this need not be accepted i the
fortthe individual too has his own part to play in litera = Fmal e
Is(c-lt:)mlsogical perspective it can be accepted or analvsezly g:;;lr%fill-]&tlftlil:

. Sethna rightly says: “Generally the plane on which the individual
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.nd operates is & reflection of the level at which the nation lives—at
lml;‘t ll-gs mind’s ultimate system of symbols answers to the realities
:giswivid at that lcvcl."“. R0

gri Aurobindo’s poctic output lm; an aroma of ll]c splr.ltual.ny of In-
dia, K.S. Srinivasan observes the spiritual element llllllldlall llter.atur?:
“A reassessment of the ]ndim! heritage through ]ndm-n. pcrccptw.n 18
over-due; it must include a rcndmcss' to reckon with rcah}:cs as 1.nanlfcst
in tradition. For instance, the recurring theme of karma in }hc llteratm:e
of cvery language, the motivation of the four goals of life and their
paths (dharma, artha, karma and moksha), the belief in five elements
(carth, water fire, air, space) and in rebirth should all be seen as part of
the lifc that shaped India.””

A normal human being is bound to have the feeling of conflict and
frustration, pain and suffering, sensc-images and sense-pleasures. But
Aurobindian stance is almost above the human planes of duality and
conflict from the very outset. Primarily it is a metaphysical theory
gradually culminating into realized knowledge, the knowledge of seek-
ing self in the style of St. Augustus and Vivekanand. Throughout his po-
etic career, he remains a philosophic poet, an idecalistic sage, preaching
his sermon from “Essays on the Gita™ as a divine who attempts at a cos-
mological criticism of life. A pcrusal of his six poems establishes the
notion that he is an omnipresent who can see present, past and future.
The poct now holds Infinity in the palm of his hands and Eternity in an
hour. K.R.S. Iyengar underlines this fact: “*His recent poems are an at-
tempt to achieve in English something equivalent to the mantra.”"1?
Aurobindo says the same thing in a different vein: “Everything I wrote
came from yogic experience, knowledge and inspiration. So, my greater
power over poetry and perfect expression was acquired in these last
days not by rcading and secing how other people wrote, but from the
heightening of my consciousness and the greater inspiration that came
from the heightening.”!!

In fact, poetry begins as Inspiration, as heightened perception gen-
erated in the artist because of his identification with some significant as-
pect of Reality. He disengages a theme or object from all its external
association or superficial qualities and *‘stands face to face with inmost
core, its essential self.”’!? It is this identification that helps to uncover or
discover Reality. “Beauty is Eternity gazing at itself in a mirror,” says
Khalil Gibran.'? What makes poetry great is the indissoluble link of the

‘mind’s response to the flux of reality. This intense and integrated re-
Sponse of the poet’s mind can be termed as the quality of saintliness for
ft silences personality and has the quality of prophecy. All great poetry
IS inevitably saintly in character. In order to describe the nature of po-
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etic delight Sri Aurobindo introduces a different s¢t of Sanskrit terms;
rasa, bhoga and ananda. And to describe the various le_v:cls of poetic in-
spiration he uses the terms like Satvik, Tamsik aIld Rajsik. On the basig
of a letter written by Sri Aurobindo to his Angl{cfzec_‘: brother, Manmo.
han Ghose, C.N, Devy evaluates him as a poet critic: Sri Aurobindorag
tempts a passionate defence of Indian art and art values. He was clearly |
reacting to the Indological conception of Indian _h!crature. His ne:cd to
‘Indianize’ himself and to decolonize his critical idiom are fully evident

in his early critical comments.” . _

To sum up. Through his poetic output Sri Aurobm_c:’lo creates a FOS:
mos of ‘spiritual reality,’ “intuitive intellect’” and ‘Infultive v,15101.1
which provide a body of mantric poetry or ‘the mantra of the Real.” This

came as a proper culmination of his long, sustained and inspiring career
as a poet in the English language.’

NOTES

1. KR.S. Iyengar, Indian Writing in English (New Delhi: Sterling, 1984), p.

144,
2. Sisir Kumar Ghose, “*A Survey of Aurobindian Poetry,” Sri Aurobindo

Circle, 23, 1967, p. 59.

3.  Amiya Chakravarty, Dynasts and the Post-War Age in Poetry, p. 3.

4. C. Paul Verghese, Problem of the Indian Creative Writer in English
(Bombay: Somaiya, 1970), p. 57.

5. Sisir Kumar Ghose, “An Introduction to the Poetry of Sri Aurobindo,”
Sri Aurobindo Mandir Annual, No. 49, 1990, p. 74.

6. Sri Aurobindo, “The National Evolution of Poetry,” The Future Poetry
(Pondicherry: Sri Aurobindo Ashram, 1953), p. 36.

7. Qtd. K.R.S. Iyengar, p. 22.

8.  K.D. Sethna, Sri Aurobindo on Shakespeare (Pondicherry: Sri Aurobindo
Ashram, 1965), p. 31.

9. K.S. Srinivasan. The Ethos of Indian Literature (Delhi: Chanakya, 1985),
p. 0.

10. Sri Aurobindo Mandir Annual, 1943, p. 107.

11. Letter dated 11 September 1934,

12. V.K. Gokak, An Integral View of Poetry, An Indian Perspective (New
Delhi: Abhinav, 1975), p. 39.

13. Ibid.
14. GN. Devy, After Amnesia (Bombay: Orient Longman, 1992), p. 114.

Rajendra College, Chapra




Sri Aurobindo: A Poet Par Excellence

PRAMOD KUMAR YADAV

Sri Aurobindo is a multi-faceted personality in Indian-English literature.
His range of knowledge is very vast and there is hardly anything under
the sun which is beyond his reach. As D.L. Murray, the editor of the
Times Literary Supplement observes: “Of all modern Indian writers
Aurobindo—successively poet, critic, scholar, thinker, nationalist, hu-
manist—is the most significant and perhaps the most interesting.” (8
July 1944) This view is echoed by K.R.S. Iyengar in his famous book
Indian Writing in English: *“Without question, Sri Aurobindo is the one
uncontestably outstanding figure in Inde-Anglian literature.” (144)

In his long and varied career, Sri Aurobindo wrote regularly both in
prose and poetry. The great saint and seer has explained himself in writ-
ings each of which shines as a unique work of art. He has written epics,
lyrics, great spiritual treatises, essays on various topics, literary criti-
cism and verse plays. To quote K.D..Sethna, “*How shall we crown Sri
Aurobindo? Is he greater as a yogi than a philosopher? Does the literary
critic in him outtop the sociological thinker? Does he shine brighter as a
politician or as a poet? It is difficult to decide. Everywhere Mount Ever-
est seems to face Mount Everest. But when we study this Himalayas of
various extremes of heights the first eminence that strikes us is Sri
Aurobindo the poet.””!

No wonder, Sri Aurobindo himself had always held that he was first
of all a poet. He is a poet of the highest order similar to the Maharshis
of classical antiquity. He is, perhaps, the only poet of modern times who
satisfies the classical adage ‘Na Rishih Kuru te Kavyam.” He enjoyed
the ecstatic bliss of perceiving the divinity and possessed all the requisi-
tes of a poet par excellence. As a poet, he displayed immense capability
in handling English language and metre. And to read Sri Aurobindo is
like plunging into the midst of the Ocean and the possible meaning ar-
rived at may be as elusive as mistaking the back of a whale for the land.
Had we vision to see, it would have been easier to form a better idea and
Picture of Sri Aurobindo’s poetry. But the problem is that we are blind

e
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with our pride and the pomp of our passion. . Aurobind g |
However. it would be interesting to note that Sri Aurobindo was ng; |

simply a mystic poet where he i beyond the ken of the ?ar'th-bo%nd po.
etic sensibility but also a poet of love and a poet of patriotism. Zhere is
a marked difference between his early poetry .and the I;USUYE of 'the
Savitri period. His carly poems are more English than Indo-English,
work of Mr. Ghose rather than Sri Aurobindo. The you‘ng ‘po:::t was the
poet of love; he then sang of “passion, power and p_ulsi. Hl.S }l:t;raxy ca-
reer opens on a poetic note with ““Songs of Myrtilla® WI‘I‘lC“U c’wfol:.:
during his student life in England. “Song of Myrtilla, 2 rvasie,
“Love and Death,” “Chitrangada” and “The Tale of Nala™ ar¢ his im-
portant love poems. In these poems the poct appears to be a creature of
memory. music and romance, and reminds us of the great love poet John
Keats. “Urvasie” is a wonderful poem having a sensuous and voluptu-
ous sweep. In a brief phrase like *And she received hirp in her eyes, as
carth/ Received the rain,’ Sri Aurobindo can catch easily the whole of
the lover’s inner heart. The outer tumult of love he can picture with
swift alterations of simile and metaphor alterations which carry in them
the unexpected and uncontrollable vehemence of the body charged with

desire:

He moved, he came towards her, she, a leaf
Before a gust among the nearing trees,
Cowered . . . Pururavas
Seized her and caught her to his bosom thrilled,
Clinging and shuddering. All her wonderful hair
Loosened and the wind seized and bore it streaming
Over the shoulder of Pururavas
And on his cheek a softness. She, o’erborne,
Panting, with inarticulate murmurs lay,
Like a slim tree half seen through driving hail,
Her naked arms clasping his neck, her check
And golden throat averted, and wide trouble
In her large cyes bewildered with their bliss
Amid her wind-blown hair their faces meet. . . .
So clung they as two ship-wrecked in a surgc.z

This certainly is the poetry of youth, but there is nothing either callow
or crude about it. Everything is in the right place and nothing excessive:
It has a Keatsian touch in its rich sensuousness.

Sri Aurobindo was also a poet of patriotism. He was a revolutionafy
and freedom-fighter. He was put in prison for his revolutionary activic
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ties. During the trial of the Alipur Conspir_acy |Case, Mr. CR. Das de-
scriiacd Sri Aurobindo as the poet of Patriotism in the course of his con-

juding arguments in defence of Sri Aurobindo: “Long after the
zontroversy will be hushed in silencfe, long after this turmo.il, the agita-
tion, will have ceased, lopg ?ﬁer he is dead and gone, l:le w1}l be looked
upon as the poet of patriotism, as the prophet of nationalism and the
lover of humanity.”

Sri Aurobindo stressed the point that the country was the mother
and that the complete independence was the goal of India’s national
awakening. In 1907, the British Government prosecuted the ““Bande Ma-
tram’’ and Sri Aurobindo as its editor for propagating sedition. It cre-
ated a sensation in the country. Rabindranath Tagore wrote a poem in
honour of Sri Aurobindo: “‘Rabindranath, O Aurobindo, bows to thee!”’
His concrete scheme gets full revelation in “‘Bhavani Mandir.”” In the
words of Sri Aurobindo: “*What is our mother country? It is not a piece
of earth, nor a figure of speech, nor a fiction of the mind. It is a mighty
shakti.”” His *“Vidula™ (The Mother to Her Son) and *‘Baji Prabhou’” are
remarkable poems of patriotic feelings. In “Hymn to Durga’ he gives
the mantra by which the children can invoke the Mother’s Grace. Vi-
brant with the spirit of aspiration, the Hymn shows the sure path to the
Mother’s protection: “"Mother Durga! Rider on the lion, trident in the
hand, thy body of armour clad, Mother, giver of victory, India awaits
thee, eager to see the gracious form of thine. Listen, O Mother, descend
upon earth, Make thyself manifest in this land of India.”

Sri Aurobindo’s “Ilion” and *Ahana” are quite successful poems.
But it is Savitri which is called the magnum opus of Sri Aurobindo. It is
cosmic and symbolic in character and without question one of the great-
est epics of the world. It is his wonderful gift to the world; it is mantric
and philosophical throughout. It is Sri Aurobindo’s major poetic work, a
24,000 line blank verse epic in which he has widened the original of the
Mahabharata and turned it into a symbol where the soul of man, repre-
sented by Satyavan, is delivered from the grip of death and ignorance
through the love and power of the Divine Mother, incarnated upon earth
as Savitri. Sri Aurobindo worked on this poem for more than thirty
years. Raymond Frank Piper, an American scholar, describes it as prob-
ably the greatest epic in the English language. In his book The Hungry
Eve he writes: “'I venture the judgement that it is the most comprehen-
sive, intégrated, beautiful and perfect cosmic poem ever composed.”
Savitri is perhaps the most powerful artistic work in the world for ex-
panding man’s mind towards the Absolute.”

Sri Aurobindo experimented with different kinds of style in his po-
etic life, and the best of them is manifested in Savitri. The style of this
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d varies according to its context and theme. It can be

epic is flexible an ‘
ernistic. Aurobindo useq

neo-classical or romantic, symbolic or mod ’
blank verse in his poetry in a masterly fashion. Shakespeare and Miltop
in English literature and Toru Dutt in Indian-English literature had useq
it before him. Blank verse is not an €asy tool, and has tend_ed to be
wooden and declamatory in the less sure hands; but Sri éUl.‘OblI-ldO dis-
plays a remarkable sense and grasp of it, and employs 1t In lus. verse
with beauty and vigour. Blank verse in Savitri becomes ecstatic and
greatly melodious in many places. It rings in our ears long af?er we have
read a certain passage. The following passage is quoted in order to
evoke the desired response from the readers:

In her luxurious ecstasy of joy

She squandered the love-music of her notes,
Wasted the passionate patterns of her blooms

A festival riot of her scents and hues.

A cry and leap and hurry were around,

The stealthy footfalls of her chasing things,
The shaggy emerald of her centaur Mane,

The gold and sapphire of her warmth and blaze.

However, The Times Literary Supplement gave an adverse remark about
the poetic talent of Sri Aurobindo in the following words: It cannot be
said that Aurobindo shows any organic adaptation to music and melody.
His thought is profound, his technical devices commendable, but the
music that enchants or disturbs is not there. Aurobindo is not another
Tagore or Igbal or even Sarojini Naidu.” (8 July 1944) K.D. Sethna re-
buts the charge in the following words: “'In poetry, music does not stand
just for one particular arrangement and movement of speech, a simple
dance or a rich swirl, a slow gravity or a swift puissance. . . . Everything
is apt and in the right place though it falls into that place and achicves
that aptness with a swirling force.” (11)

In short, Sri Aurobindo’s works spread over six decades, stretching
from the youthful “*Songs to Myrtilla” to Savitri portions of which weré
dictated when he was nearing eighty. Strictly speaking, all his works aré
not literary. Some were provoked by passing events, or had an over
whelming political content or were meant to explain knotty points of
doctrine or spiritual life and discipline. But whatever the theme or the
occasion, and be it Baroda, Calcutta or Pondicherry, there is always 2
force and clarity in his argument and expression. He brings to his wril

ings a wide vision, a curious mind, an ever-questioning int=llect, a cult” |

|

" vated taste and varied experiences—qualities that go to make a great writel

The Indian Journal of English Studies




NOTES

1. K.D. Sethna, The Poetic Genius of Sri Aurobindo (1947), p. 1.
2. Sri Aurobindo, Urvasie (Baroda: Laxmi Vilas Printing Press).
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The Poet as Dramatist:
A Study of Keats’s Otho the Great

JIBESH BHATTACHARYYA

John Keats, a self-taught genius, is well-known as a greal Romantic poet

of England. In his very brief literary carcer (1816-1820) hi§ outpu't is as-
in this sphere with an incred-

tounding. Moreover, he attained maturity

ible rapidity. Jack Stillinger observes: “He [Keats] had !.he shortest

writing career of any of the major poets in English, and without ques-
that Keats died voung. Had

tion the fastest development.” It is a pity
he lived longer, his genius would have displayed its eminence not only

in the sphere of poetry. but in other branches of literature as well. Gra-
ham Hough’s observation in this connection is worth noting: “Keats’s
work is always changing and developing. At his death he seems to have
been on the edge of a further stage of growth. If Shelley had lived
longer there would have been more Shelley, but probably more of the
same kind. We feel of Keats that there was much to come that would
have been new and different.”’? In fact, his ability as a dramatist was go-
ing to show itself when he had to leave this world with its “weariness,
the fever, and the fret’” for the grove of ““embalmed darkness’” where his
immortal nightingale sings for ever.

Indeed. we wonder at the poet’s power of creating a five-act tragedy
in the manner of a great Elizabethan dramatist. In the Elizabethan age
the stage provided many a writer with a living. So, a large number of
plays were written in that period. But, in the early nineteenth century
when there were several restrictions on the presentation of a drama,
when the two playhouses ‘Covent Garden® and ‘Drury Lane’ had the
monopoly for the performance of serious drama, and when the people
were not much inclined to go to theatre, it was almost impossible to €x*
pect that dramatic literature should thrive. Yet in this age plays were
written by most romantic poets. However, very few of them achieve
success as stage plays. “Keats was right to be sure that dramatic poetry
was the supreme species of the art; Wordsworth was right to judge that
it was no longer possible to write,”? observes William Walsh.
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Wordsworth and Coleridge could not be spccessful in the theatre with
their plays Borderers and I.?emarse r.espccuve.ly. }._%yron, despite his tpo
much egoism, displayed his dramatic talent in his Manfred .and Cain.
Shelley in his Cenci and Prometheus Unbound showed his notable
achievement in blending poetry and drama. But none of them was suc-
cessful in attracting the popular taste which hungered for Goﬂllf: tales
and horror themes. The age, thus, was not congenial to the n?vwallof
drama. William Walsh rightly observes: “the tradition of poetic dral.na
had been dead too long to allow a revival, even by someone with
Keats’s gifts, his enthusiasm for the stage, his dramatic imagination, and
his profound feeling for Shakespeare.”” (115)

Keats’s attention was drawn to drama after he had composed En-
dymion, Hyperion, Lamia, The Eve of St. Agnes and the great Odgs.
Compared to the other plays of the period, Keats’s first attempt at writ-
ing for the stage is the product of mature genius. Had he lived and con-
tinued writing for the stage, “he might well have matured his
knowledge into a successful dramatic talent.”’* Keats himself wrote to
B. Bailey: "1t was the opinion of most of my friends that I should never
be able to write a scene. I will endeavour to wipe away the prejudice.”5
‘His play. Otho the_Great, did not, however, get the recognition it de-
served at the hands of the critics. He had written a good number of po-
ems so far, and had found a niche for himself in the field of romantic
poetry. And therefore, when he strayed from his wonted course to the
new avenuc of plays, critics viewed it with eyes of doubt and mistrust.
But Keats was optimistic of his success. He wrote to George and Geor-
giana Keats: "1 have finished a tragedy [Otho the Great] which if it suc-
ceeds will enable me to sell what I may have in manuscript to a good
a(d)vantage.”® The play was accepted for presentation at ‘Drury Lane’
with a promise of coming out ‘next season.” Keats was elated at the
prospect. He wrote to Fanny Keats: "My hopes of success in the literary
world are now better than ever.”’

In his tragedy Otho the Great, Keats treats a Gothic story dealing
with the revolt against the tenth-century Holy Roman emperor Otho 1
(“the Great’”). Conrad, Duke of Franconia, is the villain of the piece.
He, along with prince Ludolf, son of Otho, revolts against the emperor.
Later he is reunited with Otho in friendship by defeating Otho’s enemy
Gersa, the prince of Hungary. .

Otho the Great is pre-eminently a tragedy of intrigue. Its action and
catastrophe depend largely on intrigues hatched by the ambitious
br.other and sister, Conrad and Auranthe. Conrad, ambitious to thrive
with the help of the emperor, tactfully befriends him although he openly
revolts against the emperor. The emperor is large-hearted enough to for-
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get and forgive Conrad’s past rebellion and as a sign of fricndship offers
to get his son Ludolf married to Conrad’s sister, Auranthe. Auranthe,
however, has an affair with Albert, a knight favoured by Otho. By
learning from her brother that the emperor wants per to be his daughter.
in-law, she is willing to give up Albert for becoming the future queen of
the country. In order to appear pure and chaste before everybody she
has, by a contrivance, madc Erminia. niece of Otho, appear to have been
involved in the affair in which, in reality, she herself is fnyolveq. But, as
ill Tuck would have it. her secret design against Erminia acadenta}.l}'
comes to be known by the latter from a letter in which Auranthe dis-
closes the matter to her brother, Conrad. Erminia seeks the help_ of Al-
bert to bring the matter to the notice of the emperor by carrying the
letter secretly written by Auranthe to her brother.

Erminia herself comes to Otho in the company of Ethelbert, an ab-
bot, who charges Auranthe, who is now already married to Ludolf, with
contriving the plot to stain the honour and good name of the noble and
pure Erminia. Ethelbert wants to present a sound proof of his accusation
through Albert. Now Albert is called. But, instead of corroborating the
statement of Ethelbert, he exclaims: ““what proof should I have "gainst a
fame/ Impossible to slur?’” (111.ii.216-17) And this is because he still
loves Auranthe and so he does not want to harm her by disclosing her
secret letter. Later, when he meets her, he says: ““Your safety 1 have
bought to-day/ By blazoning a lie.”” (IV.i.141-42) And he gives her a
chance to escape a horrible end by eloping with him. But, if she does
not agree, her fate will be in his hand. As he goes out. the brother and
the sister plan to get rid of this canker. Conrad thinks that if Albert is
kept alive, there is no safety for them, and so he must be killed. But,
Auranthe is against the murder. Yet. both decide to meet Albert in the

woods where Albert said he would be waiting for Auranthe. At night
Auranthe escapes. Ludolf, who has been keeping a strict vigil over his
newly wed wife, learns from his page that both Conrad and Auranthe
have secretly left the castle. Gersa, the prince of Hungary. who is pre-
sent there, informs that Albert, too, has left. Ludolph now burns with
rage. He rushes out to meet Auranthe and takes revenge for the betrayal.
He cries out: “Burn—burn the witch!” (IV.ii.139) In the forest he finds
Albert wounded. Albert says that he has been wounded by Conrad. Soon
Auranthe comes there and laments for Albert. Albert dies and Auranthe
is taken home by Ludolph. Then in a short scene we are informed
through conversation of some officers of the court that Conrad is dead
and that prince Ludolph has gone mad and he “fills the arched rooms/
With ghastly ravings.”” (V.iii.15-16) The play ends with the deaths of
Auranthe and Ludolph in a mysterious manner. Ludolph loved Auran-
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the’s true nature that kills him. And Auranthe dies, probably being un-
able to bear the mental strain for the apprehended punishment that may
be meted out to her for practising deception on Otho and Ludolph.

Thus. an analysis of the plot makes it clear that it is a network of in-
trigue. Conrad starts the intrigue against Otho the Great. who is nobl.e
enough to be easily duped. In a magnanimous manner he proposes his
son’s marriage with Conrad’s sister, not knowing the true nature of that
woman. Ludolph also becomes enamoured of Auranthe’s beauty and ac-
cepts her as his wife. We also hear of Auranthe’s intrigue against Er-
minia in order to shift her own guilt to the latter. Then there is the
intrigue against Albert by Conrad, who, in order to be safe, wants Albert
to be killed. And finally there is the intrigue of Albert to take Auranthe
away from her husband by a threat to disclose her secret plet against Er-
minia to the emperor. All these intrigues have been very subtly managed
by Keats like a finished dramatic artist.

" The play is a typical example of Keats's Hellenism. Keats was a
Greek without knowing Greek. In this play Keats observes many of the
classical rules and conventions. The play maintains the three classical
unities of time, place and action. The incidents of the play occur in and
around the castlc of Friedburg. The duration of these incidents, as stated
by Keats himself. is but “one day.”” Thus, it does not exceed the classi-
cal limit of twenty-four hours. The unity of theme or action is main-
tained by the absence of any sub-plot. All the incidents ultimately lead
to the intense suffering of the cmperor Otho because of the tragic end of
his dear son, Ludolf. Apart from the maintenance of the classical rules
of the unities, Otho the Great maintains the Aristotelian principle that a
play must have a beginning. a middle and an end with the scenes distrib-
uted proportionately among these parts. In Otho the Great these three
parts are properly balanced. The first act may rightly serve as the expo-
sition. Here we meet most of the important characters and learn of the
lagoesque Conrad’s plan of dispatching Albert, Auranthe’s erstwhile
paramour, and thriving on the emperor’s favour. Conrad tells his sister.
Auranthe, a co-sharer of his ambitious design: “"Have I not laboured.
plotted?” (1.i.109) To this Auranthe replics:

"Twas for yourself you laboured—not for me!

Do you not count, when I am queen, to take

Advantage of your chance discoveries

Of my poor secrets, and so hold a rod

over my life? (1i.112-16)

Conrad’s villainous nature is revealed here. In the second act the com-
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plication takes shape as we find Erminia, Otho’s niece. discovering g,
vile scheme of Auranthe to involve her falsely in an immoral affair. The
situation reaches the climax in the second scene of {he 1.h1rd act where
Ethelbert, an abbot, comes with Erminia and secks ,|U51}C° f:“’“" Otho,
Ethelbert accuses Auranthe and her brother of falscly 1"“’!10?““8 Er.
minia in a sex scandal in which, in reality, Auranthe herself is involyeq,
He wants to tell “the names of those vipers. from whose jaws/ A '_deadl)’
breath went forth to taint and blast/This guileless lady [Erminia) »
(I11.ii.153-55) But a cloud of suspense is raised as Albert, the pos'sessor
of a letter written by Auranthe containing the sure proof Qf her villainy
declines to bring a}ly charge against Auranthe. Now things begin 1o
move very quickly. Albert appears before Auranthe and asks her to
elope with him or else meet her ruin at his hands. Ludol-ph.. who keeps
keen watch on his newly wed wife Auranthe, finds her missing from the
castle. All rush to the nearby forest where Albert being wounded digs
and Conrad is reported dead. Ludolph brings Auranthe home and help-
less Auranthe dies of shock and shame. Ludolph goes mad and dies
Thus, the play is brought to its inevitable end most naturally.

Apart from observing the classical rules of architectural design,
Keats also follows another convention of the classical tragedy, which
emphasizes the sway of fate. This is secured in the play by the accident
of the letter of Auranthe being lost and recovered by Erminia, an inci-
dent that may remind one of the loss of the handkerchief by Desdemona
and its recovery by Emilia in Shakespeare’s Othello. Of course, the situ-
ations in the two plays are not quite similar. But in Keats’s play, by the
caprice of this incident the villainy of the brother and the sister is ex-
posed. Erminia’s entrusting Albert with that fateful letter also compli-
cates the plot and hastens the end of the play. Besides conforming to the
principles of a classical drama, the play fulfils the general requirement
of dramatic structure consisting in a skilled intermixture of suspense
and irony. Tragic irony is at work in Erminia’s handing over Auranthe’s
sccret letter to Albert with the expectation that he will vindicate her
cause. Suspense and surprise are employed in the catastrophe. The sud-
den death of both Auranthe and Ludolph was not expected. The dark

pall of tragedy comes over the stage with the quiet passing away of
Ludolph at the end.

The classical tragedy avoids violence on the stage. All deaths and
murders are generally reported. In this play also the deaths of Conrad
and Auranthe are reported while deaths of Albert and Ludolph are free
from any violence, at least on the stage. Keats has also employed the de-
vice of the chorus in the form of the three officers, Sigifred, Theodor®
and Gonfred who inform the audience. through their conversation,

r
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many incidents ‘and fasts which not only help the audience understand
he play better, but also helps in the continuity and compactness of the
plot structure. s . .

The characters 1n the play, though not many, have been drawn with
proper skill and insight, although some critics may think otherwise.
Otho the Great has been presented as a really great, magnanimous,
wide-hearted, just ruler and loving father. In his dealing with Conrad,
Gersa and Ludolph these features come out very prominently. Conrad
and Auranthe appear as ambitious contrivers and selfish hypocrites. We
are made aware of these features of the brother and the sister from the
very beginning of the play. Ludolph is a valiant fighter and an obedient
son with filial piety. He revolts against his father, but realizing his folly
he becomes repentant and is finally reconciled with his father. He seems
to be a bit emotional and sentimental in his attitude to Auranthe. But
that only shows the sincerity and genuineness of his love for Auranthe.
Erminia in her brief appearance has maintained her dignity as the niece
of the great emperor. She is greatly shocked when Albert, in whom she
has put her trust, betrays her. Ethelbert, the abbot, has been portrayed as
a true well-wisher of the royal family. With a powerful but restrained
speech, just becoming a man of the religious order, he argues the case of
Erminia before the emperor. Thus, in the creation-of characters Keats has
shown his ability to make the men and women living and convincing.

The romantic mind of Keats reveals itself in the beautiful poetic
speeches he has given to some of his characters. In the opening scene
Conrad muses: ““Nor yet has/ My ship of fortune furl’d her silken sails.™
(1i.4-5) Auranthe, on receiving the news from her brother that the em-
peror has chosen her as the wife of his son, Ludolph exclaims:

Thou, Jove-like, struck’st thy forechead,
And from the teeming marrow of thy brain
I spring complete Minerva! (1.i.93-95)

Emperor Otho, after releasing Gersa, the prince of Hungary and prisoner
of war, says: “*And thus a marble column do [ build/ To prop my em-
pire’s dome.”” (I.ii.160-61) Ludolph who has fallen in love with Auran-
the longs to meet his lady-love and says: “‘those turreted Franoconian
walls,/ Like to a jealous casket, hold my pearl/ My fair Auranthe!™
(Liii.102-4) Ethelbert waxes eloquent about Erminia when Gersa ex-
presses his doubt about her purity. He says that she cannot be false:

Whom I have known from her first infancy,
Baptiz’d her in the bosom of the Church,
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Watch’d her, aslanxious husb&ndmeI} the grain,

From the first shoot till the unripe mid-May,

Then to the tender ear of her June c!ayS,

Which, lifting sweet abroad its timid green, i

Is blighted by the touch of calumny. (1L.11.132-38)

Gersa also is charmed by the beauty of Erminia and praises her:

The swan, soft leaning on her fledgy breast,
When to the stream she launches, looks'not back
With such a tender grace; nor arc her wings

So white as your soul is. (I1.11.102-5)

In the fourth act Auranthe soliloquizes as her villainy is exposed by

Ethelbert:

0, thou golden Crown,
Orbing along the serene firmament
Of a wide empire, like a glowing moon,
And thou, bright sceptre! lustrous in my eyes,—
There—as the fabled fair Hesperian tree,
Bearing a fruit more precious! graceful thing,
Delicate, godlike, magic! must I leave
Thee to melt in the visionary air. (IV.i.78-85)

When Ludolph in his frenzy talks of delicious wine :

let me see—what wine?
The strong Iberian juice, or mellow Greek?
Or pale Calabrian? Or the Tuscan grape? (V.v.119-21)

The lines echo the second stanza of “Ode to a Nightingale” where the
poet speaks of delicious wine by drinking which he wants to leave this
world unseen by others.

Though the play is scattered with beautiful poetic speeches, they ar¢
not as emotional and sensuous as the exquisite romantic effusions in
Keats’s marvellous poems. This restraint adds much to the realistic and
dramatic effect of the speeches and makes the drama stage-worthy, Ui
like Shelley’s “Prometheus Unbound™ which is nothing but an excellent
lyric.

Towards the end of his life Keats became very much interested i
drama and read the plays of Shakespeare with interest. Caroline FE
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spurgeon make"s a tho.rough st}ldy [;)f ‘KE.BE]I?’S gaiing Ttl)lf Sha:espw::ecg‘
per book Keals's Shake.vpeare. A Descriptive Study. There she mo
gently observes: “Keats avfd Shakespeare ha.d a very u1.1usual,.a- very
close' and subtle relalionslup._ They were alike in certain qualities ?f
mind and of art, a fact of which Kc:!ts himself was fu.lly aware, gnd n
some of these qualities they arc unique among English poets. RS
White also acknowledges Keats’s debt to Shakespeare as he writes:
“Keats could hardly have written a complete, five-act tragedy without
drawing somewhere upon his acknowledged mentor [Shakespeare] in
the field.””

But Keats has not based his tragedy on Shakespeare alone. He, per-
haps, has in mind the plays of Beaumont and Fletch_er particularly 4
King and No King and The Maid’s Tragedy as far as his n}ethgd of con-
structing the plot around a series of intricate relationships instead of
concentrating upon one tragic protagonist is concerned. In Otho the
Great although Ludolph is the tragic protagonist, he is not given much
importance and the play is named after the emperor, Otho, as we find in
naming the Shakespearean play, Julius Caesar. This particular aspect
has attracted the attention of H.R. Beaudry who remarks, “‘there is no
particularly outstanding character in the play as a whole, . . . each major
personage is able to hold the reader’s interest™!? at some stage of the ac-
tion. Yet. the tragic end of Ludolph caused by the betrayal of Auranthe,
just as the ruin of the "Knight-at-arms” brought about by the fairy’s
child” in “"La Belle Dame Sans Merci.” touches the sympathetic chord
in the hearts of the readers and spectators alike.

The play is both a tragedy of love for Ludolph and a tragedy of am-
bition for Conrad and Auranthe. In a sense. it may be said to be a com-
bination of Othello and Macheth. But the intense passion displayed by
Shakespeare in these plays has been much mellowed down in this play.
Although the play may not have attained the height of excellence of a
great Shakespearcan tragedy, yet considering that it is the maiden at-
tempt of the poet to write for the stage, “Otho the Great may yet be
Judged as an effective drama written in the vein of plays which had been

enormously popular in the early seventeenth century, and which Keats
admired. !

NOTES

1. Jack Stillinger, ed., The Poems of John Keats (London: Heinemann,

1978), p. 1.
2.  The Romantic Poets (1953; ipt. London: Arrow, 1961), p. 157.



Prest. 1937),'p 205,
10.  The English Theatre of John
11. R.S. White, p. 206.

Keats (Salzburg.,_ 1973), p. 184.
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Jack of spontaneity make both of them obedient to their masterg.
men and women have become different, except in their °b3die11
These differences cause alienation and antagonism between mey , -
women. So they find each other mysterious and hostile. ang
Gender deformity not only makes men and women incomplete e
man beings but also enslaves them to the exploitative and oppressiy, so-
ciety. Men are exploited and oppressed in the society while women.ar;
exploited and oppressed in the house. Men are content with their Power
in the house while women are content with their power over Childrey
and daughters-in-law. Like men, women are also divided and hieryy.
chised class-wise, caste-wise and relation-wise. This causes alienatigy
and antagonism between the women of the higher rungs (rich/ highe
caste/ mother-in-law) and those of the lower rungs (poor/ lower caste/
daughter-in-law). Men and women imbibe the exploitative and oppres. |
sive culture and perpetuate it. So they never realize the reality: they !
blame one another for their miserable life and quarrel among them. 1;"
1
|
i

selves. But they are not united and do not collectively try to eradicate
the morbid culture that brought about this pathetic state. That is why
Claude M. Steiner talks about the liberation of men and women from
sex role scripting. (371-83)

Tendulkar’s Kamala aptly exemplifies this gender deformity. It was
inspired by a real life incident—the Indian Express expose by Ashwin
Sarin, who actually bought a girl from a rural flesh market and pre-
sented at a press conference.? Jaisingh Jadav is a brilliant, brave journal- |
ist. He and Sarita, his sophisticated wife. remain ignorant of their being =
exploited and oppressed until Kamala, an uneducated tribal woman. trig-
gers their awareness. In the play. Kamala becomes a powerful symbol of
being exploited and oppressed. Talking to Sunil Shanbag. Tendulkar ob-
serves aptly: "“*Kamala® after a time becomes a symbol. The wife of the
- journalist becomes ‘Kamala,” and ultimately even he [the journalist] be-
comes ‘Kamala.””* Sarita, like Kamala. is a slave of Jaisingh Jadav
while he himself is a slave of the owner of the paper. -

Jaisingh Jadav is an agile, adventurous journalist. He takes risk, ¢ 3
poses scandals and feeds the paper with sensational news. His W™
greatly boosts the circulation of the paper and the owner increases his
salary. Jaisingh feels happy and encouraged and takes much more 185,
tasks. He moves to a well-furnished spacious house. Sarita, his sophist”
cated wife, takes care of his needs at home. She takes the telepho™®
messages and notes them for him. She gives him sexual pleasure.
mtmtlon. and nurturing faculty help her in this while the facult.lﬂ's -
!eadersl?lp (controlling) and rationality help Jaisingh in his job- Jais! P
is obedient and loyal to him. In such a sexist and familial syster:
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‘good” wife refreshes her husband so that he may work hard for his em-
ployer. So Steiner aptly points out: “'In order for a man to be optim.zllly
exploited in his labour he must live with a woman who, in his eight
hours of off-work time, re-supplies him with energy.”” (380-81)

Jaisingh goes to Luhardaga beyond Ranchi in Bihar and buys
Kamala for Rs. 250 at flesh market where women of all kinds are auc-
tioned openly. He brings her to Delhi and keeps her in his house to pre-
sent her at a press conference in the evening in order to expose the
inhuman trade. He keeps it secret even from his best friend Jain who
happens to visit him in the forenoon. Individualism and competition of
his profession demands it. Jain knowing the hardships of Sarita casually
remarks: ““Shame on you! Hero of anti-exploitation campaigns makes
slave of wife” and calls Sarita “lovely bonded labourer™ while saying
“Bye.” This anticipates Sarita’s sudden realization of this because of
Kamala.

Kakasaheb, Sarita’s uncle, who runs g paper, is there. He appre-
hends the predicament of Jaisingh. He forewarns him of the possible, fu-
ture danger: “‘you may be caught in a terrible jam sometime.”’ (9) This
proves to be truc later though Jaisingh ignores it then. Kakasaheb later
tries to convince him to leave such a job because it is not only danger-
ous but also inhuman, Jaisingh is not convinced as he is under the illu-
sion that he is fighting through press against exploitation and
oppression. He also belicves that his employer will protect him.,

Sarita; Supposing you're sent to jail?
Jaisingh. 1 don’t mind. My cditor is going to fight this case right
upto the Supreme Court. (26)

Jaisingh meticulously executes his plan and succeeds marvellously
at the press conference in exposing the inhuman trade by presenting
Kamala as 2 proof. Kamala is asked certain unpleasant questions there.
But Jaisingh lacks the faculties of intuition and nurturing in this context
and does not take notice of Kamala’s embarrassment. Jaisingh and Jain
are very much intoxicated by drinks and success while Kakasaheb and
Sarita feel very sorry for Kamala. Sarita, being annoyed, refuses to sleep
With him that night.

Sarita is disturbed and cannot sleep. Kamala comes and talks to her.
She asks, “*‘How much did he buy you for?” (34) This unexpected ques-
tion enlightens Sarita on her position in the family. Though Jaisingh
took a handsome dowry in marrying her, she feels like saying “*Seven
hundred.” Kamala remarks, "It was an expensive bargain, memsahib.”’
She then proposes that she will do all the house work whilq Sarita will
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look after accounts and such ‘sophisticated’ things. She adds thy

of them will share their master’s bed half a month each. Sarita agreeg
this. She realizes that she is also a slave like Kamala. The realizatiq ;
shocking and painful to her. ‘ . J

Jaisingh receives many compliments in the morning and fegls
happy. As the Police are after him to take custo@_v of Kamala, he hastens
to take her to the orphanage. Sarita Opposes this and requests him ¢, al.
low Kamala to stay with them in their house. Then the dormant male
chauvinist in him wakes up and says; “It's I who takes decisions in (g
house, and no one else.”” (42) He takes Kamala to the Orphanage anq 4.
tends a party in the evening.

Sarita grows emotional and resentful at this. She proposes to hold 3
press conference to expose the tyranny of her husband. Kakasaheb trigs
to calm her by saying that it is common with men. He then confesses, ]
gave your aunt a lot of trouble. As if it was my right. I didn’t care what
she felt at all.”> (47) Then he adds that men are as humanly weak s
women. But Sarita is not pacified.

Later Jain comes and says that Jaisingh has been dismissed from
his job by the proprietor under the pressure of very big people who
are involved in the flesh market. Jaisingh. being called, returns home
and learns about his dismissal. He loses his temper, curses his em-
ployer and decides to expose all his crimes at a press conference the
following day. The nurturing faculty in Sarita overcomes her resent-
ment and she tries to console her husband. But being exhausted, he
collapses onto the sofa and falls asleep. Sarita does not give up her
proposal but postpones it.

Sarita represents educated sophisticated wives. They do not real
ize that their education mystifies their slavery and that education
makes them sophisticated slaves as, paradoxically enough, education
impoverishes our awareness. Jaisingh represents educated libe_rﬂ1
middle class men. They cherish the illusions of their freedom and lib-
eralism. In crises, their hidden male chauvinism comes out. They @0
not know that they are exploited and oppressed by their employer §
their wives are exploited and oppressed by them,

Arundhati Banerjee in ‘Introduction’ makes a concluding
“Kamala is an indictment of the success-oriented male-dominaté s‘s
ciety where women are often victims or stepping stones in “‘eﬂi
achievements.””® (xviii) But it can also be concluded that Kamw';’ety
an indictment of the business-oriented capital-dominated -s:fisis'
where men like Jaisingh are victims or stepping stones in capit
success.

re]‘ﬂark:
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i f:undhatl Banerjee, “Intmducnon,” -Five Play.s' by Vijay ’
(Bombay Oxford University Press, 1992), p. xvi. _
Vijay Tendulkar, *T am against sensational journalism,” Tk& Si
server, October 1982,

5. This is what Tendulkar himself did.
6. The Victims or stepping stones in Jaisingh’s achievement are Sarita

- wife), Kamala Bai (their servant-maid) and Kamala, the tribal woman that

he bought. © S e
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Fiction vs Anti-Fiction: The Debate of the SEVenﬁeS

R. PALANIVEL

Man, eversince he began to exercise his thought processes in 3 Serioyg
manner, has been setting forth ideological postulates in the attempt
establish systems that would take care of the continuance and Progress
of human life. In course of time he has also found that it is not possible

for him to stick to one particular ideology and that there ought tope

ideological shifts so that he would find himself in a condition to adapt
to reality that is changing constantly—rather being changed by the per-
ceiving mind. Early wamnings, as history shows us, had always been ig-
nored and the growing inadequacy of the in-vogue ideological set-up
gathers momentum necessitating an alternative—a new ideology. The
majority has this tendency to cling on to a steadily desiccating core in
the absence of a dependable alternative. It is during times such as this
people want a new ideology and ideologues to represent it.

When we look at ideologies through history it is not as if there has
been a number of different ones that were used and described one after
the other. Any “‘new” ideology has invariably been a result of that ar-
chetypal subjet-object, heart-head, classic-Romantic, imagination-rea-
son or intuition-pragmatism dialectic inclined towards one of the two.
Though it is an obvious fact that we have needed both and that solution
if any can never be to the exclusion of the one or the other, it is cof-
mon—may be inevitable—to come across strong polemics whenever
there has been a vigorous debates on these lines. And these debates be-
come all the more engaging when both parties have something valid 10
say.

Beginning from somewhere around the mid-sixties up to the f‘»{*ﬂyl
eighties the field of American fiction had been subjected to such crltlclf:S
attention of conflicting attitudes that “‘there appears to be a coﬂﬁe“;is_
that American literature has undergone a crisis. ! Expressing lhe".wrs
satisfaction and inability to work with older novelistic forms, Wg s
such as John Barth, Ronald Sukenick, Donald Barthelme, Stanley s
and a score of others announced their intention of composing the
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Fiction V5 Anti-Fiction a5
f new COIlSCiOllSIleSS."z The cxpefrimental_ efforts of thes.e writers
en variously termed as metafiction, surfiction, superfiction, new-
have bewell the list of labels may extend till one gets tired of it. With
ﬁ“?”“’ming literary efforts—inversion, deconstruction, demystifica-
ﬂ.mr ; mythification, self-reflexiveness, to name a few—they managed
o esin{ an interesting literary kaleidoscope. But their main complaint
5 Ithal reality was fast oustripping imagination, one that Philip Roth
wasressed carlier in 1961. Not only the usual narrative forms but the
le:npguage itself had come to suffer from a thinness that r_endered it in.l-
possib]e for a writer whose duly it was l_o find vefbal f.:qmvalt?flts for his
experience. Some of ?hcs?' writers, owing to th}S tl.nn_ness tgmed to
plack humour, paranoid visions and a kind of linguistic guerrilla war-
fare. _ :
Attacking concepts like well-developed character, plot and linear
presentation of time, these writers had emphasized ‘‘process’ rather
than the product. This shift in perception was very much a step in the
right direction for, any stagnation or clog requires an overhaul, espe-
cially a process overhaul. It is no wonder, process is the buzz word cur-
rently doing the rounds in the fields of management and engineering.
But their refusal to do anything with actual life and the tendency to de-
vote all their literary energies to train their ironic, parodic guns on older
literary forms and classics were a deliberate challenge to the literary
quarters otherwise minded. The shift in emphasis to process was rele-
vant but to do so with no thought whatsoever of product, object, end-re-
sult—call it whatever—was to enter into the area of philosophical
disputations. By doing so these writers seem to have got themselves into
the subject-object, mind-matter trap though stoutly professing that is ex-
actly what they do not want to do. Introducing the “new tradition of the
novel” Sukenick observes: *‘Our curriculum would probably start with
Don Quixote in which we would note the split between the pragmatic
and the fantastic, the empirical and the imaginative, the objective and
the subjective, between meaning and feeling finally, represented by San-
Fho and the Don.”* But going by their declarations as practising fiction-
Ists one is led to wonder whether they have not inclined towards one
side of the post-split duality. Let us for instance look at the statements

by Raymond Federman. one of the chief spokesmen for the newfiction
movement:

sic 0

.

The shape and order of fiction will not result from an imitation of
the shape and order of life, but rather from the formal circumvolu-
tions of language as it wells up from the unconscious.’

The new novel affirms its own autonomy by exposing its own
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lies; it tells false stories; inauthentic stories; it abolishes abso|
knowledge and what passes for }'Cﬂlll}'; it even states, deﬁ&nlIy
‘that reality as such does not exist. '

It is obvious from the tenor of the statements that the target of atta
the mimetic novels and any survey of the ‘newfiction’ by such writ
certain to indicate drastic and deliberate disfigurations of the carlicr pgy.
rative modes. This literary excrcise is also intended to be 3 reader-re.
sponse education. But this education cannot be imparted in a diregy
manner for, even the slightest trace of prescriptiveness would run cop.
trary to their pronouncements. Hence the reader is sought to be educateq
through a decimating attack on the existing reader-responses which for
them is “*stock™ in toto.

Strongly criticising the idea of conceiving character as existing oyt
side language, William Gass called characters locales of linguistic en.
ergy. According to him the practice of filling a literary work with things
that are not there through unnccessary psychologizing is an “activity”
that is not "lilcrar_\'_'J The assault-footnotes in his novel (if allowed to
call it one) Willie Master's Lonesome Wife are an attempt to destroy this
unliterariness. While the process consciousness of these w riters are sure
promoters of literary quality. their tendency 1o act solely as demolition
squads and their refusal to construct alternative structures place them in
the ideological extreme of total irreferentiality

It is interesting 10 note here that the Amoldian American humanist
Lionel Trilling had anticipated a situation like the one discussed. Rec-
ommending a cautious approach towards the practice of social liberality
he had wamed against making fellowmen “the object of |one’s] enlight-
ened interest, to go on to make them the object of [one’s] pity, then of
[one’s] superior wisdom. ultimately of [one’s| coercion.”™ The reader at
the hands of the newfictionists passes through these phases of treatment
ending in coercion through an assault on his value system. Their works
mostly shock, fool and confuse the reader sustaining an attack on the
reader-responses that he values. It would be unjust to question their mo*
tive which is to liberate and refresh. What they do not seem 10 realize 1S
that their method is the same as used by the adherents of idcologics
characterised by conversionary zeal. The .nn-holds-b:lrrcd attack on the
reader’s values. beliefs and literary responses is an attempt, though “0“:
deliberate onc, to shame him into their point of view. He is to feel tha
something is drastically wrong with whatever he has felt and understo 3
about fiction so far. Now he is to stop and undergo a process of rethlﬂ_
ing with regard to his literary mind-set. Rethinking, revaluation aﬂn
adjustment of mind-set to accommodate expansion of conscious

ck is
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pave been the fulcrum through which man has been evol\.ril?g in moral,

ial and intellectual realms. But, for this to be effected. it is necessary
slo :t one thinks for the other too. This is where the newfictionists’s ide-
L}ogy losés its strength and I‘ele\"fl[:lce. To use'T.S.. E.lipt’s terms, they
would knock the pedestal off tracp!lon to nourish 111d1v1dqal tq]ent. Re-
thinking from a point where tradition has brought us S0 tar—if we are
permitted the freedom to exercise our commonsense in matters I11§r-
ary—can safely be preferred to the one that is the result of total bewil-
dc;rment

A movement with such radical intent as this was bound to meet with
challenge. Though the practitioners of fictions that still wanted to main-
tain their moral-social-humanistic business were in good number, only a
few dared to talk openly against the newfictionists for, to do so without
intellectual embarrassment required boldness. To defend values was to
invite trouble. To use the words of Saul Bellow’s Sammler; **Feeling,
outgoingness. expressiveness, kindness. heart—all these fine human
things which by a peculiar turn of opinion strike people now as shady
activities.” Novelists like Bellow and John Gardner, and critics like
Eugene Goodheart and Gerald Graff defended literature that refused to
sever its ties with moral and social issues.

These writers and critics in fact stand for a re-emergence of human-
ism. According to Goodheart: ~The ideology of art tends to stress the
freedom and autonomy of the imagination from all moral as well as po-
litical dictation. . . . We arc given a freedom of choice. bui without prin-
ciples of discrimination and the capacity for resistance such freedom is
vacuous. It is here that humanism or culture has traditionally found its
ground.™” A writer cannot forsake his moral and social responsibility
on account of artistic freedom. Taking an aggressive stance. Graff in-
dicted the American newficitonists for making novel **a vehicle for ni-
hilistic metaphysics. an anti-didactic form of preaching. ™! Along with
Grafl and Goodheart. there were also critics like Julian Moynahan,
Douglas Bush and Tavlor Stochr who took up the cause of the tradi-
tional novel that would under no circumstance jettison objective reality.
Graff’s Literature against Itself, Goodheart’s Failure of Criticism,
Gardner’s On Moral Fiction, the discussion on ““The Politics of Anti-
Realism™ initiated by Graff'? and the panel discussion edited by Mark
Spilka'® contain in themselves spirited defence of the traditional novel.
A fiction festival sponsored by the University of Cincinnati and the Na-
tional Endowment for Arts brought some newfictionists and writers in
the traditional mould face to face resulting in a significant literary con-
frontation.

Among the novelists who still believe in the novcl’s affirming
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w and Gardner were the ones that decided to take (he bu

power, Bello the craze for newness and novelty Bejoy, 4

by its horns. Zeroing in on|
clared: “The difference 15 1N
dividuals can’t really invent

A : (N
the individuals, they are new: since the it

hemselves, I don’t see why g Much
anxiety should be generated about this. I lhink.the Important thing they
should discover is what they are, who they are; that is the novelty, thy
is what is new.””!* This tendency in the A'mench.n WIILEr Was more geyj,
ously viewed by Gardner who related this to “an almost lol‘af loss of
faith in—or perhaps understanding of—how true art works.” > There
are also vehement dismissals of this novelty hunt as Moynahan’s brang.
ing it a “knee-jerk or salivating dog reaction to the _ld ea of newness,”"16

The refusal of the newfictionists to assume social and moral respop.
sibility is criticised by the defenders of the traditional novel. A writer
who thus alienates himself has his “'place in the wings, apart, paring his
nails, indifferent to the passions of his creatures.”!” Gardner condemns
“[t]he aesthetic game players” for “juggling, obscenely giggling and
gesturing in the wings while the play of life groans on.”"® The “‘techno-
logical reality””!® and “constructing a linguistic source on the page”?
of the newfictionists which the British novelist John Fowles termed as
“fitting machinery logelher"?' are countered with an emphasis on the
organicity of literary creation. In fact both Bellow and Gardner fault the
newfictionists on their inability to confront passions and feelings. Like
the newfictionists who assail the responses of the readers, these two also
attack the reading taste of the customers of newfiction. Whereas Bellow
criticises the “‘deep readers™?? who cannot face feelings, Gardner calls
such consumers of opaque language “those arrogant donzels who
chuckle at things obscure becausc their enjoyment proves to them that
they are not like lesser mortals. ™ (69)

In short. fiction that affirms life found its spokesmen in these who
assert its power to effect moral, experiential, emotional education in the
reader. Reading fiction to discover onc’s self always will remain a liter-
ary activity: a “conservative view of creative originality’’ according 0
which “originality may be realisation of a previously unperceived, U
developed potentiality of what exists, "%

This literary confrontation of the latc seventies becomes signiﬁcil{ll
for, it brought up yet again the fundamental question at a time When i
was probably needed. Here it was artistic freedom vs. social and mor
commitment. The best way to learn from this confrontation is 10t %
taking a side but by looking closely at the debate itself. Levine’s obser
vation throws light on this dialectic.

ad of

Beginning in the 1960s the American writer faced the ki
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imaginative crisis identified by Doris Lessing as
Janguage against the density of our experience.” The result was @

literature pulling in opposite directions toward a greater concern

for objective reality and a deeper obsession with literary self-re-
flexiveness. (11)

‘the thinning of

The problem faced by them was the same. The one sought to extend the

existing form to accommodate the experience, whereas the other went
about subjecting traditional narrative modes to parody in order to ex-
pose their limitations. This pointing out of limitations by itself is a posi-
tive and necessary step as it paves the way for innovation. Throwing
overboard whatever has come to exist, a total severing of ties with
social and moral issues altogether and a blanket refusal to conform to
anything that has a trace of familiarity ¢
hensible idiosyncracies. But by doing what they do, the newfiction-
ists are performing a deed that is absolutely necessary for the
progressing of the literary tradition. With their expression of un-
quenched creative thirst, they make tradition sit up and takc note of
the prevailing situation.

In the debate under discussion, quite some critical vehemence was
witnessed but it may be dismissed as having risen from the heat of the

moment. Leaving that aside, this ideological war is an instance of a
healthy dialectic that should help ““literary

culture enlarge “‘imagina-
tive vision,”

and readers gain “‘imaginative elasticity.”?* If we can re-
frain from activating our predilection to right or wrong the arguments
according (o literary preferences, then it will not be difficult to discern
the valuable perspective this ideological exercise puts forth.
€ increasing interest in the study of the activities of the left and
right hemispheres of the human brain and the breakthroughs in this field
May make one wonder whether it is possible that all ideologies and dia-
lectics are g result of this left-right business. The analytical, intellectual,
rational left and the intuitive, visual right: well, do we not see the classi-
Cist and the romanticist. Roger Sperry, the psychobiologist, has said:
“In Many respects . . . each hemisphere appears to have a separate ‘mind
of its own> 25 According to him they can also collaborate on some
tasks which is confirmed again by the recent bestseller Descartes’ Error
by Antonio R. Damasio, a neurosurgeon. This book maintains that best
€cisions are arrived at by involving both the intellect and the emotion
224 1ot solely through the former as has been thought so far. Syathesis,
ified sensibility,” End of ideologies? Who knows, the future when

ology will help unlock more of the secrets and mystery of literature
"4y be round the corner.

Neyr

annot but lead to incompre-
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M.G. HEGDE

Though we can identify a number of narratives in ancient Indian litera-
qre in which the image of journey/quest occupies a central position, the
emphasis in these is neither on “journey’ nor on *discovery’/ destina-
tion’ but on their symbolic possibilities. Therefore, we often find the
transformation of narrative from a simple linear journey to a figurative,
metaphoric. symbolic action in which movement through the geographic
world becomes an analogue for the process of traumatic surrogation and
life renewal. The contributing factor for this concem appears to be the
journey centred history of our ancestors in the pre-Upanisadic period as
well as the religion centred culture of ancient India that stresses mysti-
cal values and enjoins upon its members the inward or spiritual journey.
This paper proposcs to cvolve a model on the basis of a close examina-
tion of the quest-patterns in the ancient Indian literary texts and to pro-
vide in terms of the quest model a reading of a few Indian English
novels like The Vendor of Sweets. The Silver Pilgrimage. The Serpent
and the Rope. All about I1. Hatterr, The Foreigner and The Last Laby-
rinth. While 1 am sure that the application of the model reveals its
strengths as well as betrays its weaknesses, 1 dare presume that it will
probably help us determince the extent (o which Indian English literature

is Indian,

11

A study of those works in ancient Indian literature which have |
hey as their image reveals three major categories. First, work in whi
journey is used merely as a linear technique linking up fantastic
sodes, where the interest is to be sustained only at the level of narra
An obvious reason for the emergence of works of this sort coul
all Sanskrit theoreticians took a prescriptive attitude and i
mandatory inclusion of the 18 types of descriptions like tra

Second, works which are totally suggestive of symbo
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oric method corresponds with the Vedi(.:—Upanishadic mode] Outlingy
ign Kathopanishad (1.3.3-10). Nachiketa’s journey to the world of y,
or that of Savitri as she followed Yama with a firm resolve, the joury

e T e e

undertaken by Garuda to fetch ambrosia—these become Meaningfy ;1!
- allegories. .

“helf}qr:i:fi E:\S-orkszivhicll proceed at the level of narration and yet unfolq ;
a symbolic meaning throughout. In such worlfs two patlgms ?{;
broadly be seen. I call the first “The Eattem of Exile and the Kingdom ,-i
Our epic heroes like Rama, Nala, Harishchandra or Pgndavas are forced i
to live in exile for many years. A structural analysis of their circular |
journey reveals that it is essentially a rites of passage. As the hero g ;’
forced to lose all his marks of identity like sceptre and crown even be- f
fore the journey, what Harold Bloom calls “psychological search for ]3
identity’ becomes one of the chief defining qualities of the journey. :

If in the above model the hero is indented as the ultimate arriver ip

his journey even before he sets out. a slight variation of this model l
could be seen in the journey of Arjuna to acquire Pashupatastra or of
Bhima to fetch the thousand petaled golden lotus or the conquecst of Ar- “
juna in Jaimini Bharata. Evidently they choose on their own these jour-
neys and they set out with an inflated ego. The
encounters tame and chasten them. Now they
old man. Finally they return enlightened. I call this pattern of with- ;
drawal and return the "Paradigm of Egotistic Self and Enlightenment.’ X
That these two patterns are not essentially different. but indeed they
are two different possibilities of the same pattern grows obvious by the
fact that elements like the circular movement or the wise old man are

seen in both. However. the pattern is different being linear in form with

the hero freeing himself from all temporal ties and one by one like
Dharmaraja in

the Mahaprasthanparva of the Mahabharata of
Siddhartha who pursues knowledge and becomes the Buddha.

1
long journey and various
get the benefit of a wise  *

11
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Now let me try out these models on
Anantanarayana’s The Silver P
Hatterr, the novels of R

a few Indian English novels. M.
ilgrimage, G.V. Desani’s All aboul h;
K. Narayan, Ranga Rao’s Fowl Ff}'cher.ﬂﬂl
Amitay Ghosh’s The Circle of Reason are some of the novels in which

see the paradigm of egotistic self and enlightenment. Yet all these n0V"
els are cast in a comic mode,

The echo of the model “Exile
stages is seen in The Silve
is obliged to undertake

L] 2 1 four
and the Kingdom® with all ltsoﬂis
r Pilgrimage when Jayasurya, the prolags
an arduous pilgrimage on foot to Benaras:
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eriences life practically in each of its aspects until he reaches Kashi.
. (uming point comes when he meets here a sage who gives the mes-
e that is t0 transform Jayasurya wholly and the incidents on his re-
sag journey confirm how he is chastened and positively changed.
m!T'On the other hand Raja Rao and Arun Joshi do not adopt the comic
node. The way in which the pattern of withdrawal and return operates

in Arun Joshi’s novels can be seen in the quest of Sindi Oberoi, the pro-

tagonist of The Foreigner. On the geographic plane it is a journey from

home through the alien shores back to the home of his forefathers. On
the social plane it is a process of withdrawal from society and return to
it. On the plane of an ideology, Sindi’s travel synchronizes with an in-
ward journey from a truncated notion of eXistence and detachment to a
comprehensive and adequate sense of detachment.

The Serpent and the Rope is a novel of discovery of the Guru. All
the same the pattern here is similar to the pattern suggested in Dharma-
raja’'s Mahaprasthana—i.e. the hero frees himself from all the temporal
ties one by one.

I think The Last Labyrinth is one novel which departs from the es-
tablished pattern. Its narrative includes all the essential elements of a
labyrinth myth—the maze, the search, the fear and inability of man to
find his way out of his problems and the liberating flight. However, I
feel an attempt to understand the true spirit of India is implied through-
out the narrative. The novel. in this sense. is yet another attempt at find-
ing a passage to the real India.

IV

Itis thus cvident that Indian writers in English, in spite of emerging
from marked social and linguistic groups with their own history of
strong traditions. are yet instituted in a paradigmatic concern that runs
a5 an undercurrent in all, in every one of them. It is to my mind these
Pervasive structures of cultural imagings that are helpful in answering

the question what is Indian about Indian writer in English rather than
the mores

Dr. A.V. Buliga C ollege, Kumta




Man-Woman Relationship in
Raja Rao’s The Serpent and the Rope

SARYUG YADAV

There are three basic relationships in the world—man to woman, mgp to
man and man to nature—through which life takes its sustenance Of
these three types of relationship, man-woman relationship has beey a
rallying point for crcative writers throughout the world since time jp.
memorial. Aristotle is perhaps the first theoretician who defines womgap
in his own framework. According to him, the female is female by virue
of a certain lack of qualities. Saint Thomas Aquinas believes that
woman is an imperfect man. Sigmund Freud explores woman in mulfj-
dimensional perspectives. Simone de Beauvoir in The Second Sex
(1949) establishes with great clarity the fundamental questions concern-
ing man-woman relationship.

There are five fundamental factors involved in man-woman rela-
tionship: biology. experience, discourse. the unconscious. social and
economic conditions. “Woman is nothing but a womb." (Tota mulier in
utero) so goes the maxim. Sex is determined biologically but gender is a
psychological concept. ““Women have been fundamentally oppressed by
a male-dominated language,” says Dale Spender in his book Man-Made
Language. Virginia Woolf is the first woman critic to include a socio-
logical dimension in her analysis of man-woman relationship.
D.H.Lawrence seems to be under the spell of Freud in his works Sons
and Lovers and Lady Chatterly’s Lovers.

Wooing of the female is an inherited quality of man. The greatest
mystery about sex is that in its fulfilment both men and women reach @
sensation of joy which makes them lose their identity. however short the
duration may be. This union of the two invariably leads to the birth of &
third living being. In this connection A Ran gacharya remarks: "It is 1"
a mere physical experience. The man and the woman experience fe.el-
ing in which everything, including their individualities, ceases t0 €Xist
Itis an eternal moment and once they come out of it they feel as if :hc}"
are rebom. This is the only experience where, in spite of all the symP
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sical fatigue fresh vigou
oS ;ts- plll) sical 1atig gour and more strength gre felt by the
Pﬂﬁf'No wonder, love plays a vital role in the union b

oman. LOVE is an act in which time freezeg and ego

rh{; most vibrant cnﬁrgly to man. It is not an cnd itself; it leads man
and woman 10 reach the soul. .To quote P?“Yar Ramaswami; “t is
b kindness Or desire or passion, but an indescribable feeling that
rises in the minds of a man and a woman, for a special purpose, It
arises naturally and there is nothing in the world with which love can
be equated.” |

Raja Rao’s treatment of man-woman relationship is rooted in the In-
dian ethos and there is a quest for wholeness in its final result. His short
stories and novels are deeply concemed with the mysteries and miracles
of the feminine force exploring its basic nature and various forms. As
K K. Sharma observes: “His hero discovers in the woman of his choice
a chemical mixture of mistress, whore, child and mother: he finds her
sensual, strong, compassionale, sensitive, intelligent and mysterious.

The Serpent and the Rope (1960) won for Raja Rao the Sahitya
Akademi Award in 1963. The various facets of the man-woman relation-
ship are delineated in this novel through the diverse experiences of
Ramaswamy. the hero, with various female characters: Madeleine,
Savithri, Saroja. Little Mother and Lakshmi.

Raja Rao belicves that woman is a source of inspiration and man is
incomplete without her. It is through woman that man knows fully and
realizes himself. She is the ultimate meaning of his being and she be-
comes part and parcel of his existence. In the beginning of the novel,
Ramaswamy deplores for having no mother: I was born an orphan, and
have remained one. | have wandered the world and sobbed in hotel
fooms and in trains, have looked at the cold mountains and sobbed, for I
had no mother 4
. The first woman who comes in the life of Ramaswamy is Madele-
¢. As a rescarch scholar in ancient history, he goes to France where he
Meets Madelcine. a lecturer five years senior to him. He falls in love
“'lfh her and describes her physical beauty in the following words: “Her
hz!" Was gold, and her skin for an Indian was like the unearthed marble
;"Iiglﬂ‘;\:ehich we built our \'\'inlcr palaces. Cool, with tllF lr;nlkzi1 2331;}?11115:
o {Jeacock strutting in the garden below. The{?cl\_ enth- gelhi
B o Uld come, and all the palace would see 1tse ...

ke the Palace of Amber seen in moonlight.” (13-14)
AMaswamy marries Madeleine and they start living as husband
Wife. In his sexyal intimacy with her. he has a wonderful experience

an :
dfeels o jf he were married to her for ages. He also fecls that man

etween man and
€vaporates. It is
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finds his true woman not for one life but for all lives. Madeleine oftey
fills him with endless lust and lofty spiritual desire. So his physica] .
ion with her is not only a matter of pure sensations but also a source of
spiritual experience. As Ramaswamy says: “"For a moment you had gone
beyond the body, and oh, how sad it is to come back—to bear this heayy
limb. . . . I give it to you, Madeleine, but you arc where you are, ang
am but nowhere . . . oh give it to me. give it, give it! oh give that!
Madeleine do not cry. Oh Madelcine. do not suffer . . . lel me squeege
the juice out of vou. let me lick you like a dog, . . . let me smell you,
smell the you of me and the I in you. . . . Why do you cry so, Madeleine,
did I hurt you, did I awaken you, did you rise and did I fail.” (160-61)

Here we are reminded of Lady Chatterly’s Lover of D.H. Lawrence,
a sexual-prophet in modern English literature. There are, indeed, mo-
ments when both man and woman need each other for animal passion
and brutal love. A woman wills her man to be strong and inexhausted
one. She wants to play with him as a mother does with her child and the
man desires to squeeze as much physical pleasure from her as possible.
As the hero says:

A woman hates a male when he withdraws. She cannot accept his
defeat—his defeat is her defeat—his defeat is the defeat of her
womanhood . . . and she lifts him up and takes him into herself,
like a mother a child. Then you want to take a cactus branch and
beat her and scratch her all over. You want to bite her lip and pull

the breast away from her chest, and taste the good blood of her
wounds.” (163)

According to the novelist, man becomes more often than not selfish
when his wife becomes pregnant. He is misunderstood by a sense of loss
and he is generally disenchanted with his wife. This is why a woman is
sent to her mother’s house when she becomes pregnant. When Madele-
ine is pregnant, Ramaswamy exclaims: “She was not mine, maternity
had given her an otherness. . . . I wondered what I had done.” (235-36)

On his return to France, Ramaswamy tries his best to enter into
cordial relationship with his wife Madeleine but he fails miserably. Con*
scious of the growing rift, Ramaswamy and Madeleine desperately §
and find temporary fulfilment in sex. Their passion gutters out into 2
wasteland of lust:

In the middle of the night, I know not what took hold of Madele”
ine. She came into my bed and made such a big demand on mcD a5
I felt afterwards like a summer river—the sun sizzling on the ¥
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can plafeau, and the stones burning; the cattle waiting with their
tongues out; and the neem leaves on the tree, still. (163)

Itis jmportant to note that the max.'riage of Ramaswamy witH‘Ma.deleine
yltimately fails at all .Ier:ls. Their marriage is doomed with his sym-
polic union with Sawt.hrl by pushing ‘the toe-rings onto her second
1oes.’ The sudden demise of Madeleine’s second child at birth hastens
the end. The divorce which comes at the end of the novel is nothing but
4 mere formality. What destroys the marriage is explicit in this remark
of MK. Naik: “What destroys the marriage is not ‘incompatibilite dg
temperamenls’ but an unbridgeable gulf between two cultural ethoses.”™

However, man must wed to know this earth. True marriage is a step
towards self-realization. Sri Aurobindo also takes this powerful and pas-
sionate bond between man and woman as a means of searching ‘self’
and not as a mish-mash of emotion and sentiments. As Nirodbaran
writes about him: “*This experience also I have had.’. . . He entered the
worldly life and knew that “what love was, particularly woman’s love,
from direct experience.’ i

Woman is firmly rooted in the things of our existence. Man is, in
fact, incomplete without woman. As Ramaswamy says: “‘It makes all the
difference in the world whether the woman of your life is with you or
not; she alone enables you to be in a world that is familiar and whole. If
it is not his wife. then for an Indian, it may be a sister in Mysore, or lit-
tle Mother in Benares.” (57)

Raja Rao takes woman-love as a stepping stone to proceed on the
path of spiritualism. The spiritual experience stems from physical union
between man and woman. Osho has also explored this possibility in his
renowned work From Sex to Superconsciousness. Osho says: “"Man got
the first luminous glimpse of Samadhi in human history during the ex-
perience of intercourse. Love is born of nothingness because we are not
that nothingness; that nothingness is God.””’

In the fathomless love of woman, man sees the oneness of life per-
vading the whole universe. In moments of deep love Ramaswamy feels:
“The wind blows, wave after wave of it, and mountains move, . . . I
transpire as the truth, . . . like the wave that sees itself to be sea. like the
earth that was spread out and was called Madeleine.” (159) Moreover,
loving a woman means loving oneself. Ramaswamy deeply believes that
an gets his ‘self’ in his woman. He quotes the famous saying of Yagn-
Yavalkya to his wife: **The husband does not love the wife for the wife’s
sake, the husband loves the wife for the sake of the self in her.”(171)

Ramaswamy, though an intellectual, expresses his belief in the in-
Comprehensible mystery and miracle of woman. He looks at his young
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ing sister Saroja and exclaims: “What a thep al.ld, feverentjy]
and growing Sis e [ was intoxicated with Saroja’s presep,,
mystery womanhoo 1:_- « a waterfall, or an elephant before a Mountajy
like a deer could be before ing in a creature, and |

; “tioo nrimordial was awakening in a C L felt thyy
peak; somethm_g p : on or the change of equinox; it y,
maturity in a girl was like a new mo 1l of musk, of the gy
polar offinities. There was something of lhe_ SHICLLG . ]Pb g (;1 1€ 0yster
when the pearl is still within, of the deep silent sea before the monsogp

Eh 0 .

breallc)sésp(ife )lhe conviction of Ramaswamy thal_ WwOman Is an enigma anq
a riddle too difficult to be solved, he fn?ds in her some fundamenty
truth which abides always in her personality. This becomes transparepy
from his matchless experience with Savithri: I felt presence, the truth,
the formula of Savithri. She was the source of which words were made,
the mother of Sound, Akshara-Lakshmi, divinity of the syllable; the
night of which the day was the meaning, the knowledge of which the
book was the token, the symbol—the prophecy.” (167)

Ramaswamy’s love for Savithri is something Platonic and it is 3
case of having the experience and missing its meaning. Savithri is the
daughter of a small Raja. Ramaswamy’s love for Savithri crosses the
boundary of physical relationship and it becomes almost spiritual: “One
cannot possess the world, one can become it. 1 could not possess
Savithri—I became 1.”” Ramaswamy describes his first meeting with
Savithri in these words: ““Her presence never said anything but her ab-
sence spoke.” (31)

Savithri is wed to Pratap Singh but this makes no difference in the
intensity of Rama’s love for her. Savithri is his true woman. Love may
or may not have any physical expression; true love is divine and it tran-
scends as ‘prema’ the body. So in this love Savithri’s fulfillment with
Pratap is Rama’s fulfillment as well In this connection The Gita
Govinda may be helpful because Radha calls Krishna ‘Gopika-Pfi)'a'
transcending all jealousy.

\ Here it would not be out of place to mention that Ramaswamy feels
dejected for a while hearing the news of Savithri’s marriage to Pratap.
In a fit of sheer despair, he falls in love with sex-starved Lakshmi as e
says: "1 thought to myself it was like cating a pickle. My days and
nights would be spent in luxurious enjoyment . . . often lying by her’I
wonder:et,i, whether | was Rama, Saroja’s loved brother, little Mother®
stepson? (289) But very soon Rama realizes his fault and his affd"
with Lakshmi is over. He retums to France and finds Madeleine pract®
ing Buddhism leading to renunciation. He falls seriously ill and has 1

have a lung operation, During his convalescence Savithri meets ™

time and again and he realizes that Savithri’s physical relationship #
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3 pusband does not clash with the spiritual union between
her So he gives his famous pronouncement: “Rejoice in the rejoi. .

oﬁ!ﬂ“’“' That is the Truth. . .. Love is rejoicing in the rejoicing of ¢ “

other.” (379) . &3 T

In The Serpent and the Rope Raja Bao also exhibits motherhood in
the relationship of Ramaswamy and _Llllle l\:’lother. When Ramaswamy
comes 10 India to pt?rform lh.c obsequies of hls‘fathcr, he meets his step-
mother who embodies lhe‘hl.ghcst maternal principle projected through
the image of the Ganges: * L!ttlc Mother slept. Her hands on the head of
gridhara, pressed gently against her breast. . . | She slept as though the
waters of the Ganges were made of sleep and cach one of us a wave. But
she would suddenly open her eyes and ask. *‘Rama. are you sure you are
not cold? I am frightened of your lungs, son.”” (98) Their deep relation-
ship as mother and son cnables them to understand each other minutely
and spontaneously. To quote Ramaswamy: “What sweetness flowed
from Little Mother to me. She, it seemed. was my inmost centre, the
mirror of my life. With no word, or sometimes with just a word, she un-
derstood the curvatures of my silences and thoughts. She seemed to
have borne me without bearing me. ™ (234)

Now it is evident that man finds life natural with a woman. Man is
not complete without woman in the true sense. She is not only warm,
comfort-giving, tender and protective but also an inevitable life force
pervading the whole scheme of the universe as Raja Rao declares in
highly poetic language: ““Woman is the earth. air. cther, sound: woman
is the microcosm of the mind. the articulations of space, the knowing in
knowledge; the woman is fire, movement clear and rapid as the moun-
tain stream: woman is the meaning of the word, the breath. touch. act . .
-Woman is the world . . . the curve of the cloud and the round roundness
of the sun.™ (352-53)

In conclusion it may be said that Raja Rao’s treatment of man-
Woman relationship in 7he Serpent and the Rope has layers of meaning
and much remains unsaid. Raja Rao holds woman in high esteem and
considers her absolutely essential for the well-being of man—physical,
emotional, intellectual and spiritual.

NOTES

“Sex and Indian Literature.™ Indian Literature, No. 145, Sept.-Oct.
991, pp. 140-41. -
On Women’s Rights, trans. R. Sundra Raju (Madras: Emerald,1992), p. 1.
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Symbolism and Structure in
Paul Scott’s The Raj Quartet

A.V. KRISHNA RAO and RAJA PALAMITTAM

paul Scott’s Raj Quartet (1977) is an artistic recreation of the last dec-
ade of the British Raj. W.H. Morris-Jones whose Army unit was sta-
tioned in India during the 1940s vouches for the authenticity of the
novel: "It is an advantage of age that one can sometimes say I was there
at the time. My own years in the Indian Army coincided closely with
The Jewel in the Crown period, and my recollections confirm the
authenticity of the book.™! 7/e Raj Quartet, in addition to its being a
well researched document of the times is also significant for its techni-
cal virtuosity and its use of symbolism. The cyclic structure that allows
the theme, which is essentially the British-Indian relationship, to be ex-
amined from different perspectives and the inclusion of symbolical cle-
ments greatly enhance the richness of the texture of the novel,

The novel, primarily concerned with the causes that adversely af-
fected the British-Indian rclationship, is a fictional comment on the
gradual deterioration of the relationship, in each of its volumes. The rift
between England and India begins in The Jewel in the Crown with the
stparation of Hari Kumar and Daphne Manners: and the division is
complete in The Towers of Silence with the demise of Barbara Batchelor
whose life is symbolic of the presence of British in India. What follows
in A Division of the Spoils is a representation of the horror of communal
frenzy that followed Partition. Also, the novel. through the figures of
Hari Kumar and Ahmed Kasim, speaks of the callous attitude of Britain
owards India—a factor to reckon with in the relationship between the
Wo countrics, Hari Kumar, though a symbol of Macaulay’s expectation
of the educated Indians. is at the end abandoned by the British. Ahmed
\asim’s byl murder at the hands of the communal fanatics during.lhe
Partition riots underscores Britain's failurc to ensure a free an.d ufllled
India, while the creation of a united India was their professed justifica-
rl?n. for their presence in India. In the novel, the narralo;, ':il::sc: ?rt;f; ;e:('!'
“ling the scene of Ahmed being orced out of a blocka
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decapitated by violent fanatics while the British passengers §hul out th
incident by pulling down the window sh}ltters, notices that his owy traip
had started moving, and this enables him to connect movement 10 the
static scene of murder and mayhem. He wryly comments that in the
mind of the traveller the body never rcaches the ground: “Increagiy
speed, the train puts distance between itself and the falling body ang be.
tween one time and another so that in the mind of the traveller the bod
never quite achieves its final crumpled position on the ground at the feet
of the attackers.” (A Division of the Spoils, 113)

It implies that Britain, after consciously pursuing the politically ex.
pedient policy of divide-and-rule? and thus planting the seeds for the
partition of India on a communal basis, stubbornly refuses (o accept any
responsibility for the subsequent massacre. Further, the novel, by link-
ing Ahmed Kasim’s murder in the last volume with Daphne’s rape in
the first volume, comments that from the beginning the British policy in
India had inevitably led to the tragedy of massacre. Ahmed’s body fall-
ing to the ground *‘as out of a history” is linked to a stumbling girl on
steps after “‘a long journey through the dark’:

The victim chose neither the time nor the place of his death but in
going to it as he did he must have seen that he contributed some-
thing of his own to its manner: and this was probably his compen-
sation, so that when the body falls it will seem to do so without
protest and without asking for explanation of the thing that has
happened to it, as if all that has gone before is explanation enough,
so that it will not fall to the ground so much as out of a history
which began with a girl stumbling on steps at the end of a long
journey through the dark. (1 Division of the Spoils, 113)

In the novel the life of the old missionary Barbara Batchelor is a
symbolic comment on the actions of the British Government in India.
The British were not seriously concerned about the progress of India
The laws for India were framed in London by men who had little or no
knowledge of the conditions prevailing in India. Consequently when the
administrators in India implemented these laws it only worsened the >
lationship between the peoples of the two countries. This point 18
brought into focus shen Barbara thinks: “*My life . . . has become €%°
traordinarily complicated. There is more than one of me and one:_I an;
not sure which, has a serious duty to perform.” [The Towers of 3"'9":;3
79] The truth is that the British had little concern for the people of Inme
about whom they claimed to feel concerned. This point is clear _IY 3 ing |
out by Barbara: she is well-meaning and genuinely interested 10 3 j
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4 to Indians, but sh_e is startled w.he-n she realizes her mistake in con-
8o the school children to Christianity. Symbolically, the British
vernﬂfnduw conscious of the “white man’s burden’ and considered, in
Wer:nanner' of Macaulay, their way of life to be superior to that of the
gl-:ﬁans and condescendiggl_v impqsed t}'leir culture on the ignorant *na-
e Barbara’s dream is a case in point: she sees the little girl whose
crayons she had taken away at school be_cause.she had coloured God
plue like Krishna. Barbara dreams th.at while taking attendance she can-
not remember the girl's name au.ld neither can the girl remember her own
name and stands silently accusing Barbara of not only taking away her
crayons but also depriving her of her name. When Barbara attempts to
3ha'ke her hands, the little girl refuses to cooperate. It is too late to make
amends. The anonymity of the girl is a metaphor for the loss of identity
of the Indians under the Raj. The message nevertheless is clear: that Je-
sus and Krishna must be accepted and that the British must treat the In-
dians as equals. As in the dream where Barbara realizes that it is too late
to make friends with the little girl, England also realizes rather late that
she is not communicating with India in the way she should. This point is
stressed when Barbara is shown to visualize the scene of*her friend Ed-
wina holding the dead Chaudhuri’s hand with the caption “TOQO LATE”
written under the picture. [The Towers of Silence, 93] The fact that the
British never made any attempts to understand the country they ruled is
clear when Barbara compares the English roses in Mabel’s garden with
the British in India: ""You are now native roses . . . of the country. The
garden is a native garden. We arc only visitors. That has been our mis-
take. That is why God has not followed us here.” (The Towers of Si-
lence, 283)

Barbara indicates her understanding of the shortcomings of the Brit-
ish adminstration when she writes to her friend Miss Jolley, the mission
school administrator, asking her whether the misson ever brought love
“not Pity, compassion, or instruction but love” (The Towers of Silence,
103) 1o the children. She continues in her letter “Reject the evidence of
My confident stride. Shut your ears to my chatter. They are all illusory. I
question my existence, my right to it.” (The Towers of Silence, 103)
SYInbolicall_v Barbara’s chatter indicates that even though the British
give Wwide publicity to their pious intentions they never translate them
Into meaningful action. Barbara’s question about her right to existence
IS indeed Question about the right of England to be in India. Even

“}0“8}! the British rulers pretend to be morally right in dealing with In-
1a, Bar’oara, the symbolic representative of the British, stresses love,

“l‘:t Pity or compassion, as the true basis of the British-Indian relation-
S 1p
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The need for egalitarianism is agaill bronghtiout jn the Symboljg

y ) » When Barbara presents these silver gpq,
of the “apostle's SpoOT> s mother Mildred returns ther o - ©
Susan on her wedding day, Susan’s mother VI S them to By,
bara, for Barbara does not belong to the British upper-class i Indiy,
This makes Barbara to think of the apo.sllcs of .Jesus z_md how the
would be treated in the highly ‘:1355'?0“50’0“5 B“"Sh_ Society. She feels
that the apostles “Simple hard-working men, good wllh nets and boats‘
swarthy skinned, smelling of sweat, of fish, of thf; ll'lllber-yard: Men
who worked with their hands . . . would get short shrift in Pankoy » (The
Towers of Silence, 298) Her further comment also stresses the lack of
democratic values in the British society: ~T wouldn’t give tuppence for
your chances, least of all if you [Apostles] tri.cd to get into that plage
where the silver is and asked permission to sit at the table and bregy
your bread and drink your wine.” (The Towers of Silence, 298)

The fact that the British administration in India is devoid of mor
considerations is brought out through Barbara’s thoughts and actiong
Once while reading Emerson, Barbara is startled at the line “nothing
can bring you peace but yourself. Nothing can bring you peace but the
triumph of principles.” (The Towers of Silence, 202) She tries to kneel
down in repentance, but cannot do so because ““fixed in this proud and
arrogant position™ she is not able to “remember what her principles
were.” (The Towers of Silence, 202) This is indicative of the fact that
the British with their superior airs and condescending approach towards
India forget their moral values.

All her life Barbara has viewed the “unknown Indian” from the per-
spective of a superior and condescending position; but after reading
Emerson, she is able to view the whole situation as an “I-you’ relation-
ship and becomes troubled by feelings of guilt about the treatment that
she and the British meted out to the Indians. Barbara then has recurrent
dreams of Mabel, whom she knows to be tormented by the massacre of
Jallianwallah Bagh, “tuming into the pillow, crushing and splintering
the lenses, cutting herself, blceding slowly from closed eyelids s0 lh?‘
she appears to be crying blood.” (The Towers of Silence, 207) Mabel s
death signals the demise of the Raj, its idcals unfulfilled. Barbara 8¢5
the news of her death while helping M. Maybrick, the Church Organist
to gather the scattered pages of his Bach. However she has to lcave b
fore putting on the binding. a symbolic suggestion that England couer
ngt.ﬁ':lﬂl its promise of uniting India but had to leave the countr¥ aft
dividing it into India and Pakistan

After Mabel’s death, Barbara who had been Mabel's paying
stays b?ck in Pankot and tries her best to correct the wrong of
Mabel in the wrong church but in vain. It is at points like these

.guCSL
urying




olt's The Raj Quartet

3 . individual lives emphasize the paralle] events in th : e
T W"’n o The fact that the British in India never kept their-pm-nﬁé t
| @her'ﬁg [ndependence to India is brought out through th i _
'gl’ ” monologues of Barbara; as when she sees M'abel' buned inthe
tl:rang church: Ly 53

ts

there . . - went the Raj, supported by the unassailable criteria of
pecessity, devoutness, even of self-sacrifice because Mildred had:
snatched half-an-hour from her vigil to see the coffin into the hold
she had ordered dug . . . but what was being perpetuated was an
act of callousness: the aim of collectively not caring a damn about
a desire or an expectation of the fulfilment of a promise so long as
personal dignity was preserved and at a cost that could be borne
without too great an effort. (The Jewel in
the Crown, 245) ;

[mplicitly, therefore, though Britain often claimed to have understood

India’s need for independence, in reality it never acted so as to effect

the understanding. Barbara in her attempt to put Mabel in the right grave

is merely trying to instil a moral certainty into the Raj.
| In the end, Barbara goes completely mad and is admitted to the
‘ Hospital of the Samaritan Mission. Her powerlessness to do any good
- any longer is shown in her dream in which she cannot hold the pencil
 because her hands have been severed. She is obsessed with the haunting

image of the Jallianwallah Bagh massacre that signalled the end of the
- Raj in India. She is also obsessed with the vultures hovering over the
| distant towers of silence. This symbolically suggests the imminent death
of Barbara as well as the Raj; it is also evident when Barbara can no
longer remember what she wants to say because “The birds had picked
the words clean.” (The Towers of Silence, 396) In the end, “They found
her thus, eternally alert, in sudden sunshine, her shadow burnt into the
wall behind her as if by some distant but terrible fire.” (The Towers of
Silence, 397)

This indicates the end of the British Raj with the atom bomb (the
end of Second World War) and the election of a Socialist government iq
England which would liquidate the British Empire. As Mohammed Ali
Kasim's letter to Gandhi confirms: *I find myself uncertain which of
tWo recent events—the election of a Socialist government in .London
and the destruction of Hiroshima by a single atomic bomb—ill have
the profounder effect on India’s future.” (The Towers of Silence, 397)

The quartet is much more than a novel in which people and events

SYmbolize the British history in India. The novel is important for the in-
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age it conveys of the alienation between Efiﬁliﬂg ?rrrlnj Igil?- "lf_'he Work jg

lic in nature: beginning and ending with the image of 1€natioy
fhyclwﬂ countries. In the novel modulation is achieved through ¢,
tit:on of the same events from differing pérspectives and through the
slightly different focus of the central theme in each of the four Volumeg
of the novel. . :

The narrator uses his travellings as an effective dev;ce L0 transcepg
the limits of locales and time to comment upen the significance that
some of the past events have on the pr-es?m. Thls'h_as the effect of ex-
panding the scope of action and imens1.fymg the vision. The dimension
of time, of history, is frequently superimposed on that of Space as the
narrator recreates his travels along the same routes and to the same
places that his (symbolic) characters frequented, and tries to empathise
with them and even dramatise the historical action. The narrator’s tray-
clling with Srinivasan past the Bibighar Gardens illustrates the point,
Further: “The smokey metallic railway smell that is the same anywhere
in the world, and was certainly no different twenty-two years ago, , . .
He breathes in sharply and thinks: This is what she [Daphne] smelt as
she cycled back from Sister Ludmila’s Sanctuary.” (The Jewel in the
Crown, 209)

Besides, the novelist, using the panoramic style of description pro-
duces the effect of spatial expansion in the novel. The narrator’s aerial
view of Mayapore at the end of the first volume of The Jewel in the
Crown is most illustrative: **The plane banks, nosing east, almost taking
the course of the river that leads to Miss Crane’s unimaginable coast
with this God’s eye-view of the created world she never had to cope,
which perhaps was a pity, because the topography she found so inhibit-
ing from ground-level reveals itself from this height. at this speed, as
random and unplanned, with designs hacked into it by people who only
worked things out as they went along.”3 (573)

To conclude, Paul Scott’s choice of the cyclic structure and his use
of the highly effective symbolism allows for a multi-dimensional trea}-
ment of the theme; the novel is thus a valuable contribution to an artistic

exploration of the multi-faceted British-Indian relationship as fictional-
ised history.

NOTES

1. WH Morris-Janes,

_ ; 58,
“The Jewel in the Crown,” Pacific Affairs, vol.
No. 2; summer 1985

» University of British Columbia, Canada.




tary to the Government of Ind
gl dvided ill pull in different ways, Th
< feel; their apprehensions are perfectly ¢ i )
greﬂt merits of the scheme. . . It is notaltogemal
Bk which is sure to be published without dis .
¢ of our main-objects is to split up and thereby to weaken
ﬁ? UPPOIleﬂts t"i'J Olgr]'?]e_“ Premen Ad dy and;hl:gia z;z ak { :
ciety in Bengal,” Explosion in a Subcontinent, oot
;ﬂg Penguin Books, 1975), p. 111. nent, ed. Robin Blackb
This brings into focus what Philip Woodruff says about India:
e India if you want to see how it is put together. From -a' s
is not enough in the eye at one glance and it is gone too soon; b-. bull
cart the journey takes too long; you have forgotten what i gw

week before you are in the next district.”” The Men Who R aw last
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C.S. Lewis’s Space Trilogy:
A Study in Theme and Form

K. SUNEETHA RANI

C.8. Lewis, familiar to the students of literature as the author of 73, A!-.

legory of Love, A Preface to “Paradise Lost® and English Literatyy, in
the Sixteenth Century, is a prominent Christian apologist who has be.
come popular as a modern-day “apostle to the skeptics.” Hig mode of
communicating his opinion to those unduly influenced by the nineteenth
century liberalism and scientism is to write as if he is a “cocktail-pany
advocatus-Christi,” His Screwtape Letters and The Problem of Pain
show how he discusses the weightiest of spiritual matters in a language
to which those reared on Marx and Freud and ‘“‘human science” and
moral relativism are accustomed. The same urbanity and tone of ethical
orthodoxy are reflected in his novels as well. Especially the first three
novels, Out of the Silent Planet, Perelandra and That Hideous Strength,
constitute a trilogy in which Lewis creates his own myth, with science
fiction providing him with a method and a plot and the theology of the
church with a theme.

The history of science fiction is also the history of humanity’s
changing attitudes towards space and time. From the time of Galileo on-
wards, prototypes of modern science fiction appeared, but most literary
historians agree that the first work of fiction that has all the character-
istics of science fiction genre was written by Mary Shelley. Her
Frankenstein is often taken for a literary monster. Swift’s Gulliver's
Travels, The Utopia of Thomas Mare, the Satires of Lucan and The Re-
public of Plato are sometimes included in the genealogies of science ﬁIC'
tion—obviously to add distinction to the pedigree. Science fiction, 1
the hands of writers like Wells and Stapledon became a place where val-
ues could be presented in a speculative way, tested, and finally advo-
cated. Wells called his novels scientific romances, Wells® novels 7
Time Machine, The Island of Dr. Moreau, The Invisible Man, The W
of the Worlds, The First Men in the Moon, When the Sleeper Wakes, Tfi
Food of the Gods, In the Days of the Comet and The War in the 4




oy space Trilogy

- ew era in literature. s

0 aunderstanding of JR.R. Tolkien’s conception of f
. 'ndispensable for an understanding of the genre. For, To
comes ! o respectable. He defines the term ‘fantasy’ as embodying
aade fanSub-crealiW Art in itself and a quality of strangeness and won-
b0 ‘h[i o Expression. “Fantasy [in this sense] is . . , not a lower form,
get 11 when achieved] the most potent.”! Since the publication of The
o dsa; [rhe Rings it has been possible for British and American writers

6.'“] 5 serious purpose o employ once again the genre of marvellous
wi

wrﬂmg a

Tolkien’s friend and colleague CS Lewis wrote the Cycle of
Narnian fantasies as the vehicle of Christian mysteries. He has admitted
his OWN delight in fairy lales- ale other fantastic kinds of literature in-
cluding science. ﬁctionj and invited those who take pleasure in the de-
fights of fiction for their own sake to come out of their closets and admit
that they read for pleasure. Yet as a student of that era when the greatest
extremes in fantastic story-telling and didactic seriousness often co-ex-

“isted in the same work, as in Edmund Spenser’s The Faerie Queene, he
also knew how fantasy might function as a vehicle for serious fantasy.
In a letter to Roger Lancelyn Green, Lewis says, ™I liked the whole in-
terplanetary idea as mythology and simply wished to conquer for my
own [Christian] point of view. p

Behind Lewis’ imagination and his longing is what was for him a
primal desire, an imaginative impulse as old as the human race working
under the special conditions of our own time, namely the wish to visit
strange regions in search of such beauty, awe, or terror as the actual
world does not supply. The quest is not merely for remoteness: distance
is only a necessary precondition of mystery and otherness. Lewis says
of Lindsay’s 4 Voyage to Arcturus which he considers the real father of
his planet books thus: *His romance is a region of the spirit. He is the
first writer to discover what other planets are really good for in fiction.
No merely physical strangeness or merely spatial distance will realize
that idea of otherness which is what we are always trying to grasp in a
Slory about voyaging through space. . . . To construct plausible and
other moving world you must draw on the only real other world we
know, that of the spirit.”

‘ Ip his space trilogy, a delight in fantastic imagining for its own sake
> Quite apparent, especially in his beautiful description of the unfallen
:‘:"‘:id ;If Perelandra. But his serious philosophical purpose is also very
e« 1© Vas provoked into writing these books by the two develop-

“0S in science fiction: the work of Olaf Stapledon and the pulpy,

"
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Gernsbackian science fiction th,at }vas dgvel%pltng in 1i}meri.ca in the in
ties. Lewis admired Stapledon’s invention bul not his philosoppy, ang
he derided the attitude he discerned behind much of the American sci
ence fiction he encountered. “The challenge that Lewis Mounteq wl-
not simply a challenge to Gernsback & Co. It was a challen:ge to Science
itself and the modern technological cultHEG based upon science ¢, Pro.
duce an cthic worth living and dying for.” _

In the first of the three novels, Out of the Silent Planet, the E
becomes “Thulcandra,” the silent planet, cut off from the rest of the cog.
mos by Satan’s rebellion and the subsequent fall of man. Lewis here at.
tempté to present basic Christian concepts in pseudo-scientific and
mythical terms without distorting their meaning. The silent planet myth
offers Lewis a metaphorical framework to present in fictional form ‘lhe
basic tenets of Christianity. If, as Charles Moorman points out, “the
main tenor of Lewis’ myth is Christian orthodoxy, his vehicle is science
fiction.”

If in Brave New World and Nineteen Eighty-Four Wellsian science
fiction moves further from myth to satire, in Lewis’ trilogy it returng
very much to myth again. Perhaps one way of saying what Lewis’
achievement is in Qut of the Silent Planet would be to say that he has
pressed the genre “space fiction’ into the service of ancient mythic and
poetic themes. Perelandra. the second novel of the trilogy, illustrates
this general method. Lewis here uses the literary methodology of the
writers of science fiction in attempting. as in his tracts. to exemplify the
doctrine of the Fall of Man. This he does subtly in a passage which rein-
forces the identification of Weston with Satan by means of an allusion
to the Crucifixion. The theme is human freedom, choice, obedience,
goodness, the will of good, and how all these harmonize in a sort of pat-
tern. Ransom must fight the Un-man for that is Weston, the fiercely
megalomaniacal scientific utopian. It is the Devil or a devil with whom
Ransom grapples. The sheer physical grossness of the fight, described at
agonizing length, dramatizes with terrible clarity the thing that Lewis
has been working all through his fiction. The distinction between ﬂeS!'l
and spirit, nature and supernature, history and myth, is only @ prove
sional and contingent one, e

That Hideous Strength still retains the primary structure of the‘_:n
lent planet myth. But the ficld of action shifts in this novel from H-eat
to the Earth. The creation here of the National Institute of CO'OrdlI’:“ilil-
E-\'pcrimcms is Lewis’ most vehement means of demonstrating the n’s
1ty of the ideals of secular humanism, science and progress: ver
idea of the cventual triumph of the forces of Creative Evoluuonﬁ B
universe is laid bare in this novel. Belbury, headquarters of thei

"




(.5, Lewis's Space Trilogy 97

. eritably portrays a chaotic society founded on cupiditas rather than on
caritas. B S ] e :

Lewis’ main aim in the creation of his silent planct myth is to create
and maintain a mctqphf)r that will serve to carry in fictional form the ba-
sic tenets of Christianity, and present them frpm a non-Christian poi{n
of view and without r.cfcrcn'cc.w normal Christian symbols. The main
renor of Lewis” myth is Christian orthodoxy, his vehicle is science fic-
tion. - _ ' i

Olaf Stapledon’s position and his emphasis on the growth of spirit
was regarded by Lewis as more dangerous and no less abhorrent than
the attitude of “‘the little Interplanetary Socicties.” Stapledon’s terrible
creation, the Star Maker, who combines in one being the qualities that
Christianity divides into God and Satan, seemed to Lewis utterly blas-
phemous. That Lewis admired Stapledon’s invention but not his phi-
losophy is best illustrated in the following passage from Perelandra
where he makes Prof. Weston embody the Gernsbackian human racism
he detested: “"He was a man obsessed with the idea which is at the mo-
ment circulating all over our planet in obscure works of “scientification’
in Little Interplanctary Societies and Rocketry Clubs, and between the
covers of monstrous magazines, ignored or mocked by intellectuals, but
ready, if ever the power is put into its hands. to open a new chapter of
misery for the Universe.”’® This attack on Gemsbackian human racism

is made from a Christian perspective. Indeed. this attack as Robert
Scholes and Eric Rabkin point out, paved the way
cal considerations of the same
fiction.

Lewis recognised that Behaviourism was the real cnemy of religion
in the twenticth century. The great quarrel between science and religion
that began around the time of Galileo acquired a new impetus in the
twentieth century with science speculating even more boldly about the
origin of the universe and the descent of man. This generated a further
conflict between theology and science. The application of behaviourist
theory to human conduct was found despicable by Lewis, because it in-
volved scientists lacking values in themsclves but manipulating the val-
ues of others. This idea is given creative embodiment in That Hideous
Srrengrh where Lewis creates a scientific foundation run by power-hun-
Bry burcaucrats. This foundation threatens to usurp all power in England
3f1d attempts a brutal modification of individual human beings. ""Quite
Simple and obvious things, at first sterilization of the unfit, liquidation
of backward races (we don’t want any dead weights), selective breeding.

® real education, including pre-natal education. By real education I
“an one that has no take-it-or-leave-it nonsensc. A real education

for subsequent criti-
position made from the field of science

-

hn__.g,
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t it wants infallibly . . . it'll have to be Mainly

i ha : TSR
makes the patient W ut will get on to bio-chemical conditioning and

‘chological at first. B g
ﬁf}n‘ie enf direct manipulation of t!lc.bram. ] i
A ir

The ethical issue before Lewis in these m;“vcd'-s scc'mls .0 € 10 fing
whether or not human beings arc capable of finding \a;cs' 1o replace
those of the religion. His view is that they have not, an ml! not, be.
cause humans are fallen. They are incapable of reasoning their way to
any ultimate, be it Truth, Beauty or Goodness. ThﬂllIS why, aC(fOfdl"g to
Lewis. man must turn back to God and to lhc. teachings of Christ. Lewjs
entered the cthical debate on the issue of science fmd f'alues both wity
philosophical books like The Abolition of Man, The Problem of Pain,
and Miracles, and with his space trilogy.

For Lcwis. science fiction offered a relaxation from his true voca.
tions of literary scholarship and theological cthics. Even so, he set his
mark upon the field through his influence upon followers inside and oyt-
side his church. and through the challenge he offered science and sj-
ence fiction to produce an ethic that might contend, upon a footing of
quality, with his own Christian faith.

In The Machine Stops, We, Brave New World, and Nineteen Eighty-
Four we observe an anti-utopia which, though differing in numerous
features, is much the same. In C.S. Lewis’ trilogy, anti-utopia assumes a
new and different appearance. One reason for this change is that instead
of being a reaction to utopia from a disillusioned left. Lewis’ trilogy is
an attack from conservative, Christian right. C.S. Lewis handles in his
trilogy the anti-utopian novel in a new and different light. Lewis’ trilogy
has been considered by Hillegas “*A kind of Paradise Lost employed to
teach Christian doctrine to a sophisticated and unsuspecting twenticth
century.”®

With his reputation as a prominent Christian apologist who would
direct his attention against those unduly influenced by nineteenth cen-
tury scientism and liberalism, Lewis attempted through his writing in
his space trilogy to woo mankind away from the laboratories and the
secular reform movements. Lewis. in these novels which combine the
tracts of science fiction and utopian fiction, shows himself to be 3
propagondist for the cause of Christian Orthodoxy and its morality.

The trilogy. though anti-Wellsian, owes much to Wells because of
Lewis” strong interest in science fiction. Its Wellsian quality is first 0
all predominantly visible in the fictionalizing of travel to other worlds
which provides its chief myth. According to Lewis’ conception;
Earth, the only fallen world in the universe, has been quarantined 10 pf;:

vent the spread of its spiritual infection That is why the Earth is
“Thulcandra,’ the silent planet.
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the point of view of his own cos.mic myth, Lewis expounds

From of the Fall of Man. The theological problem, as Lewis sees

doc mepon the validity of that interpretation that sees the Fall as
jflec” e, Weston nhimself introduces the doctrine, and Ransom must an-
fortun? Whatever you do, He will make goo-d of it. But not the good He
SWer- ared for you if you had obeyed him. That is lost forever, the
had P{ep and the first mother of our world did the forbidden thing, and
first kl?lghl good of it in the end. But what they did was not good, and
He bfg}ﬂ% Jost we have not seen.”
G “< the self-confessed dinosaur, reveals in Perelandra his dislike

Lewis, f > 5 ey
for modernity and its goods. In parll-Clllfll'. he expresses his dlshke.of the

jorification of technology, the soglal 1c!ea qf equallt}f, and th? liberal-
s of the present-day theology. Ll!(c h'lS friend Tcrlknen_, Lewis tl_Jr_ned
towards medieval cultural values in his neo-medievalist enthusiasm.
From Lewis’ point of view, only a Christian standpoint enables an un-
derstanding of the paradox at the head of Perelandra that any created
thing is at once at the centre and at the periphery in the universe. For
Lewis it is only the supernaturalist who sees truly. “In the same way
and for the same reason, only Supernaturalists really see Nature. You
must go a little away from here, and then turn round and look back.
Then at last the true landscape will become visible. You must have
tasted, however briefly. the pure water from beyond the world before
you are distinctly conscious of the hot, salty tang of Nature’s current.
To treat hergas God, or as everything, is to lose the whole pith and pleas-
ure of her.”

Lewis’ anti-Wellsianism in the trilogy is deeper, much more com-
plicated and more extensive than is evident even in the caricature drawn
in Horace Jules in That Hideous Strength. This anti-Wellsianism is con-
gruent with his attack on the secularism and scientific materialism which he
sees as the greatest enemy of Christianity in the twentieth century.

L;wis' space trilogy conveys a deeply felt religious idea in terms of
a fictional frame which highlights the effective use of religious and
;1:;:1;221;5\ and techniques of science fiction. fairy tales and Arthu-
myll?::n gtﬂmupl at draw.in g cwonsln_m paral}elisms between the Christian

1e myth Lewis creates in the trilogy would tend to reduce the

Work of art (o the levels of an allegory which C.S. Lewis’ space trilogy
IS not. The evocative power of the sp ilogy 3 i ing
e power of the space trilogy 1is seen in examning
L c1lm:ms. of ‘rellgmus'and moral fanltas_v and its attributes of
other science fiction have been incorporated in it in order

to foc §
Zation{is on the negative aspects of “'the technologico-Benthamite civili-
as F.R. Leavis described it.
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If Eliot believed that the negative conditions.m: our Cl.llture do reta:
some vestiges of Christian faith wt‘uch the Chnstlg.n artist must
exploit, Lewis attempted to use ﬁcftlgn as a means o ovzercom.e the for.
mation of a civilized but non-Christian mentality by using science fig
tion as a vehicle for the expression of his reaction against liberalispy, ang
scientism.
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Towards Harmony: Social Concern in
Anne Tyler’s Fiction

SANJUKTA DASGUPTA

Jane Tyler’s first novel If Morning Ever Cjo';-nes was.publishe(.l in 1964
she was twenty-three years old. Writing consistently since then
w{f:r has published twelve novels in the course of thirty years apart
| fr?om four dozen short stories, numerous articles and excellent book re-
.ows. Her literary career (1964-1994) spans three important decades of
VIEWS. 3 § S
American socio-cultural history. But even after the publication of ,her
seventh novel Anne Tyler was merely regarded as just another writer
representing *‘the gradual decentrali]zing of American culture that char-
acterizes the post-Vietnam period.” Such a lukewarm response can be
attributed to the fact that the unpretentious format of her domestic-psy-
chological novels lacked the dynamism of her contemporary writers,
Mary McCarthy, Eudora Welty, Randall Jarrel and John Updike, among
others.

However since 1985, the reclusive, sober and sedate Anne Tyler has
become the focus of critical interest. She has been recipient of Amer-
ica’s two prestigious literary awards. She won the national Book Critics
Circle Award for The Accidental Tourist in 1985. This is also Anne Ty-
ler’s first novel which has been made into a movie. She received the
Pulitzer prize for Breathing Lessons in 1988. She has been compared
with Jane Austen, Eudora Welty, William Faulkner, Flannery O’Connor
and Saul Bellow. Critics have detected discernible traits and influences
of all these writers in her fiction.

Amne Tyler’s work is important for through her fictive world she
“mphasizes the need for a sense of harmony absent in the fragmented
:h“'es Qf her intrinsically good, av erage characters belonging primarily to

© middle class. This need is what her protagonists feel and this urge
‘:;chommoda.tion and harmony can be identified as a Positive step_t'o-
ﬂﬂvelsa mor§ mtfagrated self and society. Her domestic-psychological
pleXitieare Primarily patterned exposures of some of the common com-
S that oppress postmodern American society. The conflicts Tyler

B
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ically represented on a personal level but haye Wid

impersonal implications. Her l‘o,cl_ls of allenlion.ls lh-e average miq dlé
class American family and the social culture that 1! typlﬁFs_.

Close reading of the text ignori:}g l!lc QONCN!_IS restrictive ang oftep
misleading. “Literature is sogial institution, using as its mcldium lan,
guage, a social creation. . . . Literature 1s really not a reflection of the
social process, but the essence, the abridgement and summary of a| ps.
tory.”? Literature through the ages has recorded, assimilated ang subl;.
mated tradition. culture, innovations and idiosyncrasies. The French
historian Hippolyte Taine identifics three co-ordinates race, miljey and
moment, which determine the sociological implications of a text Re-
gional geography. history. religion. politics, the socio-cconomic power
structure have all been an integral part of literary texts from potboilers,
bestsellers to classics.

Regarding literaturc as “asocial,” “amoral™ or “transcendent” jg
attributive to a misdirected reader-response for literature assimilates so.
cial culture and tradition which become implicit and interiorized in 3
text. Historicity is an inevitable aspect of literature. The historicity of
texts and the textuality of history is a reciprocal concern according to
the New Historicism theorist Louis Montrose. Litcrature does not repre-
sent a “‘trans-historical”™ aesthetic realm which is independent of eco-
nomic, social or political awareness.

From such a point of view Anne Tyler’s fiction may be regarded as
a felicitous fusion of social and individual consciousness with emphasis
on the latter, a common characteristic of post-modern literary art. Twen-
tieth century literature reflects the “imperative inwardness of modem
socict)-'."] There prevails a marked tendency to internalize history. The
philosopher Benedetto Croce’s observations sum up the modem con-
sciousness, “‘we no longer believe like the Greeks, in happiness of
life on carth, we no longer believe, like the Christians, in happiness in
an other-worldly life. We no longer believe like the optimistic philoso-
phers of the last century, in a happy future for the human race . . . weno
longer believe in anything of that, and what we have alone retained is
the consciousness of ourselves, and the need to make that consciousness
ever clearer and more evident, a need for whose satisfaction we turn 10
science and art.”™

identifies are graph

Il
\ 1 : : !
Most of Tyler's characters are white Americans of Baltimore, .b'-l

: _ , jtis
this does not make her novels tedious or repetitive. On the contrary, it!
owing to this reason that the middle middle-class American society
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resents appears more convincing, The fixed

e rcprec alls the celebrated exchange between Darcy
110\rels ssten’s Pride and Prejudice. Darcy’s supercilio
jan neighbourhood you move in a very confined and unvarying so-
c?( » i countered by Elizabeth’s perceptive reply, ¢

ety : ; ‘But people them--
d*> alter so much, that there is something new to be observed
5

locale in Tyler’s
and Elizabeth in
us remark, “In a

gever.’ : Al , |
v Anne Tyler is never over-ambitious with her objectives and her re-

qarkable re.straim apd_ ability to restrict her self “.rithi.n her well compre-
hended limited orbit is }})ﬂhap; one of the distinctive features of her
(exts. The virtue of Tyler’s art 11e§ 1n its sincerity, While modern writers
represent §elf divorced from society, Tyler concentrates on portraying
self in society. ;

Unlike Jane Austen who excels in pre-marriage and courtship com-
plications, Tyler’s domestic-psychological novels are generally narra-
tives of marriage years after the first flush of ecstasy. The mid-life
progress novel that Tyler writes represents the daily experiences, expec-
ations and frustrations of the American family often on the verge of
disintegration. Her earlier novels explore disintegration or fragmenta-
tion but her last four novels Dinner at the Homesick Restaurant (1982),
The Accidental Tourist (1985), Breathing Lessons (1988) and Saint May
Be (1991) reveal an inclination towards a more decisive and positive
conclusion.

The novelist John Updike notices a lack of development in Tyler’s
novels as her characters do not show any recognizable evidence of
growth or change—""a tendency to leave the reader just where she found
him, Tyler’s penchant for authenticity restrains her from idealizing
the insular, average, bourgeois American man and woman leading a
placid life where involvement, shock. disappointment or happiness ema-
nate from domestic crisis or domestic harmony. Unlike the existential
protagonists of Sartre or Camus, Tyler depicts her middle class charac-
ters exactly -as they are instead of as they should be. John Updike’s cri-
ticism does not seem quite valid, for inclusion of growth or change
Patterns in her average American characters would have been a glaring
Superimposition, taxing credibility.

The plots of her novels are such that subtle variations, realizations,
resolutions and readjustments register greater positive impact than a no-
liceable change or a radical transition from the starting point. Maggie
Mpran, the prototype American middle aged mother in l}er late forties
With adult children queries, ““what are we two going to live for, all the
fest of our lives?””7 She finds the answer as the novel concludes. Sht.: i
alizes that tomorrow is a new day and her conjugal life would continue
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in the same spirit of shared love and understanding, af_lmlllailY i Sgip,
May Be lan the nonconformist detached participantteaizes, S oniorrn s
he would view this in a whole new light. _ Tomorrow 10 Tyler, g5 ¢,
Margaret Mitchell, promiscs a new beginning, holding fresh hopeg for
~ the disenchanted or disillusioned person. .

A discerning reader will discover two leyel§ of issues Competeni
blended in Tyler’s novels. The personal-familial issues form the pri
level of her texts. The non-domestic or social issues occupy the Secon-
dary level. On the primary level personal-familial _issues range from
adolescent rivalry, jealousy, boredom, lack of idealism to Matrimony,
divorce, negativism, moral and spiritual vacuum, lack of religion, secu.
lar attitude, identity crisis, lack of personal and familiar integrity,

The non-domestic social issues comprise teenage marriages, gj.
vorce, single parenthood, abortion, mugging and gangsterism, rock and
pop culture, racial discrimination and war. In Dinner at the Homesic},
Restaurant there are two references to the Vietnam War: “So she went
to linois in July, travelling with a train load of fresh faced boy soldiers
on their way (o Vietnam.””” In the second sequence Tyler writes, *on the
evening news, a helicopter crewman who’d been killed in Laos was by-
ied with full military honours. An American flag, folded into a cushiop
triangle, was handed 1o the parents.” (201) The mother speaking on the
microphone declares that they are “Strong and fine.”” One of the chil-
dren listening to the news reacts promptly, “it’s just a bunch of hog-
wash . . . she ought to say, "Take your old flag: | object: I give up."”
(201) But Tyler does not linger on this socio-political issue. Attention is
immediately transferred to some old snapshots as a ““distraction.” (202)

Anne Tyler seems uniformly reticent about social issues that she
represented. She does not qualify, criticize or make value judgements.
In Breathing Lessons the racial issue, which is very much a part of life
in Baltimore, Maryland, is presented in an indirect and subtle manner.
Though the digressive incident of Mr. Otis and the loose wheel is appar-
ently quite funny and inconsequential, but a few remarks reveal the un-
desirable background of racial discrimination which is a reality, “not
ohly was he old. . . . He was black.” (136) “He thinks we’re racist or
something and lied about his wheel to be cruel,”” (137) “Next time you
might not be so lucky. Some crazy white man going to shoot your head
off next time.”” The other non-domestic issues that Breathing Lessons
explores are the impulsive marriage of teenagers, equally impulsive di-
vorces, the misery of single parenthood affecting both child and pa“?“t’
and abortion, Tyler describes in some detail the anti-abortion picketing

in front of a nursing home, Fiona, the estranged daughter-in-law of

Maggie Moran, is seventeen when she becomes a mother. She is com
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4o bring UP her daughter wi_thgmt a proper home, job or life part.
pell nile she is as yet a girl. Statistics confirm the enormit =
apl 3 . y Ofﬂlls S0-
- pel. roblem. A recent article by Kate Muir in the Sunday Statesman
) jMe”any (Janual'}' }, ‘1)995] entitled “Virgin TelTitOI'y“ records, “One
illion American girls become pregnant every year—some as young as
g1 or 12 Half the pregnancies end in miscarriage and abortion, *
The opposit.e reaction from the Woodstock culture of sexual free-
dom is noticed 1n reccl-:nt lnov-emcnts promoting r_eturn to church, absti-
ence fron} pre-m.nnml sex, True Love Waits and Anti-abortion
campaigns in American school a.nd college campuses. Likewise, Tyler’s
acer, im.o!vemem _and (entative remedial suggestions regarding this
appalling social I}mlmse_scem to be cpitomised in her latest novel—
Saint May Be. In it the nincteen-year-old protagonist Ian is projected as
abstaining from pre-marital sex and finding peace and moral stability by
returning to the church and following voluntarily and ardently its liber-
alized regulations. '

Also, in Dinner at the Homesick Restaurant there are occasional
references to the dismal law and order situation, the dangers of carefree
rambling: “Every alley in this city is full of muggers. . . . Every door-
way and vacant building . . . every street of Baltimore.”” (243) The state-
ments in the context of the novel seem exaggerated. But in Tyler’s very
next novel The Accidental Tourist the apprehension becomes a reality.
The twelve-year-old Ethan, son of Macon Leary, is killed in a fast food
restaurant by a trigger-happy gangster without provocation. Gangster-
ism is another scrious social problem that Tyler highlights.

But social issucs occupy the periphery of Anne Tyler’s domestic-
psychological novels. Tyler’s primary concern is with the middle class
American family and the focus is on two or three generations—grand-
parents, parents and children. Tyler's scnsitive portrayal of children,
from infants to adolescents and young adults, is executed with uncanny
veracity. Similarly middle-aged parents, married and unmarried young
‘fldults, and ageing grandparents are presented with enthusiasm and art-
istry. Tyler seems to conform to T.S. Eliot’s view that the primary chan-
nel of transniission of culture is the family.

In her latest novel Saint May Be Tyler projects an extremely daring
and controversial issue—the need for religion in postmodern America.
R.estrucluring the cliched Abel-Cain biblical anecdote, Tyler’s protag?-
Mst Tan holds himself responsible for the accident-suicide (7) of h}s
eld.er brother Danny. Guilt-stricken and mortified, Ian seeks solace in
religion. He atones for his error by being a surrogate father to Danny s

e children, thereby sacrificing the opportunity for higher studies. He
Works as a carpenter in a furniture shop and Tyler emphasizes that Jesus
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himself was a carpenter. Ian exercises admirable self-restraint bty
ing from pre-marital sex, and is derisively described as “King Caref.ﬁ‘
Mr. Look-Both-Ways-Saint May Be.” (264) :
Yet when invited to be formally ordained into priesthood, [a, d
clines. Not unlike Jim Casy in Grapes of Wrath lan feels that he canyc,
be a spokesperson for organized religion. But lan feels the peeq for
prayers and visiting the church. lan’s need is cogently summeg up i
Philip Larkin’s poem Church Going:

A serious house on serious earth it is,

In whose blent air all our compulsions meet,
Are recognized, and robed as destinies.

And that much never can be obsolete,

Since someone will forever be surprising

A hunger in himself to be more serious,
And gravitating with it to this gmund.]0

Whenever he is perturbed, uncertain or confused Ian tums to the church,
“To steady himself he bowed his head and prayed. He prayed as he al-
most always did not forming actual words but picturing instead this
spinning green planet safe in the hands of God, with the children and his
parents and lan himself, small trusting dots among all the other dots.”
(266) lan’s reliance and sense of security derived from his faith in God,
may be. Tyler’s message to the perplexed and uncertain Americans is to
return to the reassurance of the church for moral and spiritual support
and harmony. Saint May Be is Tyler's bildungsroman.

Also, in Breathing Lessons Maggie Moran appears in some respects
as an unflinching seeker of harmony without realizing it. Her feminine
intuition, care and concern set her apart as a dynamic middle-class
American mother who, though leading an insular life, plays a significant
role as friend, wife and mother. Maggie Moran is neither Doris Less-
ing’s Martha Quest nor Sylvia Plath’s Esther Greenwood, but a mel-
lower and more integrated woman. She is not a self-obsessed feminist
hostile towards a complacent phallocentric society. In her we witness 10
protests, no desire for independence, no cagerness for striking out a new
path. Neither politics nor religion inspire her in anyway, yet her prefer-
cnce for a simple and happy domestic and social life reveals her as
more committed social activist than many members of women’s 0rgan”
zations.

Some of the binary oppositions which recur in Tyler’s fictive world
are masculine/feminine, complex/simple, external/internal, socid ].Je:
sonal, universal/domestic, reflective/perceptive, aggfcsswpassw ’
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|f-cC wredjcc.}m];aSSli!;?:ﬁ 1‘: hcli::cc?rgemansmk?&s and foreigners.
.ge'l % dialec[}c? approa irecte towards lllt'egra{mg__ antithesis
Ty b pegotiation and interaction in order to arrive at a synthesis
theo @ is satisfactory for many. This conscious resolution of the
W honic voices in her domestic-psychological novels is indicative of
po f,siti\’e attitude when contemporary writing is mostly evasive, am-
guoUS, ambivalent and open-end_ecél. Tyler’s characters measure out {
(heir 1ives with co-ftjec spoons, participating f.:ndlessly in such activities |
super market visits, wa}chmg TV or cooking, washing, cleaning and

Jisiting. Yet as they readjust thlemselves to l_he demands of their fami-
lies, their environment and their own cpnscnousness, they become vi-
prant individuals and also recpresentative members of middle-class
American society.

Anne Tyler writes with astonishing precision, in a quiet, unobtru-
sive, dignified style with an undercurrent of humour, seeing the univer-
sal in the particular, preserving the local flavour without ignoring wider
implications. Such a style as Tyler’s is destined to stand the test of time.
Anne Tyler’s emphasis on adjustment, reconciliation and androgyny is
not a tame succumbing to the patriarchal system; it is not a negative
process of resignation and mindless acceptance but a positive motiva-
tion towards harmony and integration. Unlike her previous novels, 4
Slipping Down Life (1970) or The Tin Can Tree (1965), in her later nov-
els Tyler shows that it is possible to step out of the self-imposed prison
of one’s self and rcach out to others in a spirit of tolerance and under-
standing. Such an attitude has a therapeutic value. Despite her overtly
passive manner of approach and style. Anne Tyler is actually a commit-
ted crusader for harmony and adjustment, the two prerequisites of a
happy family life everywhere.

Interestingly, in one of her letters to me, Anne Tyler writes, ‘1
would tend to agrec there’s more social concern in my later books, just |
because as I grow older I sec more to be concerned about—but it has not |
been a conscious literary development.” (January 19, 1995) Such a can-
did and matter-of-fact self-appraisal is rare. Anne Tyler’s ability to state
the truth simply yet convincingly is one of the singular virtues of her
texts.

! Jean Paul Sartre’s observation, “No writer is an instantancous con-
Sclousness, a pure timeless affirmation of freedom, nor does he soar
above history, e is involved in it,”!} bears out the fact that while main-
lai_ning artistic distance social concern is an inevitable part of the con-
Sciousness of a mature writer. Social concern is distinctly implied in
Anne Tyler’s later fiction and this is all the more remarkable for she si-
Multaneously maintains her characteristic artistic detachment. Alice

T
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Hall Petry’s summing up, *‘Humanists like Anne Tyler are after

all, \!e T
rare indeed™"!! is undoubtedly a perceptive assessment of Anpe

Tyler,
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[ exico-Semantic Aspects of Indjan English

KRISHNA MOHAN and CHARUL JAIN

The advent of English in Incli.a is a historical accident. As the language
of rulers, it exercised a dee.p impact on the Indian psyche and gradually
hecame an instrument of mlfalleciion, discussion and creative expres-
son. Over the years 1t acquired certain features which distinguish it
srom other varieties. The changes brought about in English because of
intense interaction with modern Indian languages are discernible at all
ihe linguistic levels. In this paper an attempt is made to identify and dis-
cuss the change at lexical and semantic levels. The study provides a
glimpse of the diversity in deviations from the British English and
throws light on significant aspects of usage in Indian English.

English, which was brought to India by Britishers to serve their im=
perialistic needs, has now become ingrained in the fabric of Indian sen-
sibility and thought process. With the spread of education in the
independent India, English spread out to the masses and now it is no
longer an urban middle-class phenomenon. Khubchandani’s contention
is that marginalisation of English is today more in terms of intellectual
paradigm than in terms of individual or regional paradigms (Bharucha
and Sarang 1994: vi). Today’s Indian society is largely a multilingual
society with English as the second or the third language of most of the
educated class. It considerably affects and influences the linguistic be-
haviour of its users. The speech and writings of Indians exhibit clearly a
stamp of English.

They have by decades of their use acquired a sufficient degree
of competence and fluency in using English and now they a.rc en-
abled to express their desires, feelings and ideas through this me-
dium, ;

A language transmits the culture, tradition, norms anfl value:s of its
Users. With the spread of English to America, Australia, Africa and
Asia, English is no longer confined to the British and it now transmits
the associations of all its users who are drawn from different reglom_‘
d have equally diversified cultures and traditions. A language comimt
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nicates the experiences and expectations ‘of it§ users. Every €Xperience
is unique and is described in terms qf situation, context, topic, logyy,
and participants—all of which are unique to every culture and socieyy,
That is, any event (say marriage ccremony) would be experienceq gj.
ferently in different cultures and its expression (00, would therefore p,
different. This phenomenon takes further credibility when supporteq by
Sapir-Whorf’s Linguistic Relativity Hypothesis. According to thig hy-
pothesis, “the structure of a language inﬂucncc§ l‘hf: world-view of its
speakers.” People perceive the Nature, organize it into concepts and gs.
cribe significance to various events on the basis of the meanings they
have assigned to each by means of their language (Whorf 1956). This,
therefore, implies that different languages of pcople inhibit them to haye
a unified experience of a particular event as their thinking processes are
shaped by the language that they use.

Bilingualism generates hybrid variety of experience and also of the
expression it results in. There is a flavour of both the cultures to a cer-
tain extent. The interaction between the cultures and languages in con-
tact plays a significant role in modification of thc languages. The
culture of the native language definitely dominates and tries to influence
the secondary language. The other language in turn too influgnces the
native culture and language through its uscrs and this leads to a hybrid
of two languages and culture.

Tradition provides a linguistic-cultural landscape in which a work
of art is produced. is understood and appreciated. To describe a culture
if we move away from the tradition, from its language and use a differ-
ent literary tradition and a different language, a hybridized literature re-
sults which can be called. in the Indian scenario, Indian-English
literature. As a language is vitally and intimately related to the basics of
its “native’ culture, it is a common understanding that its native users
have an intuitive sense of appropriateness and feasibility in that lan-
guage functions. When a non-native user employs the language. with an
evident lack of this understanding of appropriatencss, there results a
clash or a gap which has cither to be resolved or bridged. To bridge this
gap, various means arc employed which include lexical borrowings,
syntactic adjustments and semantic changes or additions. When we try
to adapt English to express cxperiences of our native cultures, we 100
have to resort to all the above mentioned methods. This process eventu-
ally leads to “Indianization’ of English.

In this paper an attempt is made to study and analyse lexico-seman-
tic aspects of what is termed as Indian English. We are aware that l!w
Indianization of English has taken place at other levels also but the dis°
cussion here is limited to the lexical and semantic levels. Since lexis and
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tics e closely interlinked we have clubbed together the devia-
gema | these levels Into one category. We have divided our findings
ﬁmlsfour sub-categories, namely, Translations from Common Mother
into - Expressions, Code Mixing, Translations from Indian Idioms and
E?lllication and Usage.

Transmtions from Common Mother Tongue Expressions

When rendering the lhoughts, feelings, emotions and ideas deep
cooted In Indian psyche ar'ld socio-cultural -ethos into English, no equiva-
fent. terms aptly expressing these is available. Translating these into
gnglish is the only recourse. Let us loo'k at the following examples of
;ranslations-which clearly reflect the Indian ethos.

gl, They did not hesitate to sling mud at each other even in public.
(Woman''s Era).

gy, “Policemen are my enemy. My blood still boils when 1 see one.”
Maya Tyagi. (India Today)

§3. If you keep track of these small small things you can improve a lot.
(Filmfare)

g4. But then 1 am not the kind 1o raise my hands on a woman and she
knows that. (Cine Blitz)

§5. No woman has ever fallen so much in my eyes. (Cine Blitz)

S6. There is a talk that the Chandrababu Naidu group might give elec-
tion tickets to all the sons and daughters of NTR. (The Hindustan
Times)

§7. So if you want to “patao’ somebody don’t talk about gefting the ce-
lestial star try something intelligent. (The Hindustan Times)

S8. Only son of a senior bank officer. (Matrimonial Advertisement)

89. Wheatish complexion. (Matrimonial Advertisement)

810, Many of you must be annoyed considerably everyday by the
amount of hoot licking that you have to do daily. (Personal Obser-
vation)

In all the sentences quoted above, we notice that there are phrases which
"_3\’8 been literally translated from either Hindi or some other Indian na-
ve language. In S1, ‘sling mud’ relates to the common saying, Ek
f‘m‘“’ o kichad uchaalna. A typical Indian phrase and its literal
Tanslation is what we have in S2, mera khoon ab bhi khaul uthta hai—
my blood sill boils. '
and .C:O" i choti baten has been translated into “small s_mall things’ in S3
urat par apne haath uthana’ gets changed to ‘raise my hands on a
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woman’ in S4. S5 is closely related to Ind'ian culture and hence th
translation from—Koi aurat kabhi bhi meri nazaron mein inq nahi,
giri. “There is a talk that’ (S6) comes from eisa kaha jata haj Aas.
man ke tare lana is translated into "getting the celestial stars’ in g7
In S8 Akela beta is ‘only son’ which has a specific significancy ;

Indian cultural milieu as it is a highly attractive p‘ff}posal for the g
family in finalising a marriage. While choosing a l?nde, some of the
ents give a significant weightage to the CDITIplCXlOI? of the girl. A
girl is preferred, normally, over a darker one. This fact is exhibiteq
through the advertisement. S9 deals with the complexion of the gip
Here gehuan rang has been translated into ‘wheatish complexion,” 1,
S10, joote chatna has been directly translated into “boot licking’ which
means appeasing someone by degrading yourself. Thus, we note that the
translated phrases in these sentences are closely related to the Indian
sensibility and do not have any English equivalent.

irPs
par-
fair

Code Mixing

As 1 have stated earlier, the Indian users of English have English a5
their second or third language. They are very efficient in switching lan-
guages—shifting quickly from the mother-tongue to English and from
English to the mother-tongue depending upon the context of situation,
the topic of discourse, the relation between the speaker and the listener.
It is often a result of the inability to find an apt term in the code being
used to convey their view or feeling. In the professional environment
where specialization is often acquired in English, everyday mother-
tongue discourse regarding the work is often interspersed heavily with
terms and expressions borrowed from English. And vice-versa—when a
discourse is being carried out in English which deals with daily life.
Hindi or the mother-tongue expressions are often interpolated in the
English sentence(s). In this process they might completely switch over
from ore code to another (called *code switching’) or they might borrow
a few words or phrases from another code and use in between the code
being used(called ‘code mixing’). While former is mostly found in oral

communication, the written communication shows an abundance of the
latter.

S1. He was back in a trice, saying Kuch nahin hua . . . Khali pair too!
gaya budhey ka . . . chalao gadi . . . and we were off again, at the
same hair-raising pace! (Woman'’s Era) Y

S2. There was a big crowd of foreign tourists waiting for darshan
the courtyard. (Woman's Era)
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[ am mulayam tovyards Mulayam Singh. (Indiq Today)
4. Govinda: “Pehlaj says he is my godfather. Agay Godfather i
kadar karni hai to, he has to behave like one, Does he expect me to
do pooja to him?” (Cine Blitz) : V&
g5. As Amit Khanna, Managing Director of Plys Channel, says it is
~seeing people who are not quite boardroom boys from Nariman
‘Point, but are not /alahs from Lalpur either!* (Business India)
g6, Itis meant solely and wholly for the citizens of Ahmedabad, a city
which boasts of being the safest in the world; in spite of its bin-
daas traffic. (The Times of India)
g7, “Arre bhai.” 1 said “one would think you’d wanted to go as far as
possible from the dreaded place.’” (The Hindustan Times)

8. Pretty gori. well versed in household affairs, (Matrimonial Adver-
tisement)

§9. JYehi hai right choice, baby. (Pepsi)
§10. “Arre. the entire junta has hazaar enthusiasm about the inaugural

ceremony par mujhe nahin lagta it will be such a grand affair,”
one of the students remarked. (Personal Observation)

S

51 has code switching where Hindi phrases are interspersed in the Eng-
lish sentence while reporting what the other person said in Hindi. Dar-
shan (S2) has a specific significance in the Indian socio-
culturo-relilgious environment and English word ‘sight’ cannot serve
here as a replacement. S3 has the word mulayam (soft) to emphasize the
meaning and intent and also to bring some wit in the remark. S4 has
code switching as well as code mixing—a rare occurrence in the written
mode. It is to emphasize the idea that a part of the sentence is rendered
in English while the other part is in Hindi. This Hindi phrase would not
be so forceful if recorded in English—"If you want to respect.”” The
same is, applicable to pooja which is “prayer’ in English but the Indian
connotation of pooja cannot be aptly captured by the English equivalent.
The last sentence has a sociocultural related term /alah—a fat business-
Man would be a near but not the exact meaning associated with lalah
and hence the word is irreplaceable by any other English word.

In 86 *free and fast’ moving traffic has been called bindaas—a
word so frequently used in the sense that it immediately creates a pic-
'Ure so clear and apt that no word in English can. The next sentence is
from 4 Playful article where attention is attracted by starting the sen-
tence in Hingdj. This phrase has a wide currency in Indian usage and ad-

fess and any English substitute would not be so effective. The
°°°u.rrence of Gori in the advertisement in S8 is an ample evidence of
¢ Importance of this in Indian marriages. Replacing gori by “fair’

M
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eyed the typical .Indi_an ethos. In S9, ‘this ig the
d B i Hindi as yehi hai which IS mOTe PESISe and attracty,
only’ is WIlSh £~ - efent. In S10, there is code SWitching ag weyy 5
than 111&? lfingh/sll zﬁl - nta, hazaar and par mujhe nahin lagata are useq
code mixing. Are .tj 1ce. It is not as if these words do not have
in the English sente language but because these words have becom,

i in the other .
equw::;?llei;tflslgdﬁllhat he speakers inadvertently use them instead of may
50

ing an attempt 10 find their equivalents.

would not have conv

Translation from Indian Idioms

An idiom is an expression peculiar to a language. 'An idiom may, at
times. be irrational. untrallslata!ale, even ungrammahca}. WebSter de.
fines Idiom as a language peculiar 10 a people or to a district, commy.
nity or class and the expressions in the usage are peculiar either
gr:immalically or have a meaning that cannot be .derwed from the cop.
ioined meaning of its clements. When an attempt is made to express any
culture related idea. then these Iidiloms best anfi most .eff1c1emly serve
the purpose. These idioms are limited or associated with only one cyl-
ture and cannot be easily interpreted by members of the other society.
Naturally. a non-native or a foreign language would not carry such ideas
and hence while using a non-native tongue, the speaker would be forced
to fall upon the repertoire of his/her native language to convey his/her
idea precisely. Furthermore, such ideas or idiomatic expressions cannot
be easily translated into any other language.

S1. The tiny hair over his body stood on end at once. (Woman's Era)

S2  “You must be able to differentiate between fair weather friends,
hangers on, social climbers, and those who indulge in vicious back
stabbing.” (Woman's Era)

S3. “As you sow, so you reap!” shrugging his shoulders the old man
turned away. (Woman's Era)

S4. “Now I can find a job and stand on my own feet.” Radha wrote.
(Femina)

S5. He took some time to fix his feet in Test Cricket. (Sport Star)

S6. Bhajan Lal refutes charge of having a hand in hawala deal. (The
Times of India)

$7. But he discards the frog-in-the-pond attitude of a typical traditional
musician. (The Times of India)

Idioms reflect the culture of 2 society and when translated into anoth;f
language lose their flavour, intensity and precision. This is what weo

L i emm e W e Sepam” e
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. from the examples listed. In S1, i
. Je ho gaye has been translated, Ty,
kha sch the idiom is lost very much in i
sutfstifule for this in English.cherh Mein chhura ghopng has
Fpetrayal and hurt. The precise conp

4 Otation is lost ip
opulﬂf saying 1s jaisa bowoge waisq hi katoge (S3

: : )- Again, this idiom
docs not have any English equivalent and convey the idea, translation
is the only means. a

When a person becomes self dependent he j

the translation,

A

b
-
3
&
C

o

pair jamana which means 'making a place of your own.” Though an
equivalent exists in English, the Hindj idiom has been retained perhaps

because it is so deeply rooted in the psyche that it dutomatically comes
when the particular idea is to be expressed.

"Not having any participation’ is idiomatiz
hona in S6. A person who does
world is called koop-mandook,
only about what is inside

ed in Hindi as haath no
not have any interface with the outside

‘a frog in the pond’ (87) who knows
and does not know anything of the outside,

Collocation and Usage

Advanced Le
tion as ‘groupin
tionary of Lan
elaborately and

arner’s Dictionary of Current English defines colloca-
g together or arrangement, especially of words.” Dic-
guage and Linguistics, on the other hand. more
precisely describes collocation as “Two or more words,
considered as individual lexical items, used in habitual association with
one another in a given language.’ Usually, every word in a language has
its range of collocations which limits its meaningful usage. Further-
Mhore, equivalent words in different languages rarely have same range of
collocations so that one’s pattern of collocations cannot be applied to
another language’s. What happens many-a-time, the user falls back upon
the word collocation of his native language. This process causes cunfl_l-
Sion and leads to mistakes because there is no one-to-one correspond-
eNce between languages in matters of collocations. As such, collocation
1S Mot a ryle governed activity and cvery pair that goes together hafs to
be individuail_v learned by the user. This is more a matter of appropriate-
1655 and usage than of correctness.

| st An early reply will be highly appreciated. (Official Document).

2. The undersigned will not be able to engage his classes as he would
; be out-of-station from—to—. (Official Document) o

3. Please do not rub the blackboard after finishing your presen

=
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al Observation) e
S4 gserhjlzlzlhu could not clear the exams last year she is giving (pe £X-

. tic vear. (Personal Observation)
S5. ??;so?lg;;:l?;ydjﬂicgry in solving th: problem, you can ask sl
clear your doubts. (Personal Ohb?ewatlpn) |
S6. Heis on leave today as his cousin expired last night. (Persop al 0
servation) i .
S7. He does not want to join politics but wants to work as g g cial
worker. (Personal Observation)

Appreciate” collocates with greatly or war mly and not with highiy, p.
dians most frequently use highly in this association. "Engage” is ugeq i
the sense of affention or time but not in the sense of class, which is
quite frequently used by the Indians. ‘Blackboa_rd’ does not collocate
with rub or wipe off. 1t goes only with c/ean but in India it is frequently
used in the former sense. "Exams’ go with sif for or fake and not wih
give or appear. It is the latter (S4) which Indians most frequently em.-
ploy in the context of “exams.’ Another collocation in context of -ex.
ams’ is that of passing. Indians often use clearing in this associate
‘Difficulty” (S5) collocates with clear away, find, have, etc. but not with
clear or feel. ‘Clear’ collocates with air or way but not with doubt or
difficulty. But these associations are very common in the Indian usage.

In S6. “expire’ is used in the meaning of fo die whereas in the Brit-
ish usage. “expire’ collocates with items as driving license, terms of of-
fice or lease. This usage of “expire’ is very common in India and is
widely accepted as a highly formal expression of anyone’s death. S7 has
‘joining politics™ as joining any other profession but in the British usage
‘join” does not collocate with duty, politics or hospital. *Join the duty’ is
another such phrase used frequently in India. Most of these collocations
listed here are the result of transference from the mother tongue.

This paper shows the wide range of changes that have been brought
about as a result of long and intense interaction between English and the
Indian languages. It is evident that English is deep-rooted in Indian psy-
che and it would not be wrong to assume that in the near future Indian
English would be considered as a major variety of non-British English.

B.I.T.S., Pilani
L.D. Arts College, Ahmedubad
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with the total route length of 62,570 Ky,

iraffic and forty percent of passenger traffic the rajlw
way since 1853, when the first train steameg ofy

dia. This expallfling backbone of the country has prised open the door to
pills, spanned river courses, linked inaccessible and remote parts and un-
derpinned cross-regional contact, ang triggered untold possibilities of
manysided interaction. The novelty of the “iron horse and its halts caught
people’s imaginalion €ven as trains criss-crossed the country.

The excitement of railway journey has been caught alive and re-
corded in literary picces by many writers since the earliest days of trav-
elling along steel tracks. Ruskin Bond’s anthology of Indian Railway
stories offers intimate accounts of journey by railway buffs and writers
like Jules Verne, Rudyard Kipling, Jim Corbett, Manoj Das, Intizar
Husain, Khushwant Singh, Satyajit Ray, RK. Laxman, Bill Aitken, Vic-
tor Bannerjee and others. Besides, there are anonymous pieces and
lively excerpts from the Indian State Railways Magazinc. These stories
unfold the romance of the railways from their humble beginnings with
slow-moving wood-fired engines to the latter-day diesel locomotives, In
all these storics the railways as an effective backdrop vitalise the action.
We notice the variety and beauty of landscape, passengers, porters, ped-
lars thrown into a new social whirl,

The anthology opens with the itinerary of Phileas Fogg—lJules
Veme's quintessential Englishman in “Around the World in Eighty
Days.” He has bet his entire fortune with the confidence that he can
cross the nineteenth century world in exactly eighty days without any
special arrangement. Armed with a copy of Bradshaw’s Continental
Railway, Steam Transit and General Guide and a carpet bag containing
twenty thousand Pounds in Bank of England notes, he arrives in Bom-
bay with his servant, passepartout. Fogg goes to the Bombay terminus
of the Great Indian Peninsular Railway while his servant is chased by
irate worshippers of a Hindu temple for entering the holy place with..his
shoes on. However he manages to join his master aboard the moving
train. Mr, Fogg’s fellow-passenger, Sir Francis Cromarty, sees in Fogg’s
Wager “a useless eccentricity, and a lack of sound commonsense:." (8)
He finds the eccentric traveller “‘a product of the exact science§” in that
he is not travelling but “traversing an orbit around the terrestrial globe,
according to the laws of rational mechanics.”

ays have come a long
a distance of 54 km. in In-

and handling two-thirds of goods

A
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The conversation between Sir Francis and Mr _Fogg i's intersperge,
with ironical observations by the former on the British policy of Tespecy.
ing the Indian religious customs. But the l.atler' is unruffled by hig Ser.
vant’s offence and sees no impediment in his plan. When the train
terminates at a point called Kholby aqd passengers are asked tq €t off,
Mr. Fogg discovers that the line is still incomplete for fifty mileg upto
Allahabad. He has to choose among such modes of conveyance 4
“four-wheeled Palkigharis, waggons drawr} by ze!)us, carriages thy
looked like perambulating pagodas, palanquins, ponies, and what noq »
(12) Least deterred by the interruption, Mr. Fogg is ready to move an
foot but passepartout suggests that they hire an elephant. When the pgy.
gain for the pachyderm gets tougher with the shrewd and “sharp-eyeq»
Indian, Mr. Fogg decides to buy the animal outright. The deal is evenyy.
ally settled for two thousand pounds, much to the surprise of Sir Frangig
at the scandalously high amount. But the impending bet has got the bet-
ter of both the master and the servant. After engaging a young Parsee
guide, the twosome continue the journey through the Indian forests, The
extract in the anthology ends here but we gather from (he unabridged
piece that Mr. Fogg did overcome all obstacles and reached London ip
the nick of time to claim his bet.

This story gives a glimpse of the Indian railways in the 1870s ang
shows the gradual penctration of the forests, farmlands and mountains
by steel tracks. More importantly, the travails of carly travelling across

villages and settlements marooned in old mores, customs and rites are
noted by the writer. For instance:

The travellers crossed, beyond Malligaum, the fatal country so
often staincd with blood by the sectaries of the goddess Kali. Not
far off rose Ellora, with its graceful pagodas, and the famous
Aurangabad capital of the ferocious Aurang-Zeb, now the chief
town of one of the detached provinces of the Kingdom of the Ni-
zam. It was thereabouts that Feringhea, the Thuggee Chief, King
of the stranglers, held his sway. These ruffians, united by a secret
bond, strangled victims of every age in honour of the goddess
Death, without ever shedding blood; there was a period when this
part of the country could scarcely be travelled over without
corpses being found in every direction. The English Government has
succeeded in greatly diminishing these murders, though the Thuggees
still exist, and pursue the exercise of their horrible rites. (10)

Such descriptions of the orient are fodder for postcolonial poleI}liCS b“:
they do not detract from the fact that the trains were railroading Vai';
tracts of India into modern ways and civilized mindset, and became

e
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process the necessary ep

more potently ﬂédustral‘is the extent tp wh;
irdled the world in the nineteenth 2 3 i
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The anthology includes two pieces by
who Would Be King” and “The Bojq >
way story to the extent that it ig
Kipling’s tale passes a mysterioy
the Mhow train to a red-haire
peachey Carnehan and Brother

S message from his fellow passenger in
d man. The two ex-soldiers—Brother
Daniel Dravot—off on a madcap adven-
e.yond the Khyber Pass. The story turns
€ in which the epic, the tragic and the far-
Also, the story supplies a wealth of illustra-
d relative discomfort in trains, the British
» or Eurasian, passengers, the unkempt junc-
tions and above all, to the dirt and splendour sitting cheek by jowl in
Native States. “They are the dark Places of the earth, full of unimagin-
able crueity, touching the Railway and the Telegraph on one side, and,
on the other, the days of Harun-al-Rashid.” (18)
Kipling suggests that the Railways have not led to any social libera-
tion or a new dispensation in these hermetically sealed states. His un-
canny understanding of Indian caste system is built into “‘The Bold
"Prentice” revealingly. A dynastic succession of sorts was seen in railway
companies in which young apprentices stepped into the shoes of their elder
relatives after learning the nuts and bolts of the job. But their- chance, as
young Ottley’s dogged and hard leaming shows, did not come till they
were well-grounded in practical knowledge of the subject. The story
graphically captures the quotidian grind of railway drivers in the days of in-
adequate support system and proud moments of their eventual placement.
The compilation has three anonymous pieces: “By Cow-Catcher
and Trolley,” *“The Bygone Days,” and “The Coolie.” The exciting
journcy on cow-catcher and strenuous life of stokers in wood-fired en-
gines are movingly detailed. “The Coolie” tells the story of an old por-
ter dislodged by the conspiracy of other coolies and finally rehabilitated
by a Mem Sahib whom he rescues from a fall. This class of workers liv-
ing by the sweat and slog owes its formation to the railways and remains
unchanged in many ways from the late nineteenth century till now. With
“The Bygone Days™ we come to the operation of the Eastern Bengal
State Railway when train journey has become fairly fast, converli_ent -and
dependable. Lines have been laid farther afield. With the briage on
Padma, Siliguri is connected to Calcutta, cutting down travelling hours
taken carlier by Bhagalpur-Karigola-Pankhabari routé. “Khus-Khus tat-

out into “an allegory of Empir
cical are finely balanced 3
tion to class gradations an
prejudice against the native
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& ; il lamps™* for light are thiy
L . . eans and “‘leaky castor o1 ' i
e i e:egll;: lel}:rence to Darjeeling Hlmillayan Railway indicateg
of the past. ritten after 1881.
et been written

thal the plece muSS:e:?:;e‘.Snow_Leopard” recounts Su-angc encounters in

‘ Flora ‘fmnfo \nforeseen exposure 10 things far beyond th.e immed;.
trains lea(}:rl‘%e of many PaSSENgers. Alongside the expansion of the

dez, an engine dr
.+ ore in short supply, as John Fernandez, fiver
e k oprolm Fernandez’’ taken from a 1932 issye of

_The story “The Luc : : ; .

ﬁlnd;mian State Railways Magazine, brings out how engine drivers make

e ith low salary. However there is no rcfcrcn?e as yc.t to any unrest or
i ' ets over his financial worries for celebratip

tation and John Fernandez g¢ :
zli?.%lg?;:'c:vith a chance catch of injured dogs and venison on Westem Ghats,

Part 11 of the anthology incl,ud.rf railwa_\i,sw‘ries pllbliSl}e?d ;,,ft?f. i
dependence though Jim Corbett s LOY?“?’%‘hVi;;OT Bannerjee’s The
Cherry Choo-~Chhoo,” and Rqskm Bond’s ¢ Woman on P}atform 8”
have their seiting way back in pre-Independence India. Jinvs story of
handling the movement of trans-river cargo at Mokan_la Gha} in Bihar in
the early years of the twentieth century is replete with a different per-
ception of India and the Indians. He took on ‘Ihe chlallCﬂgc of a dcad-end
job and excelled in it by bchc11d1ng the native railway functionaries in
the lower hierarchy and winning over the loyalty of the local workforce.
He identified himsclf unmistakably with Indians and did not allow his
white skin to bar a close rapport with them. The story suggests that the
British could command the loyalty of Indians as their benevolent pa-
trons. as Jim did in sorting out the bedlam in the shed.

“The Cherry Choo-Choo’ takes us to the arrival of steam engine in
the Teesta valley in the north-east of India. The story refers to the short-
time experience of the Sikkimese and immigrant Tibetans with “shining
metal bird with a long winding tail, descending flightless™ along the
banks of Torsa beyond the Teesta valley. The track in the tropical out-
back pioneered by Master Bridges fell into disuse as it had no commer-
cial back-up to sustain the operation of trains. Ruskin Bond’s story with
its scenic backcloth of Ambala station in 1946 shows how strange char-
acters have found their prime patch around platforms. The inscrutable
interest of an old woman in mothering the twelve-year-old narrator in
his lonely moments forms the mainstay of the story.
~~ The finest railway story in this collection is Khushwant Singh's
“Mano Majra Station” extracted from Train to Pakistan (1956) at @
very tense and moving moment in the novel. The railway train running
F:etwccn India and Pakistan bears marks of the partition trauma by carm*
ing the influx of migrant population across the Punjab border. The spof*
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e of curiosity, awe and apprehensig

n. The are k : it
/ s, Banta Singh, through a policem y are asked by the head

. ‘ an 10 pile up wood and kerosene
oil at the station. Communal relatiopg in the village have not suffered a
rench in that Imam Baksh, the Muyllap

of the mosque, still
espect of the villagers. Towards the q commands

: : end of the story the dazed villagers |
giscover that the train carried dead bodies from Pakistan, The wholegvﬂ- !
lage including Imam Baksh pouring into the Slation premises since

morning gets “'stilled in a deathly silence,” |

Another interesting railway story in Bond’s anthology is Satyajit :
Ray's **Barin Bhowmik’s Ailment” in which two kleptomaniacs happen
(o travel twice together after a gap of nine years by an incredible coinci-
dence and indulge their compulsive urge to steal. Barin Bhowmik !
bumps into Pulak Chakravarty on board a Delhi-bound train whose
peautiful clock he had lifted when the train pulled up at Patna station in
1964. Both are again fellow passengers but the latter does n
him now. Yet Barin Bhow

He feels so guilty th

ot recognize
mik grows suspicious and fears identification.
at he pretends ignorance of their common acquain-
fance, Nitish Bhowmik, whose name is dropped by Pulak. Gradually, |
during the course of journey, struck by remorse and moved by the nice |
behaviour of his travelling companion, Barin finds it too difficult to dis- |
miss his conscience and makes a clean breast of his act, restoring the |
clock to its owner. The climax of the story reaches when in a conversa-
tion Nitish Bhowmik recalls Pulak as a compulsive thief. Barin discov-
ers to his discomfiture that he too is relieved of a few things. Both of
them break even by outwitting each other in the course of train journey,
While R K. Laxman in his “‘Railway Reverie” catches a moment of
feverish hurry to board trains and then leisurely pace of life at loose
ends thercin, Manoj Das and Intizar Husain in “The Intimate Demon”
and “A Stranded Railroad Car” respectively narrate variegated experi-
ence of their encounter with the motley crowd of passengers, pedlars
and pilgrims that has begun to encamp platforms and crowd into trains.
Husain migrated from India soon after the partition in 1947, but he
grounds his storics in the locale, ambience and tradition of the undi-
Vided subcontinent, His nostalgia and resort to memory gives a tanta-
lizing quality 1o this railway story. Manojit Mitra’s 9 U_P” too evokes
the picture -of gossipy social crowd at stations, activating lltfle non-
Places with the arrival and departure of rains. The rumourfad arrival of a
film star by 99 Up electrifies the whole village. People mill around and -




122 The Indian Journal ofEugﬁsga.g; lies

Jostle at the platform as the train steams in. But ﬂt‘ley &tlhre.evenmauy dis.
appointed as the disembarking passenger is none but their al] t, famj).
i wner. X

© cﬁehn;sal}?g:fb?r Arora Goes Metric,”” Bill Aitken, a Tailway bygs
joumnalist, recounts his ride across the desert on the n.ewlook Steany
hauled Palace on Wheels under the pseudonym of E?alb-lr Arora, Ty;
relatively recent write-up on railways in this compilation TeMinigge,
about “‘unfrazzled life™ and soothing access to wider Cultural Cireyjy
along metre gauge. Bill prefers the music of metre ga.ugc to the speed of
fastline BG track, even at the cost of being cramped in plebeian Circu.
Stances. He has captured the romance of “palatial pickings” aboard th,
POW and interwoven captivating vignettes of the Rajasthan degery and
the rugged scenery surrounding it.

These stories offer eloquent evidence of the fascination that Writerg
have for the teeming and varied life in and around trains. Surely the 1y,
dian literature of railways must be in millions of words lying in novelg,
poems, films and travelogues and await further compilation ang fuller
evaluation. Unlike Australia, where “the railway has not caught the
imagination,* trains and stations have gained considerable Narratolog.
cal advantage in India. The journey along railway tracks is a fine vehicle
for these writers to convey the diversity and richness of Indian life, The
variety of Indian landscape, its changing contours and the mobjl
evoke a vibrant India in the throes of phenomenal change. Mark Tully,

in his review of Ian J. Kerr’s book. Building the Railways of the Ra},
notes the pre-eminence of the railways:

“It was the Railways, not the In-
dian Civil Services, that formed the ste

¢l frame that held India together
under the Raj. They moved goods to integrate the tconomy admittedly
all too often to integrate it with the British economy,

By opening up the interi
with new ideas, the railways i
dian situation. The railway storics have captured the essence of this noy-
elty with the changing flavour of the milicu and the landscape. Quite a
few stories in Bond’s anthology pulsate with the rhythm of the rails; those
that do not, reflect nevertheless, as Paul Theroux and Steve McCurry have
said, a dynamic, energetic and powerfy] ingredient in Indian life 6

NOTES
l.  India, Country P

rofile, The Economist Intelligence Unit (London, 19%4-
95), p. 44.

2. Jeffrey Richards and John M. MacKenzie, The Railway Station: A Social
History (Oxford U niversity

Press, 1986), p~348.
3. Mark Pafford, Kipling s Indian Figio, (London: MacMillan, 1989), p. 32-
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D.S. College, Katihar MURARI PRASAD
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M. Sarat Babu, Indian Drama Today. New Delhi: Prestige Books,
1996, 160 pp. Rs. 300.

Indian Literature in English Translation happens to be a ncglec?cd field
on account of both paucity of translators and indifference of Indian qu-
lish critics. It is, therefore, high time for Indian English critics to rectify
the situation. In a multilingual and multicultural country (shall I say
subcontinent?) like India, the responsibilities of the community of crit-
ics is very great. There is a great need for bridging the gap between In-
dian Literature in English Translation and Indian English Literature in
order to enrich the over-all Indian critical sensibility and to see the es-
sential unity in the bewildering diversity. Both in Indian Literature in
English Translation and in Indian English Literature, fiction enjoys the
lion’s share of critical attention whereas drama has suffered undeserved
critical indifference. The number of critical anthologies and books on these
two fields can be counted on fingers. Scholars like MK Naik, Sudhakar
Pandey, Freya Barua, Krishna Bhatta and Veena Noble Das have done ad-
mirable pioneering work in this direction, M. Sarat Babu’s book is a very
welcome addition to the realm of Indian Drama in English Translation.

The most important aspect of the book Indian Drama Today is its
freshness of approach so rare in the field of Indian research. Unlike
many books on Indian literature which are hung up on sleek studies of

plot and characterisation and vague impressions, the present work cap-
tures our attention by its

interdisciplinary approach. Sarat Babu has a
beautiful and acceptable conceptual framework borrowed from the
‘transactional analysis’ sch

ool of psychology which belicves in the view
that human beings suffer from alienation on accoun

t of six kinds of cul-
tural deformities like gender deformity, mental deformity, physical de-
formity, social deformity, political deformity and spiritual deformity,
Sarat Babu illustrates this socio-psychological theory with appropriate
examples from the plays of Mohan Rakesh, Vijay Tendulkar, Badal Sir-
car and Girish Karnad. All these Plays take on a new look and signifi-
cance when viewed against such a backdrop of social psychology and
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enable the reader to think afresh on them. Logical organisation, clarity of
explication and lucidity of language are evident on every page of the book,
Sarat Babu deserves our hearty congratulations. Behind the systematic op.
ganisation of ideas and tidiness of presentation can be felt the presence of
an able supervisor like Professor K. Venkata Reddy. One }A!ishes for many
more fresh approaches like this from other Indian scholars in future.

Karnatak University, Dharvad BASAVARAJ NAIKAR

Vikram Chopra, ed. Shakespeare: Varied Perspectives. Delhi: BR,,
1996, 468 pp.

If contemporary collections of critical essays on Shakespeare were to be
characterized. each by the particular excellence which distinguishes it
from other collections, we must allow the Chopra volume the praise of
variety. Hence, the appropriateness of the title: Varied Perspectives,
There are thirty articles in all which have been brought together under
three different categories: the cultural perception of Shakespeare; his vi-
sion and art and his individual works. Most of the contributions are by
Indian scholars of Shakespeare and quite a few contributors happen to
be foreign scholars. This in itself lends variety to the Varied Perspec-
tives. The volume carries a perceptive foreword by Kenneth Muir, to
whom it is dedicated.

The first cight articles are devoted to the cultural perception of
Shakespeare. For D.C. Biswas ‘Shakespeare has given distinct speech
habits, pronunciations, mannerisms to make the typical racial specimens
come alive on the stage.’ A H. Hoenselaars concentrates on Shake-
speare’s non-English characters who have attracted a considerable
amount of critical attention in their own right. Extending Johnson’s dic-
tum that ‘Shakespearc’s Romans are not sufficiently Roman’ one can
venture (o suggest that his foreigners are not sufficiently foreign.
Johnson’s point is that Shakespeare’s characters are human beings first
and then Romans or Englishmen or something else afterwards. One of
the greatest paradoxes of the Renaissance as a movement was that while
the Englishmen maintained a distinct national identity, they were will-
ing to bury their insular characteristics when it came to the question of
absorbing cultures and influences other than their own. This is evidently
reflected in Shakespeare’s presentation of foreigners and national ide-
ologies. Hoenselaars is most convincing when he argues that at times ‘it
is not nationality that determines the language spoken, the language spo-
ken determines the stage nationality, as in Henry V and Henry VIII. In
the vast palace called Shakespearean Drama, K.N. Iyer unlocks for us
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v ‘mansions with the ‘open sesame’ of ‘Shakespeare as Brahma-

many :
: ani.’ While none can deny that there is something in Shakespear®

thich is analogous to the vedantic philosophy, treating Shakespeare as a

yedantin seems to be a littlc far-fetched. Yoshiko Kawachi is in a posi-
jon to study how Shakespearean plays got absorbed and assimilated
into Japanese literature and culture. Shweta Khanna shows how the an-
cient occult science of astrology forms an integral aspect of Shake-
speare’s works. R.A. Malagi has traced the classical antecedents like
plato, Homer, Virgil, Dante and Petrarch by absorbing which Shake-
spearc became the classic of classics. B.S. Naikar traces not only the-
matic similarities but a few technical similarities between Kalidasa’s
Shakuntala and Shakespeare’s Pericles. Jyotsna Singh examines the re-
ception of Shakespeare in colonial and postcolonial India.

In the second section, devoted to Shakespeare’s vision and art, there
are seven articles in all. Asloob Ansari offers an existential view of
Shakespearc’s characterization by resorting to Sartre’s terms like ‘sym-
pathetic antipathy and antipathetic sympathy’ and applies this to Shake-
spearc’s comedies as well as tragedies. Viswanath Chatterjee, while
analyzing Shakespearc’s tragic heroines, finds the key to Ophelia in her
weakness. to Cordelia in her fortitude, to Lady Macbeth in her wicked-
ness, to Desdemona in her virtue. Amaresh Datta demonstrates how in
his last plays Shakespcare transforms the tragi-comedy of thc Beaumont
and Fletcher variety into dramatic romance, in which ‘the idea of the dy-
ing discord and emerging harmony’ is reinforced by strange and solemn
music and musical imagery. R.A. Dave concentrates on Shakespeare’s
vanishing characters; for him ‘Vanishing in Shakespeare is more than a
dramatic device. It is a metaphor of the eternal cycle of life and death
and rebirth.” Howard Felprin focusses against a background of editorial
controversy and a backlog of accumulated commentary the romantic
bardolatry of Shakespeare. Ruth Vanita examines how ‘elegy and epi-
taph in Much Ado and Cymbeline work to shift attention from the ques-
tion of female chastity to the question of the presence or absence of
male remorse.” Robert Weimann shows that ‘whatever authority was as-
sociated with the world of play’s text as a dramatically represented and
performed world would, after its ending . . . be absorbed as part of an
oral culture of memory.’ Dramatic representation would now be at the
disposal ef the audience as they are about to retumn to a different system
of discourse and authority.

The third section consists of fifteen articles devoted to individual
works. Vikram Chopra reconsiders L.C. Knights’s famous essay ‘How
many children had Lady Macbeth’ with reference to Lady Macbeth’s
breast-feeding and Macbeth’s desire for progeny. R.K. Kaul points out
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that the title of Rymer’s essay ‘A Short View of Tragedy’ is misleading
because Rymer questions Othello’s right t0 be called a tragedy. It jg
more like a farce. Sikander Lal argues that 1ago’s tragedy is that of <5
deliberately sealed surface.” Swapan K. Mukhe[]ee.subjects to scrutiny
Hamlet’s conscience which makes a coward of him, thqugh he doeg
wreak vengeance on his uncle with due honour. S. .Nagaragan interprets
some aspects of love in A/l's Well that Ends Well in the light of Vedic
myth, Platonic philosophy and Zen Buddhism. K. Venkata Reddy stug.
ies the dispute between Othello and Tago as that bzllsed on class conflict
Marvin Roscnberg re-interprets King Lear by going beyond the Frey.
dian concept of dream-wish opposites by exploring in depth the arche.
typal fantasy involved in child-parent relationships. Divya Saksena
responds to the inco:aprehensible and illogical behaviour of Troilus and
Antony who take into account points of view which are supplementary,
complementary and multifarious aspects of the same vision. Bupen-
dranath Seal examines the pervasive life theme in King Lear in which
Lear is not only a part of a family to which Goneril and Regan belong
but also a part of the entire kingdom. S.C. Sengupta approaches the ethi-
cal dimension of The Winter’s Tale with reference to the values of
Beauty and Truth. Poonam Trivedi offers a feminist reading of the
Greek camp welcome scene in Troilus and Cressida with special em-
phasis on androcentricity. Rajiva Verma focuses on winners and losers
in Macbeth and Antony and Cleopatra. For him Macbeth and Lady Mac-
beth are failures. whereas Antony and Clcopatra make a success of their
relationship even if they fail somewhere. S. Viswanathan examines 4n-
tony and Cleopatra by paying attention to Shakespeare’s deliberate dra-
matic self-consciousness through the deployment of theatrical devices
and metaphors like performance, play-acting, role-playing, aesthetic dis-
tancing and disengagement. Stanley Wells recaptures for the readers
Barry Kyle’s 1986 production of 7wo Noble Kinsmen at the Swan Thea-
tre. He shows how Barry Kyle demonstrated the relationship between
the play’s main plot and its sub-plot which considerably enhanced a
critical understanding of the play. Vikram Chopra sees in King Lear a
synthesis of two varicties of compassion, Christian and Hindu. He
demonstrates how Shakespeare’s inclusive vision combines the
purely beneficent mode of compassion as symbolized by Christ and
the benign as well as the valiant mode of compassion as symbolized
by Krishna.

The greatest merit of the volume is its comprehensiveness and it
must be pointed out that most of the articles in the volume aré de-
lightfully free from academic cant, theoretical bias and critical jarr
gons. The volume shows that Indian scholars, like their westerm
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counterparts, have certain well-defined perspectives on Shakespeare
which scholars cannot willingly ignore.

Bombay S. KANDASWAMI
Chennai USHA MAHADEVAN

p. K. Rajan, Mulk Raj Anand: A Revaluation. New Delhi: Ar-
n01d§1995-

gince the publication of Untouchable (London: 1935) sixtly years ago, the
fictional craft of Mulk Raj Anand has attracted a host of academic critical
assessments, of which the latest and perhaps the last, is the recent appear-
ance of Mulk Raj Anand: A Revaluation by Dr. P. K Rajan (New Delhi: Ar-
nold Associates, 1995). This criticism pairs off various fictions by offering
a thematic link to them as a connection to further comparative comments. It
brings Untouchable and The Road (1960) together as realist and fabulist,
Coolie (1936) and Two Leaves and a Bud (1937) are joined as tragic and
romantic, The Big Heart (1945) and The Old Woman and the Cow (1960)
unite under linear and parabolical, Private Life of an Indian Prince (1953)
and Death of a Hero (1963) combine as political and Lyrical whilst the

Lalu Trilogy is trcated as historical and mythical. It excludes any discus- .

sion of the prolific autobiographical series, The Seven Ages of Man and La-
ment on the Death of a Master of Arts (1938).

Raian reveals in, his introduction the perception of a basic conflict
in the author’s political position, overtly advocating a revolutionary
Marxist approach but covertly allowing himself to be positioned as the
“representative voice of Indian liberal democratic tradition” (151). He
enlarges on his perception that this split in Anand’s political allegiance pre-
vents unequivocal endorsement of either strategy for change and produces
an overarching humanism which is conditioned by an allpervading ambiva-
lence. This humanism also divides itself into two parts, proletarian in the
carly fiction of the prelndependence era and decidedly universalist in Ne-
hru’s India. Anand’s humanism also subsumes the rationalism of scientific
materialism and the emotional intensity of religious metaphysics.

He identifies Anand as a synthesiser of narrative forms based on so-
cial realism and tragedy from the West and the epic, the moral fable and
the folktale of the Indian classical tradition. His novels express this
process of synthesisation and indicate the tension induced by the tenta-
tive melding of these sources. Rajan echoes Bhabha’s theory of hybridi-
sation herc. The question then arises whether he has adequately
researched this important postcolonial criticism, but this seems can-
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3 ' Anand’s fictions as metaphorie « :
: his interpretation of taphoric. :
celled otltr?Ymic Rajan claims Untouchable (1935)asa carefuuy;&m “-
than metony= closest to achieving this themeform l!m e 8

ination cOMMES . I
-researched work of scholarship. Dr. Rajan hag ﬂlor i

Jier critical commentary by incorporating the e
Anand scholars as Saros Cowasjee, Alastair Niv-s
mes quite close to the issues and Pi‘Oble;;?s '
presented by Arun Prabha Mukher,jee: in “The Ex?lusions of Posteo],.
~ial Theory and Mulk RaJ Anand’s *Untouchable’: A Case Study” i

: 1y 1991). His analysis problematises t_he VEry same concer
Ariel (July and agency that she articulates. The five Yearsd?_‘

voice, subject position an¢ : : ; _
Jay between the cornp‘let_wn_ of .hlS.ﬁIeSlS Lfmd its p.roducUon in book. |
length form in this publfc_auon indicates_his analysis of th?,se | issues
preceded Mukherjee’s critique but quoﬂuna.teiy lagged behind her artj. (
cle in bringing this discussioll to a wider audience. _ \
Although humanism and ambivalency underpin Rajan’s argumen
he often conflates the two terms into either humanistic ambivalency @
an ambivalent humanism. Are these two so easily interchangeable? Hig
stress on ambivalency again points to Homi Bhabha's critical pe'fcep_'
tions. He then compounds this shifting of signifiers in describing Hari
Shankar of Private Life of an Indian Prince (1953) in this statement, .
“he projects the novelist’s universalist, ahistorical humanism, by em- |
phasizing the Hellenistic view of man, irrespective of class or creed, as. '
the supreme of all creators.” (161) This mention of universalism finally
finds more explicit expression in Rajan’s summing up when he inadver-
tently slips this comment into his conclusion, “the alternation in Anand |
between a class humanism with its championing of the proletarian .
cause, and a humanist universalism with its ubiquitous compassion re-
gardless of class considerations, is well manifested in the novels dis-
cussed.” (176-77) This slippage into universalist: theory overrides
previous intentions that scemed determined to avoid universalist stand-
ards and seriously undermines an admirable attempt to assert a new di-
mension to critical overviews of Anand’s writing.
This book is a valuable addition to the critical cataloguc of Anand’s
work and provides a welldocumented research aid for scholars and stu:
depts. Its lucidity and coherence of structure make it one of the better
guldes to investigation and clarification of Anand’s unconscious Mmo°
tives and purposes. Its advocacy of hybridity and ambivalence con
utes substantial support to certain postcolonial critiques. One would have
hoped for more development of Third World connections, especially a1 &5
rican one, to widen the postcolonial perspective to this analysis.
A

aesthetic comb

This is a well
oughly covered €ar
“of such noteworthy
and Marlene Fisher. He co
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