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Editorial
R.K. DHAWAN
The 47th All India English Teachers' Conference being T held at the University ofLucknow on 27-29 December 2002 is a momentous event as the first session ofthe As-sociation was held in Lucknow only in December 1941. The firstconference had only eighteen delegates, prominent among whom were:Professor Amarnath Jha (President), Dr. N.K. Siddhanta (Secretary), Mr. R.R.Shreshta (Local Secretary and Editor). Pro-fessor V.V. John, Professor A. Boseand Professor S.C. Deb made great efforts to launch a literary journal and thefirst issue was released in 1960, with Orient Longmans as its publishers. Sincethen, IJES has made big strides and currently it is perhaps the most prestigiousliterary journal in the country. Having said so, let us take stock of the position ofEnglish literary studies in India. How much India has contributed to theinternational Eng-lish literary studies?
Indian literature is both single as well as pluralistic. One does wonder whetherthis literature, written in many languages, can be considered one literature.India is a country with many states and languages. But in spite of its bewilderingvariety and diversity, India has continued to be a nation down the centuries. Asurvey of the panoramic history of Indian literature, from the early times to thepresent, reveals a running thread of continuity against the background ofregional diversity. The regional lan-guages of India have had a free andindependent growth through centuries, absorbing what they liked from Sanskritand Prakrit and Persian and English. But they also reveal the underlying unity intheme and design. If analyzed deeply, they have re-sponded in the same fashionto the many religious, cultural and political movements that swept the countryfrom time to time.
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Dr. S. Radhakrishnan was not far from truth when he empha-sized that Indianliterature is one though written in many lan-guages.
Creative writing in English, written in South-Asian (SAARC) countries, namelyIndia, Pakistan, Bangladesh and Sri Lanka, has come of age. Since 1981, whenSalman Rushdie re-ceived the prestigious Booker Prize, South-Asian writershave achieved spectacular success. A number of them have emerged as majorliterary figures on the international scene. These include Salman Rushdie,Vikram Seth, Amitav Ghosh, Rohinton Mistry and Anita Desai from India,Tasleema Nasreen and Adib Khan from Bangladesh, Hanif Qureshi and BapsiSidhwa from Paki-stan and Chandani Lokuge, Yasmine Gooneratne and MichaelOndaatje from Sri Lanka. A critical examination of the litera-tures produced inthese countries reveals that there is a variety of themes in them and the mostimportant of these is culture clash.
Another theme most popular with these writers is the projec-tion of the imageof woman in their writings. The position of woman in any given society can betaken as a mark of the prog-ress of civilization, or to use the words of eminentsociologist Juliet Mitchell as the 'idea of human advance'. Indian fiction. since itsorigin more than a hundred years ago, has dealt with the position of woman insociety. This is true of the very first novel in Urdu The Bride's Mirror: A Tale ofLife in Delhi a Hundred Years Ago, written by Nazir Ahmed. The novel sold over100,000 copies within a few years of its release in 1869. It was translated intoEnglish by G.E. Ward in 1903. Again, Indulekha by Chandu Menon focuses onthe image of educated and cul-tured Keralite woman of the times. Published in1890s, the novel advocates freedom to women to choose their partners if theywant to have successful marriages.
Indian novel reached its zenith of glory when Arundhati Roy received the BookerPrize for her novel The God of Small Things. Roy has achieved the status of acelebrity with the publi-cation of this maiden novel. There are several reasonsfor the popularity of recent books published by Indian writers in India andabroad. One of the several qualities a book needs to have is
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its capacity to capture the imagination of the readers. In other words, the mostpertinent question is whether the book is 'read-able'. The fiction of R.K. Narayan,Mulk Raj Anand and Anita Desai has caught the attention of the audience forone or the other reason. Quality production, effective cost structure and easymobility have given a boost to the sales. Books are now treated as products ofa corpus culture, to be bought and sold with frenzied efforts. For example, theIdea of India, a diasporic book of Indian-born Oxford professor Sunil Khilnani,has been listed by The Guardian among the best ten world books published inthe recent years.
It is mainly in the area of fiction that Indian writers have achieved a greatsuccess. An appraisal of Indian drama shows that drama in various languageshas shown a marked development, it has not done so in Indian English. Veryrecently, Indian drama has shot into prominence. Younger writers like MaheshDattani and Manjula Padmanabhan have infused new life into this branch ofwriting. The forty-year-old Bangalore-based Dattani has published forceful playslike Where There is a Will, Final Solutions and Tara. Padmanabhan's Onassisaward-winning Harvest has achieved worldwide acclaim. In poetry, writers likeNissim Ezekiel, A.K. Ramanujan, Shiv K. Kumar and Jayanta Mahapatra havemade a remarkable contribution. Many of our writers have been prescribed inthe syllabi in the west. In fine, India has contributed significantly to the worldliterature in English.



Language and Meaning: A Structuralist and Poststructuralist Study
KUMAR MOTI
Language speaks, Man Speaks only insofar as he artfully 'complies with'language.
Heidegger
Since the 1960s there has been a great revival of interest in linguistic studies.Many fundamental assumptions of lin-guistic theories have been questioned,However, one as-sumption, which continues to hold sway, concerns the functionof language in the communication of meaning. What determines meaning?There is no one, simple answer. Traditionalists say that the meaning of anutterance/ text is what speaker/ writer means by it. According to this view theintention of the speaker/writer determines meaning. Structuralists say meaningis in the text as if meaning were the products of the language itself.Poststructuralists claim that it is context what determines mean-ing. A corollaryto this assumption states that we have to look at the circumstances or the socialand cultural situation in which the utterance/text is constructed/produced.
Let us try to examine what Structuralists and poststructural-ists say aboutmeaning? Onemay ask here a question: what is structure? It is said that no wordcan be judged in isolation. Its true meaning may be determined when it is usedin a sentence where it acts upon by other words. Structures are the basic un-derlying patterns on which sentences and sequences of sentences are built. It isgenerally found that the Indian teachers and the students of English languagedo not take proper care of the basic structures, as if they were teaching andlearning the native lan-guage. We cannot master the language unless we arenot ac-quainted with central framework upon which hang the countless
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variations of usage. These structures, in fact, are the moulds into which thesentences of the language are cast for the communica-tion of meaning. Thepatterns of arrangement of words into sen-tences and the patterns ofarrangement of parts of words into words are its grammatical structure. Thesmallest language unit that produces a complete communicative utterance isthe sen-tence. We speak and write in sentences, not in words. Sentences aremade up of patterns of arrangement of word groups, words, stress, intonationetc. These patterns of arrangement have mean-ing over and above that of theindividual elements of the sen-tences.
Ferdinand de Saussure, however, describes structure in the same sense as wesay a building is a structure. If we take away one brick from a building, the wholebuilding will not collapse. We have undoubtedly made a structural alteration.Consequently cracks will begin to appear. For bricks need other bricks to sup-port the structure. It may be noted that a structural alteration to one buildingaffects just that building and no other. To him, this is the case with structure ofa language, which he termed as langue. It seems to be misleading because wenormally think of a building as a structure made of pre-existing bricks, planksand cement etc. But Saussurian structuralism has a different idea aboutstructure. The crucial feature of his structure is that it itself creates the units andtheir relation to one another. In support of his notion, he used to give an analogyof chess game. If we enter into a room where a chess game is being played it ispossible to understand the play simply observing the position of the pieces onthe board. We need not require knowing the previous moves of the pawns,bishops and knights. Chess is a game, complete in itself. This completeness doesconfer on the individual pieces their separate but interdependent roles. Nodoubt, without pawns, or without bishops, or without any other pieces chesswould be a different game. But more notably, without the game a pawn or abishop cannot be identified as constituent elements (chessmen) of the chessgame. Chessmen do not exist outside the context of the game. Similarly there isno linguistic sign outside the context

12
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of its structure. This concept of structure is a holistic concept: the constituentparts do not exist independently on the whole.
Language is always organized in a specific way. It is a sys-tem, or a structure,where any individual elements are meaning-less separately. The language thatexists at a particular time is described as a system. Saussure calls it langue.Langue does not exist apart from any particular manifestation in speech. It is anunderlying system on the basis of which speakers are able to produce andunderstand speech. Saussure's concept of parole is the actual and concrete actof speaking by an individual. It is a personal and social activity, which exists at aparticular time and place. David Birch argues that "Langue is Saussure's virtualworld and parole his real world. People do, however, live and talk in real worlds-real in the sense that they are socially, cul-turally and institutionallydetermined.. In order, therefore, to be able to talk about how meanings areproduced in such a sys-tem, a theory of actualization has to be determined."
Structuralism, thus, seems to be based on the assumption that if human actionshave a meaning there must be an underlying system of distinctions andconventions which makes this mean-ing possible. The actions and events aremeaningful only with respect to a set of institutional conventions. Various socialcon-ventions make it possible to marry, to write a poem, to produce ameaningful utterance. It is argued that such a network of social and culturalstructure is composed of a set of symbolic systems. And this system consists ofa signifier/word/sign and a signi-fied/concept/meaning. They are not two thingsbut two aspects of the same thing. Of the relation between the two, however,Saussure argues that "The relation between the signifier and the signified is amatter of convention: in English language we con-ventionally associate the wordtree with the concept 'tree'."
Both the signifier/word and the signified/meaning are de-scribed themselves asconventional divisions of the plane of sound and the plane of thoughtrespectively. Language seems to divide up the plane of sound and plane ofmeaning differently. Saussure says, "Each language cuts up theworld differently,constructing different meaningful categories and concept."

13
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English language, for example, distinguishes book, pen, pencil, pan, pain andpun on the plane of sound, as separate signs with different meanings. ButSaussure argues that if words stood for pre-existing meaning/concept, theymight have same equivalents in meaning from one language to the other: whichis not found at all. Rather he says that "the structures of language affect and in-fluence our perceptions of reality." Each language is, therefore, a system ofconcepts as well as forms that organizes the world.
It is noted that any structure/sentence is a sequence of signs. Each signcontributes something to the value/meaning of the whole sentence. At thesame time, each sign contrasts with all other signs/words in the language.Linguistic unit generates con-cept/ meaning not because it refers to the objectbut because it differs from other objects of the system. For example, a word'book' gets its concept not because it merely refers to an object but because itdiffers from other units such as pen, pencil, pan, pain etc. Saussure argues that"concepts are purely differential, not positively defined by their content butnegatively defined by their relation with other terms of the system." In fact, weare so accustomed to the world of words, our language system has beenproducing that it comes to seem natural.
Let us try to understand it by the analogy given by Saussure himself. He says that"a train say the 8.30 p.m. London to Ox-ford express-depends for its identity onthe system of trains, as described in the railway timetable. So the 8.30 Londonto Oxford express is distinguished from the 9.30 London to Cambridge ex-pressand the 8.45 Oxford local. What counts are not only the physical features of aparticular train: the engine, the carriages, the exact route, the personnel and soon may all vary, as may the times of departure and arrival; the train may leaveand arrive late.What gives the train its identity is its place in the system of trains:it is this train, as opposed to the others." Structuralism, thus, seems to havebeen concerned (as the analogy shows) with the analysis and understanding ofan action under a particular system of systems within a culture. And language isseemingly taken as the ideal model for explanatory purposes. "This struc-turalism aims to do for literature or myth, or food or fashion-

14
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what grammar does for language: to understand and explain how these systemswork, what are the rules and constraints within which, and by virtue of which,meaning is generated and com-municated.""
It is seen that languages are instruments that enable us to achieve a rationalcomprehension of this world. However, the importance of words is notneglected. Rather a word is consid-ered central to human life, not peripheral.Our existence is a lin-guistically articulated existence. Structuralists seem toempha-size the need to resurrect the concept of logos: there is a single fixedstructure for both human speech and human reason. But things do not havefixed essences of meaning which pre-exist linguistic representation. Thought islike a moving cloud that has no intrinsically determinate shape. No ideas areestablished in advance before the linguistic structure.
Poststructuralists take the basic assumption of Structuralists that meaning isproduced within language rather than reflected by it. Individual signs/words donot have intrinsic meaning but acquire meaning in the system of the language.For example, if we took the example of a sign 'sex' or the qualities identified as'sexy,' it is not fixed by a natural world and reflected in the terms 'sex' and 'sexy'but socially produced within the language system. But it doesn't account forwhy the signifiers 'sex' and 'sexy' can have paradoxical meanings which changefrom time to time, from place to place and from culture to culture. This ex-tremeview that there is a fixed meaning in the system of lan-guage does notaccommodate heterogeneous voices of human beings.
Noam Chomsky, therefore, criticized structuralism and its psychological basis asnot merely inadequate but as miscon-ceived. Chomsky states: "Linguistics havehad their share in per-petuating the myth that linguistic behaviour is 'habitual'and that a fixed stock of 'patterns' is acquired through practice and used as thebasis for 'analogy. These could be maintained only as long as grammaticaldescription was vague and imprecise. As soon as an attempt is made to give acareful and precise account of the rules of the sentence formation, the rules ofphonetic or-
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ganization, or the rules of sound-meaning correspondence in a language, theinadequacy of such an approach becomes apparent. What is more, thefundamental concepts of linguistic description have been subjected o seriouscritique."
To achieve this aim, Chomsky drew a fundamental distinc-tion between aperson's knowledge of the rules of a language and actual use of that languagein real situation. The first he re-ferred to as competence; and the second asperformance. Lin-guistics, he argued, should be concerned with the study ofcom-petence, and not restrict itself to performance-something that wascharacteristic of previous linguistic studies in their reliance on samples (or'corpora') of speech (e.g. in the form of a collec-tion of tape recordings). Suchsamples were inadequate because they could provide a tiny fraction of thesentences of a language. They are records of human behaviour and calledperformance. But actual behaviour is not the direct reflection of competencefor various reasons. The English language is not exhausted by its manifestations.It contains potential sentences, which have never been uttered, but it wouldassign meaning to those structures. A scholar of English language, for example,possesses capacity to decode the meaning of sentences that he will neverencounter. It is his competence that is better than his performance. Sometimesperformance seems to have been deviated from competence. One may uttersentences whose grammatical error he may recognize if the sentences wereplayed back. Competence, therefore, is re-flected in the judgement passed onthe utterance.
Structures, according to Chomsky, are of two kinds, namely surface structureand deep structure. Surface structure usually has one meaning, whereas thenumber of meanings of a deep structure depends upon the number of surfacestructures it con-tains. Further, the structural meaning of a sentence is shapedby many factors, such as, structure words, inflectional forms, types of word-order etc. The structure words do, generally, complicate the meaning of asentence, hence one must be very conscious about their use. He developed theconcept of a generative gram-mar, which departed radically from structuralismand behavior-ism of the previous decades. Earlier analysis of sentences were
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shown too inadequate in various respects, mainly because they failed to takeinto account of difference between 'surface' and 'deep' levels of grammaticalstructure. At a surface level, such sentence as John is eager to please and Johnis easy to please can be analyzed in an identical way. But from the point of viewof their underlying meaning, the two sentences diverge: in the first, John wantsto please someone else; in the second, someone else is involved in pleasingJohn. A major aim of generative grammar was to provide a means of analyzingsentences that took account of this underlying level of structure.
Poststructuralists say that a language evolves in response to the specificdemands of the society in which it is used. Its use is entirely context dependent.An utterance/text and situation are somixed upwith each other that the contextof situation is indis-pensable to understand meanings. Actually speech actcreates and maintains bonds of sentiment between the language users. Hence,social and cultural contexts determine meaning. Meaning is context bound andcontext is endless; always prone to change. When we read and comprehend apassage we get ambiguity. On the surface level of the structure, the meaningdoes not appear clearly. In such a condition, we should translate the surfacestructure into its underline deep structure. The deep structure en-ables us toclarify its meaning.
Discussion about meaning is always possible and in that sense meaning is anundecided subject: always in process to be decided; and such decisions arenever final. But one thing is clear that the meaning of an utterance/text is notmerely what the producer keeps in mind at the moment when he/she produceshis/her utterance/text: it shifts in response to social, cultural, psychological andhistorical factors and considerations. For an individual chooses when to speakand what to speak according to the situations he encounters. And the process,it appears, is de-termined by other systems that the speaker does not control.Un-der such conditions, we should distinguish the immediate context of speakerfrom a general context of situation. The study of the meaning of words shouldbe based on the analysis of the func-
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tions of the language in the culture concerned because meaning is not 'in'anything; it is always in the process of construction.
NOTES
1. David Birch, Language, Literature and Critical Practice (London: Routledge,1989), p. 48.
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3. Ibid.
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Affective Factors and Second Language Learning in Disadvantaged Group ofLearners
PRATIBHA GUPTA
In the course of evolution in language learning processes, the focus had shiftedfrom the teacher and teaching material to the learners. Learner-centeredlanguage teaching implies a process in which the needs, abilities, and interestsof each learner determine the nature and shape of the foreign language(FL)/Second Language (L2) methods and materials. 2nd Language learning isnow viewed differently. The nature of the input is adjusted to suit the needs andattitude of the learners. The nature of the input and interaction influences theperformance level of the learner to greater extent. In the formal setting orinformal setting, how much of the input is intake by the learners varies personto person It depends on how much of second language data the learner is ableto assimilate.
When English is taught to tribal students (two culturally het-erogeneous groups)cultural shock and language shock follow and they find themselves in a different,strange and uncomfort-able situation, This happens due to the difference in theway people from one culture behave and think in a particular situation frompeople in another culture. This article tries to show what happens to the STlearners in this process and what is its effect on the L2 learning process.
Tribals are socially and economically deprived lot. They are concentrated inChotanagpur Plateau of Jharkhand. Their distinct and different socio-culturalbackground provide them quite dif-ferent type of learning situation to that ofprivileged ones. Their level of achievement suggests that they demand moreattention than other counterparts. Role of affective factors on their lan-
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guage learning process will provide an insight to adopt proper methodology forbetter results.
In learner centered language learning it is important to take into considerationlearners' variable, but little attention is paid to this aspect. Schumann (1978)proposes taxonomy of factors in-fluencing L2 acquisition. He observed ninefactors, which have impact on the L2 learning process. Affective factor is one ofthem, which include: Language shock, Culture shock, and Moti-vation.
All languages (whethermajor orminor) are rule governed and have the potentialto negotiate all the social contexts existed within that particular speechcommunity. Its richness and state of development reflects the user's level ofprogress. Tribal lan-guages reflect user's simple life style, thought pattern andsocio-cultural context. English being culturally and structurally quite different,in course of learning English, culture shock as well as language shock occurs.Since one's attitude towards what one listens to is determined by his habits, heexpects things to be said in the way in which he is accustomed to talk. Likewisethe ST learner expects situations familiar to him but he is offered some thingcompletely different. In this unexpected situation one's be-haviour can benegative or neutral or positive. It may extend over an extended period of timebut its effect may be long-lasting. In ST learners' case it casts negative effectgiving way to anxiety and adjustment problems.
Krashen's (1977) concept of affective filter in the theory of second languageacquisition explains individual's variation in language achievement. He assertsthat this filter controls howmuch input to let in and howmuch is to be excluded.ST Learn-ers with high affective filter allow less input and are poor learn-ersshowing poor performance. Here are some of the words, which they take it forsome other words showing poorly devel-oped auditory discrimination power.
Words dictated Words Written
While Whine
Who To
Master Must
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Along Alone
As Has
His Has
Road Rord
Work Wark
Reached Reashed
Between societies of greatly different socio-cultural structures, interculturaldifferences play a significant role when they try to learn language of other.Horwitz and Cope 1996 proposed that FL/L2 anxiety was responsible forstudents' uncomfortable ex-periences in language classes. Difference in culturaland lan-guage factors arouse anxiety in them. Arnold and Brown find that theseaffective factors are aspects of emotion, feeling, mood, or attitude, whichcondition behaviour. In presence of overtly negative emotions such as anxiety,fear, stress, anger, depres-sion, individuals' learning potential may becompromised. Even the most innovative techniques and effective materials maynot be fruitful in language learning process, where as stimulation of positiveemotional factors such as self-esteem, empathy, or mo-tivation can greatlyfacilitate the language learning process.
In 2nd language learning affectivity looks at the process from two perspectives:(1) Concerned learner as an individual (2) Focuses on learner as a participant ina socio-cultural situa-tion. The internal factors, which are part of the learner'sperson-ality, affect language learning. These are: Anxiety; Inhibition andMotivation.
Anxiety pervasively obstructs the learning process. It ceases to be a stimulant intribal learners and begins to impair their ability to concentrate and organizetheir thoughts. Their associa-tions with negative feelings as uneasiness,frustrations, self-doubts, apprehension, tension etc. greatly affect the languagelearning process. High anxiety adds to the confusion and diffi-culty of the task.
Making mistakes is implicit in FL/L2 learning. Inhibition develops as the childgradually learns to identify a self that is distinct from others and their affectivefactors begin to form.21
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Strong criticism and words of ridicule greatly weaken the ego. And weaker theego the higher the walls of inhibition. Dufeu, 1994 observes that for betterlanguage learning inhibition and ego harriers should be lowered.
Motivation is one of the crucial and important positive af-fective factors. Itinvolves the learners' reason for the acquisition of 2nd language (Chomsky 1988,Atkinson 1979, and Lambert 1972). The learner may have either integrative orinstrumental orientation towards learning the language. The former refers tolearn the language to become the part of the target language whereas the latterhas to do with practical reasons for learning language.
It affects language learning at two levels: Intrinsic and Ex-trinsic. Extrinsicmotivation comes from desire to get a reward or avoid punishment and focus ison some external factors to the learning. Intrinsic motivation is the students'natural curiosity and interest to master the language. In case of tribal students,Extrinsic motivation works more than intrinsic motivation due to deprivation.
Gardner 1979 proposes, in 2nd language acquisition the learner is faced by notonly the task of learning new information (pronunciation, vocabulary, grammaretc) but also with acquiring symbolic elements of a different ethno-linguisticcommunity. This involves imposing elements of another culture into one's lifespace. Schneiders 1965 terms it as a process involving both mental andbehavioral responses, which an individual strives to cope with tensions,frustrations and conflicts to bring harmony between these inner demands andthose imposed upon him by the world in which he lives. He has to meet threetypes of chal-lenges:
1. Direct challenges from physical environment
2. Challenges stemming from their physical limitations
3. Interpersonal challenges.
Shukla, 1997 viewed deprivation as multifaceted phenomena and sometimes itsimpact on learning resulted in disastrous behav-ioral pattern such as aggression,withdrawal, fixation, and com-
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promise. This pedagogical environment is not conducive to the 2nd languagelearning process. They achieved only to the modi. fication stage.
It is obvious from the above discussion that affective factors inversely affect 2ndlanguage learning process in disadvantaged group of learners. If it is handledproperly, keeping in view the above factors, their performance can be improvedto a greater extent.
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Teaching of English Grammar
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1. Teaching Grammar: Problems and Perspectives
Teaching of English grammar plays a vital role in making the learner to learn thelanguage successfully. Grammar provides the basics to use a languageefficiently. Teach-ing grammar separately from the language does not alwayshelp the students to write and speak the language free from errors.
They find it very difficult to apply the rules of the language while they use it. Letme bring my own experience in teaching grammar to our undergraduatestudents. Despite their learning of grammar till 12th standard, many of themcould not write with-out mistakes and speak without fear. Students from therural ar-eas have an aversion for the English language. The teacher's job is tocreate an interest in the language by establishing the im-portance of Englishlanguage in the present global context and to explain how it will help them tofind a prosperous career. Above all we have to make the learning of Englishlanguage a more pleasurable one by actively involving them in the process oflearning. Another major disadvantage is that they are permitted to write theirmajor subjects in themother tongue. Hence they are not bothered about Englishlanguage. Even many of the PG students whom I teach communication skills arevery poor in their language. The whole paper is based on the writer's experi-ence in the teaching of English grammar especially to rural stu-dents with thesaid problems and the methodology adapted by him to familiarize Englishgrammar.
1.1 Grammar in Context
The features of grammar can be taught from the context of the reading andwriting tasks that students need to complete in an
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academic setting. This module therefore strives to present these features asgrammar from context, that is, instruction based on the structures found in thetexts that students will be required to read and write as university students. Thegrammar activities will be based on reading and writing tasks revolving aroundtextual topics. Some descriptions of places can also be included which shouldinvolve vocabulary and content somewhat more familiar to the students.
We as English teachers can organize our curriculum in a way that is moreconsistent with the needs of our students. The pro-gression of instruction ismore natural when it deals with features that occur together, in contrast withinstruction divided into pres-ent time, past time, modals, and so forth, withoutclear connec-tions drawn between them and ways in which these structures areactually used. In this approach, instruction is based on authentic materials andthis module seeks to demonstrate how these authentic materials can beemployed in the classroom with stu-dents who have not yet mastered all of thegrammatical struc-tures contained within the texts. By clustering grammaticalfea-tures according to what students find in texts and explaining to studentswhy these grammar points tend to co-occur, confusion on the part of thestudents will hopefully decrease.
Apart from these, grammatical instruction should become more cohesive andless frustrating to teachers when organized according to these grammaticalclusters that characterize specific discourse styles. By organizing instructionbased on the clusters, we can avoid some of the problems that result when thegrammar that students need to know is not a part of the current course cur-riculum. As many of us know from experience, basing curricu-lum decisions onthe apparent easiness or difficulty of grammati-cal structures does not workwhen students need to be able to read or write texts that contain structuresthat they will not be taught until more advanced levels.
The grammatical features of informational writing may be grouped for moreeffective instruction, leading to greater under-standing and an improved abilityto communicate using aca-demic prose. Through this method, apart fromidentifying com-
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mon features of informational writing, the more specific points can also becovered in order to understand and write this prose. For example, the studentsmust be familiar with articles, attribu-tive adjectives, and relative clauses inorder to deal with the lengthy noun phrases of academic writing. Through thismethod the students are provided ample opportunities to acquire the nec-essary grammatical knowledge and confidence to employ these structures intheir writing
To illustrate the contextualised learning of grammar, a pas-sage is taken from'Foxpro 2.5 Made Simple' by R.K. Taxali which introduces various features ofgrammar starting from Parts of Speech to Sentence Structure: "If you are abeginner, the term databasemay sound too technical. But, once you understandthe concept behind it, you will find that it is very simple. Let us be-gin with data.Anything can be data, e.g. a number, name of a person, or city, etc. When a datais meaningful, it is called in-formation. The term database has been defined bydifferent per-sons in different ways. A simple definition would be 'The data-baseis an organized collection of related information. We have stressed 'organized,because only organized information is a database, Any unorganized informationis just a pile or dump, and it cannot be called a database. Organized informationor a database serves as an information base and you can use it for: retrievingdesired information; taking meaningful decision; reor-ganizing information;processing information." This passage not only helps to explain the grammaticalpatterns but also shows how to give definition about a concept and present anidea in a logical coherence which helps to strengthen writing."
1.2 We can teach an explicit grammar lesson and design our grammar-basedliteracy teaching activities choosing appropriate passages like this to teach thefollowing:
1. The principal elements of a sentence are: Subject, Verb, Object,Complements, Modifiers, Clauses and Phrases.
2. Parts of Speech and their functions within sentences
3. Types of Sentences and their syntax: Simple; Compound; Complex
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4. Verb Usage: Agreement; Tense; ;Mood; Active and Passive; Sequence andconsistency of tenses; Modals; Phrasal Verbs 5.Word usage or lexicon: Idiomaticexpressions; Formulaic



expressions; Use of Phrases within sentences. We can also adopt the followingsteps in presenting points of Grammar using direct instruction.
1. Motivating the students by showing how learning structures will help them inreal-life communication.
2. State the objective of lesson
3. Review the familiar items. E.g. Calendar, time, name of ob-jects, auxiliaryverbs in the target language that will be needed to introduce, explain, or practicethe new item.
4. Use the new structure (adjective of colour, for example) in a brief utterancein which all other words are known to the students.
5. Reinforce it by repeating.
6. Engage in full class, half-class, group and individual to re-peat the utterance.
7. Give several additional sentences in which the structure is used.
8. Write two of the sentences on the board. Ask the students to identify the newstructure and illustrate the relationship of the structure to other words.
9. Point to the underlined structure as you ask questions that will guide studentsto discover sounds, the written form, the position in the sentence and thegrammatical function of the new structure. ('What does it tell us?')
10. Help students to verbalize the important features of the structure. Usecharts and other aids to relate other familiar structure such as verb tenses.
11. Require students to consciously select the new grammatical item fromcontrasting one learned in the past.
12. Engage the students in varied guided oral practice.13. Have the students use the structure with communicative ex-pressions.2. Sentence Transformation:Teaching of English Grammar 27
From Basic to Complex Sentences
1. Take a basic sentence: I saw a man.



2. Expand on it: I saw a man wearing a black shirt.3. Expand again with additional information: I saw a man wearing a black shirtat the bus stand.4. Combine two sentences:I saw a man. I was standing at the bus stand.I saw a man when I was standing at the bus stand.I saw a man wearing a black shirt when I was standing at the bus stand.
2.1 Sentence Transformation:
Focusing on Specific Points of GrammarSubject pronouns: I, you, he, she, we, theyForms of verb be:am writing a letter. was upset.is beautiful. were busy.
Changes in Verb tense:Tendulkar plays well. Tendulkar played well.Vajpayee goes to America. Vajpayee will go to America
Negatives:He likes coffee. He does not like coffee.We walk the distance. We can't walk the distance.
Interrogative:You are the leader of the class. Are you the leader of the class?Ganguly is a good bowler. Is Ganguly a good bowler?
Relative Clause:Alexander was a great warrior. He wanted to conquer the world.Alexander, who was a great warrior, wanted to conquer the world
3. Sentence RecombinationSentence recombination is an effective activity for teaching sentence structure,paragraph structure, punctuation, transition and coherence, and parts ofspeech. Students must also use criti-cal thinking skills to cluster and organizeideas and concepts. Sentence recombination is thematic. Combine thesesentences28 Indian Journal of English Studies
into a passage by using compound subjects, predicates, and other compoundsentence elements in re-writing, instruct the students to include introductionand transition sentences so the passage flows smoothly.



1. Cinema is powerful mass medium.2. Cinema attracts everyone.3. People watch television mainly for films.4. People watch television mainly for songs.5. All magazines publish film news.6. The world has seen many good films.7. 'Gandhi' is a great film.8. Laughter is the best medicine.9. Charlie Chaplin and Laurel and Hardy make us forget our worries and laugh.10. Alfred Hitchcock's films chill our ideas.11. Cinema is effective in conveying ideas.
12. Cinema exposes the sufferings of blacks, old people, orphan and children.
13. Cinema is not single art.
14. Cinema combines acting, dialogue, poetry, music, dance and singing
15. Cinema also combines painting, fighting, make-up, photog-raphy andediting.
16. Cinema is a major industry.
Students can create many variations in the composition of para-graph. It can beevaluated based on linguistic and conceptual complexity and coherence.
4. Teaching Grammar through Situational Contexts
Teaching grammar through situational contexts is more ef-fective in introducingvarious features of grammar which helps the learners to use appropriatelanguage according to situation. Through this method we can also avoidmonotonous ways of in-troducing grammar directly to the students. We can usenewspa-pers, magazines and advertisements to-introduce and familiarize thelearners as to how grammar helps them to use language more effectively andefficiently. Titles in newspaper captions and ad-

Teaching of English Grammar 29
vertisements help the learners in using the language more pre-cisely and to thepoint. They give them ample opportunity to learn more vocabulary and apt



usage in various situations. The following chart gives an idea about, how aparticular situation can be used to learn a particular point of grammar.
Situation or Context Points of Grammar
Follow a recipe or instructions. Imperative verb form Presentcontinuous tense Present tenseGive directions to another personto get to a store, the post office, Non-referential itor a bank using a map.Discuss plans for an industrial visit Future tense, if clauses Describea past vacation, Conditional tenseweekend, etc. Simple past tense Questionform Forms of verb to doWord order in negationRole play: a shopping trip to buy May, might Collective nounsa gift for a function or family and quanti fiers any, some, memberor friend. several, etc. Indirect objectPresent tense of verb to beAnswer information questions: Possessive adjectivesName, address, phone number Locative prepositionsTell someone how to find an Modal verbs can, may,object in your kitchen. should
Fill out a medical history form. Present perfect tense PresentThen role play a medical inter perfect progressiveview on a visit with a new doctorMake a daily weather report Non-referential itReport daily schedules of people Forms of verb to be Idiomatic(in the class, buses in the city, expressionsairline schedules, trains) Extend Habitual present Personalan invitation over the pronouns Demonstrativeadjectives Would like...
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telephone to someone to come Object-Verb word orderto a party Interrogative pronounsExplain rules and regulations to Modal verbs: Can,



someone, i.e. rules for the must, should, ought tocollege hostel; doctor's Adverbs of time & frequencyinstructions to a sick patientReport a historical or actual Past conditional and pastpast event and discuss condi-tions perfect tenses If clausesunder which a different outcomemight have resultedReact to the burglary of your Present perfect tensehouse or apartment in the Contrast between active andpresence passive voiceof another person upon discovery Direct and indirect objectand in making a police report
5.1 Remedial GrammarThe final stage in teaching of English Grammar is remedial which is focused onthe elimination of errors in the use of lan-guage and the reinforcement andconsolidation of effective use of language.
Errors in the use of Articles
1. My father is in bad mood. My father is in a bad mood.2. I am a M.A. graduate. I am an M.A. graduate.3. He is a best soldier in our military school.He is the best soldier in our military school.
Errors in the use of Nouns1. One of the most widely spread habit is the use of tobacco. One of the mostwidely spread habits is the use of tobacco.2. All the furnitures have been sent to new house.All the furniture have been sent to new house.3. You can get all the informations you want in this book. You can get all theinformation you want in this book.4. I trained a gang of sailors.I trained a crew of sailors.
Errors in the use of prepositions1. This watch is superior than that.This watch is superior to that.Teaching of English Grammar 31
2.My brother has ordered for a new book.My brother has ordered a new book.



3. They walked besides each other in silence They walked beside each other insilence.
4. He has a car beside a scooter. He has a car besides a scooter.
Errors in the use of Conjunctions
1. Be smart not only in dress and also in action. Be smart not only in dress butalso in action.
2. It is not such a good book that I expected.It is not such a good book as I expected.
After familiarizing the rules of the language we can give sentences like this andask them to identify the right sentences and the reason for it. This will certainlystrengthen their compe-tence over the language. For every feature of grammarwe can give exercises like this to reinforce their familiarity in grammar of thelanguage.
Conclusion
It is very difficult to set a particular methodology to intro-duce grammar to thestudents, since the art of teaching is dy-namic. We can, adopt our ownmethodology by evaluating the standard of the students and their ability tograsp.
As Venkitachlam lyer puts it, "Whatever the model we choose it is futile to tryto teach grammar in the abstract. What we should try to do is to present theanalogous facts of language and allow the students to internalize the rules. Apossible ap-proach to the teaching of grammar is to make use of the contextsprovided by the prose text." (1981, p. 40)
However I believe the learning of a foreign language has to be natural andspontaneous just like we learn our mother tongue. If we try to teach thelanguage through grammar, it will be an ar-duous task and many of them find itvery difficult to apply the rules in practical situations especially when theycommunicate. In spoken form we normally don't stress to follow the grammati-cal rules. Hence we have to simplify the process of learning a foreign language.First let us expose students to the language and32 Indian Journal of English Studies
then slowly we will teach them to use the language and how they can avoidmistakes and be confident in using the language through learning grammar ofthe language.



Whatever the methodology we adopt to inculcate the 'basics ofthe English language, students could not retain all the termi. nology for a longtime. Persistent use of the language alone will help them to retain all the 'basicsof the language' and use spon-taneously like we use our mother tongue.Whatever the approach we take to grammar, we must show students how toapply rules not only to their writing but also to their reading and to their otherlanguage activities.BibliographyV. Bhatia, "From Description to Explanation in Language Teaching," AnalysingGenre: Language Use in Professional Settings (New York: Longman, 1993), pp.147-206.
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Socio-cultural heritage of any nation is reflected through its literature. India isno exception. Through ages we have en-riched our literary and culturalawareness by reading translated classics in Sanskrit. In fact, translation hasintegrated diverse sub-cultures in the country.
A number of translated texts of Ramayana in Sanskrit exist in almost all Indianlanguages. Translations were rendered freely, while the structurationcompetence and poetic compe-tence of the translator invariably made therendered texts emi-nently enjoyable. Most of the translated Sanskrit texts werelo-calized to such extent that the readers of subsequent generations neverviewed them as translated texts. "The polities of medieval Indian translatorscould perhaps be understood and interpreted in terms of visible absence ofanxiety of authenticity on the part of these translators." (K. Ayyappa Panikar1994)
Perhaps, the translation of the Bible into non-European lan-guages might havetriggered the paranoia for accuracy and fidel-ity. Subsequent euro-centrictheories and strategies succeeded in transforming translation into, a morelinguistic exercise. In the last 200 years, a number of non-Indian texts have beentranslated into Indian languages, mostly through English. In the last cen-tury,the spurt of translation activity is a reflection of a vibrant creative mood thatwas a dominant factor in almost all parts of India.
Cultural turn in translation studies has assumed significance in recent times.Lefevere and Susan Bassnett (1990) declared that "neither the word nor thetext, but the culture becomes the operational unit of translation." This has beenhailed as a break-through in the field of translation studies. Growing awareness
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and impact of globalization has in turn triggered frenzied efforts to preservenational identities. The relationship between cultural studies and translationstudies has become inalienable. Homi Bhabha introduces notions of in-betweenand hybridity. He elaborates on his concept of hybridity in different ways.
Postcolonial translation has taken cognizance of foreignising as againstdomesticating in translation activity. Target orienta-tion is the keyword here.This has created an excellent opportu-nity to the translators to create newidiom. They have been ex-ploring and experimenting excitedly to carve a nichefor them-selves. "Translation is the essence of national as well as interna-tionalintegration. The discovery of the wealth of creative writing through translationsis an inspiration. In the history of Indian writing in English, there has been atremendous contribution by way of translations. Many regional writers who aredoyen in their sphere of writing have become quite visible through trans-lations." (Alok Saxena, The Quest, Dec. 2001, 33)
National and international seminars conducted in various universities andcultural fora on translation activities offered various avenues to translators aswell as translation theoreticians to have interesting and inspiring interface.'Sahitya Akademi,' 'Katha' and other organizations provide a platform for theenthu-siastic in the field to come together. Growing patronage extended by thediscerning public has served as a shot in the arm.
In India what obtains in a particular speech community can be extended to theothers. In the wake of globalization and growing awareness of one's own socialand constitutional rights many related movements were launched. The year1980 is ac-cepted generally as a reference point in contemporary Telugu lit-erary history, since after the 80s it found a new direction. Left-oriented worksbecame less attractive. Slowly but steadily a few more socially relevant trendsbecame conspicuous.
The voices of the dalits, women and Muslim minorities were sought to be hearddemanding attention. Feminist writers became the fulcrum of new poetry.Interesting themes and techniques were chosen. Topics, hitherto taboos, madefeminist poetry com-pelling and controversial. Poetry and short stories writtenin this
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manner denounced male chauvinism and called for remedies to the problemspertaining to women. It became fashionable for men also to expose the causeof women. However, it must be conceded that feminist poets succeeded inventilating their le-gitimate grievances and gender related problems.
The dalits suppressed for centuries found it necessary to register their protestthrough powerful versification. Most of the poems are written from a dalitperspective. Enthusiastic young writers vie with one another in forcefullypleading for remedial action to the injustice done through the centuries. EarlierK. Madhava Rao translated Joshua's agony and anguish exquisitely expressed intraditional Telugu metrical verse in Gabbilam (Bat). The Black Rainbow Dalitpoems in Telugu by Sikha Mani have been translated excellently into English byD. Kesava Rao, Ki-ranmayi, M. Sridhar and Alladi Uma. This is a classic exampleof modern dalit poetry in Telugu. While the dalit poets' revolt against thetraditional stratification of the society is understand-able, their outbursts andaccusation of individuals belonging to other groups is not justifiable.
Muslim minority voice found its echo in the poetry written for the past decade.Some of the overzealous poets seem to have outstepped the acceptableboundaries inviting controversy and condemnation. Of late, poems reflectingregional aspirations have left their mark on the contemporary literary scene.Political zealots seem to be enjoying the scenario.
This being the image of the literary mosaic, the translation arena presents adistinctly different picture. The stratification of literary field has not profoundlyaffected the translators. They continue to be discerning in executing their task.While issue based texts are sought to be translated, it is still the individual poet'sinnate talent and the inherent worth of a text that have been the guidingprinciples of translation.
C. Narayan Reddy won the Jnanpeeth award for his Viswambhara elegantlytranslated into English by Amarendra. Shiv K. Kumar has written an excellentpreface. V. Panduranga Rao has enchantingly translated Reddy's Manishi-Matti-Aakaasham as Man beyond Earth and Sky. Aluri Bairagi's po-
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ems have been transcreated by P. Adeswara Rao into English with the title TheBroken Mirror, mirroring the intellect, aspira tions and cherished values of thepoet.
J. Bapu Reddy translates his own poetry into English, just as Gunturu SeshendraSarma does. V. Mohan Prasad edited a vol. ume entitled This Tense-Time,wherein numerous translators and scholars collaborated. V.V.B. Rama Rao hasbrought out a vol. ume entitled Voices on theWing translating Telugu free versewritten during the period 1985-95 followed by another volume More Voices onthe Wing. He has translated poems of a large number of poets who havedifferent ideological backgrounds, just like S.S. Prabhakara Rao whotranscreated post. Independence Telugu poetry in 1993, whose work alsoechoes divergent voices. He has also rendered into English the poems of C.Narayana Reddy, Dasaradhi, Nagnamuni and others. Bhargavi P. Rao'stranslation of Seelaveerraju's poems with the title Win-dowscape is a significantcontribution. Down to the Earth, an anthology of postmodern Telugu poetrycompiled and edited by Seelavi and K. Satya Murthy is another remarkableendeavour.
The Sahitya Akademi periodically publishes English trans-lations of regionallanguage poetry. Alladi Uma and M. Sridhar are extending splendid support tothe efforts of the Akademi un-grudgingly. Vol. XLIV, No. 6 of Indian Literaturereflects the splendour of recent Telugu poetry rendered into English. Nu-merousscholarly works have been brought out in a bid to extend the regional flavoursto the national and interventional audience.
V. Lalitha Kumari's translation of J. Paapaiah Sastry's Karunasri into English withthe title Karunasri: The Compas-sionate One is a remarkable contribution,retaining the lyrical quality of the Telugu text. A remarkable endeavour has beenmade by translators of "Sathaka" (100 poems), a genre peculiar to Teluguliterature. Dasarathi Sathakam has been translated by P. Venugopala Rao.Sumathi Sathakam translated by A.L.N. Murthy has the original verse in Teluguscript followed by its transliteration in English. Translation of the verse, then, isac-companied by a brief paraphrase in English. Obviously, this is a target-oriented exercise. K. Srinivas Sastry and Usha K. Srinivas
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teams up with David Shulman to bring out A Poem at the Right Momentcontaining translations of remembered verses from pre-modern South India.This text has an elaborate introduction, footnotes where required, and thetranslation followed by the text in English transliteration. The "Afterword' atend is highly informative and 'Note on Sources' enables one to trace the sourcesof the texts.
The culture of the Telugu contained in the songs of Kshethrayya, Annamayya,Rudrakavi and others is presented with the titleWhen God is a Customer, editedand translated by A.K. Ramanujan, V. Narayana Rao and David Shulman. PottiSri Ramulu Telugu University has recently published the songs of Annamayyatranslated into English with transliteration of Telugu text in English, again arefreshing attempt at target orientation.
Though the above is not an exhaustive list, it can be per-ceived that translatorsare always interested in presenting the cultural and linguistic excellence ofTelugu to the non-Telugu readers ignoring social stratifications and temporalideological convictions. They are as interested as any other translators in thecountry in preserving and presenting the unique characteristics of their speechcommunity. This, in turn, enables one to understand cultures and subculturesin India.
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BIJAY KUMAR DAS
t the outset, I propose to explain the key terms in the pa-A per in order to placethe subject in its proper context. The concept of translation has undergone asea change in the post-modern, postcolonial era-particularly in the mid-nineteen eighties, thanks to the proliferation of translation theo-ries. G.N.Devy's term 'bhasha literature needs an explication, before I say how thetranslation of it leads to the study of com-parative literature and ultimately tonation building.
Translation as an activity was traditionally considered to be inferior that is,because original writing was considered to be 'superior. It was never studiedseriously and taken as a disci-pline until mid-sixties. Edward Gentzler underlinesfive different approaches to translation beginning with mid-sixties till date: (1)American translation workshop, (2) 'science' of translation, (3) early translationstudies, (4) polysystem theory and Translation studies, and (5) Deconstruction."وا
Till 1963 there was no translation center, no association of literary translation,no journal exclusive studies in U.S.A. Paul Engle, Director of Writers' Workshopat the University of lowa, hired a full time director for the first translationworkshop in 1964 and gave, as it were, 'a local habitation and a name' totranslation studies by recognizing the academic merit of literary translations. In1965 "the Ford Foundation conferred a $ 150,000 grant on the University Texasat Austin toward the establishment of the National Translation Center. Also in1965, the first issue of Modern Poetry in Translation, edited by Ted Hughes andDaniel Weissbort, was published, providing literary translators a place for theircreative work. In 1968, the National Translation
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Center published the first issue of Delos, a journal devoted to the history as wellas the aesthetics translation. Literary translation had established a place, albeita small one, in the production of American culture."?
In the 1970s, a group of scholars led by Itamar Evan-Zohar from Tel Aviv offereda new perspective on the study of transla. tion. Evan-Zohar and his colleague,Gideon Toury gave us poly. systems theory of translation which challenged thetraditional view of 'superiority' of the 'original' and 'infidelity' and 'inferi ority'of translation. For Evan-Zohar, translation, far from being a secondary, marginalactivity, could be considered as a primary activity. It identifies three cases whichaccelerates translation activity. One, the early stages of development of aliterature, two, when a literature becomes weak or peripheral, and three, whenthere are crises or literary 'void' in a literature.
Apart from Tel Aviv group, the feminist translation scholars also challenge theview of translation as betrayal of the original. Lori Chamberlain draws theattention of scholars to the sexuali-zation of this terminology. "For 'les bellesinfideles, fidelity is defined as an implicit contract between translation (aswoman) and original (as husband, father, or author). However, the infa-mous'double standard' operates here as it might have in tradi-tional marriage; the'unfaithful' wife/translation is publicly tried for crimes the husband/original isby law incapable of commit-ting. This contract, in short, makes it impossible forthe original to be guilty of infidelity. Such an attitude betrays real anxiety aboutthe problem of paternity and translation; it mimics the pat-rilineal kinshipsystem where paternity-not maternity-legiti-mizes an offspring."
Chamberlain's emphasis on cultural complicity between fi-delity in transactionand in marriage finds support from feminist translation scholars such as SusanBassnett, Barbara Johnson, Barbara Godard, Sherry Simon and others.
The Manipulation of Literature (1985) edited by Theo Her-mans marks a newstage in the development of translation stud-ies. This shows that there are threedistinct phases in the devel-opment of translation studies. The first phase,governed by poly-
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system theory, challenged the notion of 'superiority' and 'inferi-ority' between'original' and 'translation.' In the second phase there is a shift in emphasis from'original'/'translation' dichot-omy to a definite make away from the structuralistorigins of polysystems theory to poststructuralist translation studies. The thirdphase, which could be termed the poststructuralist stage, "conceives oftranslation as one of a range of processes of tex-tual manipulation, where theconcept of plurality replaces dog-mas of faithfulness to a source text, and wherethe idea of the original is being challenged from a variety of perspective.
In the 1980s Translation Studies have acquired a new dimen-sion. Translation isno longer viewed as a process of 'change into another language, retaining thesense' or 'substitution of SL textual material in TL,' 'a transference of meaningfrom SL to TL' but a 'regulated transformation' (Derrida's term). It is againdefined as the 'migration through transformation of discursive elements (signs)'and as the 'process during which they are in-terpreted (re-contextualized)according to different codes' (Lam-bert and Robyns' definition). It is a form of'cannibalism." "Yet this term is not to be understood as another form ofpossessing the original, but as a liberating form, one which eats, digests, andfrees oneself from the original. Cannibalism is to be understood not in theWestern i.e. that of capturing, dismembering, mutilat-ing, and devouring, but ina sense which shows respect, i.e. as a symbolic act of taking backout of love, ofabsorbing the virtues of a body through a transfusion of blood. Translation isseen as an empowering act, a nourishing act, an act of affirmative play that isvery close to the Benjamin/Derrida position, which sees translation as a life-force that ensures a literary text's survival."
Bassnett makes things clear when she says: "The images of translation ascannibalism, as vampirism, whereby the translator sucks out the blood of thesource text to strengthen the target text, as transfusion of blood that endowsthe receiver with new life, can all be seen as radical metaphors that spring frompost-modernist postcolonial translation theory. Significantly, they link up withother developments in translation theory discussed above, for what all have incommon is a rejection of power hier-
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archy which privileged the source text relegated the translator to a secondaryrole." (155)
Translation can never be marginalized. Without it, compara. tive literature isunthinkable. It deals with two languages which are the basic ingredients ofcomparative literature. Translation has been a 'major shaping force in thedevelopment of world culture.' Translation studies developed as a discipline inits own right in the nineteen eighties.
Having discussed the development of Translation Studies an a discipline, let meexplain the term 'Bhasha' in Indian context It refers to modern Indian languagesother than English. For ex-ample, Oriya, Bengali, Hindi etc. are bhashas andliteratures in these languages are called bhasha literatures. The translation ofone bhasha literature into another bhasha literature provides us an opportunityto make a comparative study between them. In a multi-language country likeIndia, this is inevitable. G.N. Devy makes a valid point in this context: "Literarycriticism and liter. ary history in India have been insensitive to the conclusionsthat can be drawn from a comparative perspective in itself can offer severaluseful starting points for postulating isolated strands of a theoretical natureabout literature in the bhashas, which eventu ally be gathered into an Indiantheory of literature. A blind ac-ceptance of the cliche that Indian culture iseclectic, and the be lief that the British came, were seen and immediatelyaccepted, are detrimental to the theory as well as history of literature in In-dia.
It is necessary to remind us that much of literature of the pre-British bhashaperiod is still a living heritage in India. The poetry of Namadeva (1270-1350) andTukaram (1598-1650) in Marathi, that of Narasimh Mehta (1408-80) and Akha(1615-1675) in Gujarati, of Kabir (1440-1518) and Surdas (1483-1567) in Hindi,of Guru Nanak (1469-1539) in Punjabi, and so on, have formed an inalienablepart of the Indian consciousness. Tukaram, Mira, Kabir and Basaveswar, amongothers, have been some of the dream-images of India's cultural unconscious.They still guide the hands of modern poets like Arun Kolatkar, A.K. Ramanujanand Gajanan Mahadev Muktibodh. Yet, the cultural amnesia,
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poetry. The term covers a vast period extending from the last part of thethirteenth century (Jnanadeva) to the early part of the nineteenth century(Tyaga-raja: 1767-1847). It is like combining European poetry from Dante toBlake under one inexpressive label. It is certainly not very perceptive of literaryhistorians to pack great works from five centuries into a straitjacket of a singleinsensitive critical category (1992: 42-43).
On the basis of the theoretical framework suggested by Devy, we can studycomparative literature in India-that is, Bhakti Movement in Indian Literatureand likewise, Dalit litera-ture, after translating bhasha literatures.
Comparative literature is a stage of reading made possible and easier by theavailability of translation. René Wellek and Austin Warren have used the termcomparative literature in three different senses: "first, the study of oralliterature, especially of folk-tale themes and their migration, of how and whenthey have entered 'higher,' 'artistic,' 'literature,' second, comparative lit-eratureas "the study of relationships between two or more lit-eratures and the thirdconception of comparative literature identi-fies it with the study of literature inits totality, with 'world lit-erature, with 'general' or 'universal' literature.""
The study of comparative literature in India can be facilitated on the linessuggested by René Wellek and Warren Austin through translation. In India wehave a unique situation-that is, if bhasha literatures are translated into Englisha comparative study of such literatures will be easier and fruitful. Instead oftranslating a bhasha literature into another (say, Oriya into Bangla), we cantranslate it into English and make a profitable study of it. If 'translation' isliterature three, we can have Indian comparative literature in English. That willbe the great contri-bution of translation to literature.
Translation helps in the process of nation building in our country. The languageof our administrative communication at
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the national level (i.e. by the Central Government) is done either through theofficial language, or in English. It needs to be trans-lated into more than 20regional languages for the benefit of the people of several states. Similarly thelanguage of the court is either English or Hindi and the judgement is deliveredin these two languages. Thereafter the judgement is translated into re. gionallanguage for the benefit of the common people. For ad. ministrative andjudiciary purposes, translation is obligatory in India. For the promotion ofcommerce, trade and industry in our country, we make use of translation. In themodern world, the need for translation is greater than ever before. In theinterna-tional field we need to translate for bilateral talks, and for discus-sion atthe UN and all other international meetings and delibera-tions. Withouttranslation, it is impossible for world leaders to communicate amongthemselves.
In this context Paul St Pierre makes a valid observation.
"The importance of translation can be located in the fact that
translation brings the readers, writers, and critics of one nation into contact withthose of others, only in the field of literature, but in all areas of development:science and philosophy, medi-cine, political science, law and religion, to namebut a few.
Translation, in this way, plays an essential role in determining how a nationestablishes its identity in terms of others, be this through opposition to foreigninfluences, through assimilation or naturalization of the foreign wherebydifferences are erased to as great a degree as possible, or through imitation ofanother, usu-ally dominant culture. These are all different strategies of trans-lation, becoming possibilities at different moments in history and underlying thevarious types of relation between nations which can exist. There is, thus, aparticularly strong interconnection between translation and the constitution ofnational identity, and the study of translation can be useful-as I will attempt toshow later in this paper in determining the nature of this national identity, andthe nature of the relations one nation institutes with others. Seen in this light,translation is a social practice with a definite role to play within a given society,serving in a sense as a form of selection process restricting, conditioning, and inany
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case modulating cultural immigration. Through translation na-tions definethemselves and in doing so they define others."
The translation of literatures in India has assumed a special status in our country.The ancient Indian literary heritage which is to be found in languages likeSanskrit, Prakrit and Apbhransha etc. can be preserved and even rescued onlythrough translation into English and several regional languages. Indianliterature, which is a cover term for all regional literatures of India includ-ingHindi literature, Sanskrit literature and Indian English lit-erature, can reach allthe people of India only through transla-tion. In other words, it is throughtranslation that one regional literature can reach the people of region of thecountry speaking a different language. (69)
Translation of world classics into several other languages of the world helps inenriching the target languages. Apart from well-known epics of the world, greatauthors like Tolstoy and Shakespeare, continue to be translated into severallanguages. New trends in literature come through translation. The two greatepics of India, the Ramayana and the Mahabharata have been translated intoalmost all the regional languages of India. That helped the creation of pan-Indianethos. National myths like 'Laxman rekha' (i.e., the lines drawn by Laxman, inthe Ramay-ana to warn Sita), and 'Bhishma Pratigya' (the oath of Bhishma in theMahabharata, an oath never to be broken) have stirred the minds of the Indiansand these myths are available to our people through translations.
Not only in India but in other parts of the world where mul-tilingualism is areality like France, Canada and Switzerland, translation plays a vital role in nationbuilding. Movements in literature, art and trends in political opinion sails fromcountry to country through translation. The practitioners of translation facegreat difficulties in translating different culture contexts and lin-guistic codesand therefore, to translate a text of one county into another is to transform it.In the colonial era, translation was considered to be power. The colonizer usedtranslation as a means to oppress the colonized and the colonized used transla-tion to maintain the indigenous culture and tradition.
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To conclude, I would say that translation is an essential fac. tor in the study ofcomparative literature, which is concerned with patterns of connection ofliteratures across both time and space. In a multi-lingual and multi-culturalcountry like India, comparative literature helps in creating an all-India ethos andbrings bhasha literatures closer for a meaningful study. And thereby, it furthersthe cause of national integration. Thus, the study of translation of bhashaliteratures leads to the study of Comparative Literature, reinforces the task ofnation building in the Indian context.
NOTES
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4. Susan Bassnett, Comparative Literature: A Critical Introduction (Oxford:Blackwell, 1998), p. 147.
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The present paper deals with the theme of reason as the divine law of nature.Here an attempt is being made to study the role of reason in human nature, andto show how it is central to the process of the acquisition of knowledge. In thiscontext, it is necessary to examine Milton's epistemology with a view to focuson the purpose and need of knowledge in human life and Milton's concern forknowledge that is far more complex issue than is implied by the prohibitionplaced on Adam and Eve regarding the eating of the fruit of the tree of knowl-edge. It is also necessary to study the meaning of wisdom, and the relationshipbetween reason and faith, and free will and con-science.
Further, in this connection, the attempt is also being made to examine theimpact of Galileo, a contemporary scientist, on Milton. To Milton, Galileo was aman like Socrates who suffered and died for the cause of truth and reason. Welearn from Areop-agitica that Milton "found and visited famous Galileo grownold" and blind as a prisoner in his villa at Arcetri near Florence "for thinking inastronomy otherwise than Franciscan and Do-minican licensers thought" Thismade a very deep impression upon Milton, and remained in his mind as a figureof martyrdom for the cause of truth and reason. In Milton's thought, Galileostands for how the free use of reason could be stifled by bigotry. He must havebeen horrified by the strangeness of Galileo's dis-torted position in prison justfor pursuing a scientific truth that even after six years (in 1644) his obsessionwith Galileo, along with his own position after Divorce Tracts, compelled him towrite Areopagitica, a rebellious plea for "the ancient liberty."
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It is not the heliocentric but the geocentric universe which bulks the larger inParadise Lost. But there are numerous exam. ples in the epic poem to showMilton's interest in the new cos. mology, however dispassionate it might be, likeother philoso. phers and poets in the seventeenth century. His imagination wasstirred by the 'New Philosophy' that had put 'all in doubt' as John Donne calledone year after Galileo's publication of his first celestial observation in SidereusNuncius (in 1610). Hence Galileo's heliocentric cosmology and other theories ofnew sci. ence had been a new source of poetic material to Milton. In ParadiseLost he does indeed make use of science in a highly imaginative way andsuspends judgement on doubtful matters. Milton uses Galileo both as a figureof martyrdom for truth and reason and all that is wrong with papacy, and as theonly con-temporary astronomer that characterizes the contemporary inter-estin the new cosmology and excitement for the scientific knowledge which wasgaining importance in the seventeenth century; for instance when Miltonspeaks:
the moon, whose Orb
Through Optic Glass the Tuscan Artist views At Evening, from the top of Fesole,Or in Valdarno, to descry new Lands, Rivers or Mountains in her spotty Globe.(1: 287-91)
In Paradise Lost Milton's extraordinary powerful and imagina-tive response tothe conception of infinite space extending be-yond the utmost power of humanken can be perceived only with the inward eye. The vision of the limitlessexpansion of the space is never to be measured by the physical eye penetratingthrough themost powerful telescope. Milton's own delineations of ob-servationthrough telescope in the lines just quoted above-clearly show that he wasfascinated by telescope which aided and inspired his imagination to see, withangels from the shore of "heavenly ground," and tell of the "vast immeasurableabyss/Outrageous as a Sea" (VII: 210-12) 'invisible to mortal sight."
Milton's vision of infinite space, his addition of the notable sections of Galileo'sdiscoveries to the Biblical account of crea-
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tion-especially pertaining to the creation of the sun and the moon, and themoon's shining, not by its own light, but by the light borrowed from the sun, theMilky Way the poetic allusions to the optic glass of the Tuscan artist, 'optic tube'and the glass of Galileo, the association of comet with evil and disaster" in theconcluding part of Paradise Lost-all these should be examined in the relevantconceptual perspective of Milton's idea of reason which signifies the divine andnatural law of order, degree, and harmony in the entire universe, as well as inthe mind of man.
Milton's attitude on every issue-religious, ethical, natural, and scientific ofhuman significance should be proved on the basis of his impersonal faith inreason along with his belief in 'election. In his view the idea of reason inalienation from God has no meaningful significance. In Paradise Lost Adamdemon-strates Eve:
But God left free theWill, what obeys Reason is free, and Reason he made right.(IX: 351-52)
And Eve before her fall says to Satan "our Reason is our Law" (IX: 654). Reasonis the God like principle in man is evident from Eve's earlier affirmation in Bk. IV,"God is thy Law and thou mine." (637) Man's happiness consists in his reasonswaying passions where desires do not clash with love and obe-dience to God(VIII: 588-94, 633-37). To love and obey God is to act most closely in accord withreason or conscience, God's deputy in man (III: 194-97). God, who is infinite,omnipotent, omniscient, and eternal, cannot be a character speaking a par-ticular language, English, ruling in a particular kingdom, Heaven, and waging waragainst his enemies with weapons. Rather God must be comprehended as theomnipresent principle of reason creating and maintaining order and harmonybetween man and the universe that surrounds him. In De Doctrina Chris-tianaand Paradise Lost Milton views the Genesis story of man's fall as an allegoryillustrating the obscuration of reason by pas-sions which, in effect, cause'spiritual death' and the loss of will's freedom to choose the right. Adam iscreated with the
freedom of choice whether or not to eat the fruit of the forbidden
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free. By eating the fruit he chooses the slavery of passions rather than freedomof serving God that is reason. Under the superior sway of reason all is well tilleach faculty of growth sensation and intelligence (V: 410-12)-rules in its ownhierarchy (V: 100-3). Reason thus figured as God is the centre and circumfer.ence (V: 509-10) or the source from which all things come into existence andend to which all things return (V: 469-70); in that it signifies the eternal 'cycle ofnature' operating through the process of change and progress in God's goodscheme of crea-tion. Hence reason is the creative and operative principle of theuniverse which maintains and restores the harmony of and amongst man,beasts, and entire created universe on the scale of nature (it demonstrates thenature of reason, V: 469-512). What is God in the universe, the macrocosm,reason is in man, the mi-crocosm. The damage of reason in man's individualsoul, as a unit of the integrated whole of the universe, causes disorder in theworld of nature, as we read in Milton's utterances, when Adam and Eve eat theforbidden fruit (IX: 780-84, 997-1004).
De Doctrina Christiana gives evidence of Milton's attitude towards reason inreligious matters; while his Art of Logic deals with his concern and unflinchingfaith in the application of rea-son-not only in ethical and religious matters-butalso "in "the matters relative to natural and sensory apprehension."" The basisof unfallen man's blissful state lied in his obedience (V: 501, 520-22) which couldhave enabled him to "ascend to God" "by contemplation of created things" (V:511-12). In the fallen world man's reason-which is "not altogether extinguished"after the fall "even in the worst of characters" has to exercise for re-establishingthe proper hierarchy of the human soul with the study of nature providing thematerial for making, out of it, the life of virtue that consists in regaining the rightknowledge of God which Adam had lost when he left the garden of Eden; as welearn from Of Education:
The end then of learning is to repair the ruins of first parents by re-gaining toknow God aright, and out of that knowledge to love him, to imitate him, to belike him, as we may the nearest by pos-sessing our souls of true virtue, whichbeing united to the heavenly
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knowledge of God and things invisible, as by orderly conning over the visible andinferior creature, the same method is necessary to be followed in all discreteteaching. "
In Milton's thought, as was in his time, nature was the book of God, and"Philosophy," "the contemplation of created things," "was an approved methodof knowing him." Milton was not against the scientific study of nature, nor doeshe celebrate it as superior to all other kinds of knowledge. The study of naturecannot be of sole importance since it cannot be an end in itself.15 RobertHoopes argues this case persuasively that the apparent criticism of knowledgeis really an attack on "idle speculation and scientific disputation perused as endsin themselves."16
Galileo is celebrated, in Areopagitica, as a martyr for reason; but when Miltonremembers him as astronomer in Paradise Lost, he does not admire Galileo'sreason for having no place or ac-commodation in his theories for the concept ofGod as the ra-tional creative and operative principle of the universe, and man'sregenerate reason to redeem him. Galileo's empirical observa-tions inastronomy are not the virtuous efforts, as means, to some higher end ofregaining the right knowledge of God; but they, being ends in themselves,constitute a Godless philosophy which he, himself, is reported to havedenounced-as A.N. Wilson il-lustrates-by turning to spiritual studies towardsthe end of his life. Galileo "was deeply revered by Milton's friends in the Svo-gliati and the Apatisti, Coltellini had written a poem in praise of the astronomerwhich, years later, he published. He praised the way, after Galileo'simprisonment and torture, he turned to spiritual studies. "17
Milton is of the view that through Scripture reason is the most authentic sourceof knowledge. His notion relating to the meaning and purpose of knowledgeshould be understood in the light of his concern for knowledge which is morecomplex than is implied in the prohibition against touching of the fruit of theknowledge of good and evil. In this conceptual context, the to-tality ofknowledge comprises his four-fold division of knowl-
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edge corresponding to the four aspects of human existence-sen-sitive, rational,intellectual, and angelic. In Milton's epistemol. ogy, the art of reason is acommon property of man, angels and God varying only in degree not in kind.This constitutes a hierar chy of reason which manifests the perfect unity ofcreation with reason (V: 508-12). The quality of one's reason is determined bythe degree of his distance from God on the scale of nature. Rea son's virtue lies,not only in acquiring true knowledge, but also in keeping the knowledge withinlimits by temperance.1" in his Art of Logic Milton defines physics as "theknowledge of natural things"20 which traditionally is thought to have begunwith the knowledge of stars. Milton's sense of the structure of the uni-versecertainly is not concerned with the astronomical contro versy relating to thecentre of the universe, even though there are obvious evidences in his Raphael'sfamous dialogue on astron-omy that he was inclined towards a great deal ofGalileo's dis-coveries in new astronomy for their scientific appeal. Gilben putsthe point: "Milton understood Galileo and applauded his studies, while at thesame time using without hesitation the ideas of the older astronomy. And itwould have been folly in Milton to have decided with certainty either for oragainst the Coperni can view. Indeed, Huxley is credited with the remark that inhis opinion the Polemics of Galileo's time had rather the better of the argument.Until the publication of Newton's Principia in 1687, the Copernican system didnot have an assured basis. To expect Milton to pass beyond interest andconsideration of his views as possible and probable, and definitely declare forCoper-nicus, is to ask him to do what only a professional astronomer had a rightto do."21
FinallyMilton's notion of reason ismarked off from others for its greater relianceon Scripture and revelations, and its adequateness lies in the act of acquiringthe knowledge, within bounds, which creates and confirms faith in God and hisprovi dence. To Milton sense experience is neither detestable nor an unreliableguide to knowledge; yet by all means it is insufficient by itself as reason isinsufficient without faith. Perceptions are as inevitable as reason, irrespectiveof time and place; in the uni
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verse, if knowledge is to be gained. In the last resort, following conclusions canbe drawn from the argument in the above pages:
1. In his allusions to GalileoMilton honoured him as the hero who fought againstthe obscurantism in the contemporary church for the intellectual and scientificfreedom. Milton's additions from Galileo's scientific observations to the nota-ble sections of the Biblical account of creation (in Paradise Lost, VII) especiallyrelating to the creation of the sun and the moon, and moon's shining not by itsown light but shin-ing by the light borrowed from the sun, and the Milky Wayare the indications of Milton's irresistible desire to bring the two 'Books of God'the Book of God's Word (Scripture), and the Book of God's Work (the createdphysical nature), the facts of which are to be revealed by the empirical sci-ence-into a meaningful coherence that each of the two books should confirm andenrich the knowledge of other.
2. Milton introduces Galilean impressions both in the begin-ning and at thecompletion of the creation scenes (i) the vi-sion of infinite space which Galileo'stelescope aided and in-spired his imagination to see with angels from the shoreof "Heavenly ground" and tell of the "vast immeasurable abyss/. Outrageous asa Sea" (VII: 210-12) invisible to mor-tal sight, (ii) Galileo's astronomy reoccurstowards the com-pletion of the creation of scene when Christ returns, alongwith angels, to Heaven over Galileo's Milky Way (VII: 574-81). This seems toimply that God, who is the invisible fount of reason and the final cause of allthings, operates through the effective causes in the physical universe. Thusphysical science alone can reveal the factual knowledge about the universe, inthat it characterizes a 'step' in the scale of nature for ascending to God.

2. The Tuscan Artist viewing through the telescope represents the farthestextension of the human perception that is always finite to comprehendthe infinite space and the plurality or infinity of the world (VII: 209-12).This indicates the de-pendence of his imperfect reason, lacking faith inGod and Scripture, on perception. His reason symbolizes only the

54
Indian Journal of English Studi



outward gaze on naturewhich can be employed to study ef fective causes-visiblematter in motion and generationWhile to Milton reason, in its rightness, shouldbe employed "through contemplation of created things" to ascend to God whois the invisible fount of reason and the final cause of all things. His sole concernis to see the presence of God in the shape of things God's omnipresence can betestified by rea son, in the universe, as the creative and operative principle oforder and harmony. Milton is of the view that greater trust of outward can leadto deception.25
4. In Milton's view the 'faith' of contemporary church was ob scured for want ofreason, and Galileo's 'reason' was imper. fect for want of faith. In his concept ofcreation-which he views in the light of a perpetual process of change and progress in the constant flow of time and ever-expanding space-Galileo's astronomystill continues to be a hypothesis and not a proved conclusion even to Raphael,and Archangel (VIII: 132-35, 140-44). Milton makes Raphael say his final lessonon the issue is plain:
Solicit not thy thoughts with matters hid:
Leave them to God, Him serve and fear..
Be lowly wise;
Think only of what concern thee and thy being
Dream not of otherworlds. (VIII: 167-75)
NOTES
1. Frank Allen Patterson, ed., Student's Milton (New York: Appleton CenturyCrofts, 1961). See for the controversy as towhether or notMilton actually visitedGalileo, Yale ed. of Milton's Complete Prose, Vol. II, p. 538n. See for thecontroversy over Milton's fa mous visit to Galileo, the arguments for both sides,and the conclu-sion that the objections made against Milton's claim result froman inadequate understanding of the historical context, Neil Harris, "Galileo asSymbol: The Tuscan Artist in Paradise Lost," Annali Dell Istituto E Mused (1985),X, 2 pp. 4: 10.
2. See for an illustration of Milton's lacking confidence in Galileo's astronomy,John Arthos, "Milton, Andreini, and Galileo: Some
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Considerations on the Manner and Form of Paradise Lost," in Ap-proaches toParadise Lost, ed. C.A. Patrides (University of To-ronto Press, 1968), pp. 164-79.
3. Cf. his indifference about Ptolemic-Copernican controversy of the system ofthe universe, Paradise Lost, VIII: 132-35, 140-44.
4. Also see ibid., III: 590, V, pp. 261-62.
5. Marjorie Hope Nicolson argues, "do we find more majestic con-ception ofvastness of space than in the work of this blind poet, in those scenes of cosmicperspective in which we, like Satan on the one band, God on the other, look upand down to discover a uni-verse in its vastness." "The Discovery of Space," O.B.Hardison, Jr., ed., Medieval and Renaissance Studies: Proceedings of the South-Eastern Institute of Medieval and Renaissance Studies (N.C.: Chapel Hill, 1966),p. 57 passim. Also see her "The Tele-scope and Imagination," Modern Philology,32 (1935), pp. 233-60.
6. Paradise Lost, XII, 633-36; cf. in Of Reformation in England, Bk. II: "Let theAstrologer be dismayed at the porteous blaze of comets and impressions in theair as foretelling troubles and changes in states: I shall believe there cannot beill-boding sign to a nation (God tura the omen from us) then when theinhabitants to avoid in-sufferable grievances at home are informed by heaps toforesake their native country." (Student's Milton, p. 459) Allen H. Gilbertsuggests that the idea of symbolic association of comet with evil and disastermust have been suggested by Galileo, "Milton and Galileo," Studies in Philology,19 (1922), pp. 152-85; and "Milton and Comets," English Literary History, 4(1937), pp. 41-42; also see for a critical review of this issue Kester Svendsen'sMilton and Science (Cambridge: Harvard University Press, 1956), p. 90.
7. In his De Doctrina Christiana Milton demonstrates that the law of reasonimplanted in the heart of man is the unwritten law of God which is "no otherthan the law of nature given originally to Adam, and of which a certain remnant,or imperfect illumination, still dwells in the hearts of all mankind; which, in theregenerate under the influence of Holy Spirit, is daily tending towards a renewalof its primitive brightness." Bk. 1, Ch. XXVI, "Of the Covenant of Grace," Student'sMilton, p. 1024.
8. "The existence of God is further proved by that feeling, whether we term itconscience or right reason, which even in the worst of characters is notaltogether extinguished" Ibid., Bk. 1, Ch. II "Of God," Student's Milton, p. 923.Indian Journal of English Studies 56



9. See for different degrees of death, namely: (i) guiltiness, (ii) Spiritual death,(iii) bodily death, and (iv) eternal death. Ibid. Bk. I Ch. XII. "On the Punishmentof Sin." Student's Milton. pp. 999. 1000.10. "Reason is also choice," Paradise Lost, 111: 108; cf. "reason is but choosing"and "the gift of reason to be his own chooser." Areop agitica, Student's Milton,pp. 738, 741.11. Lee A. Jacobus, Sudden Apprehension: Aspects of Knowledge in ParadiseLost (Paris: Mouton the Hague, 1976), p. 45.12. See note 8 above.13. Student's Milton, p.726.14. Kester Svendsen, Milton and Science (Cambridge: Harvard Uni-versity Press,1956), p. 5.15. For Milton true wisdom consists in the will doing right in the full issue of themoral knowledge of which Milton speaks in The Rea son of Church Government,"to know anything distinctly of God, and of his trueworship, andwhat is infalliblygood and happy in the state in the state of man's life, what in itself evil andmiserable, though vulgarly not so esteemed," Student's Milton, p. 522.16. Robert Hoopes, Right Reason in the English Renaissance (Harvard UniversityPress, 1962), p. 194.17. A.N. Wilson, The Life of John Milton (Oxford, New York: Oxford UniversityPress, 1984), p. 90; furtherWilson proceeds to quote, "The great Tuscan Linceanno longer surveyed the spots upon the sun, nor cared any more to study Joveand Saturn and the Bear. He put down his crystal lens and closed his eyes, andfrom the lowly earth, filled with the desire to behold lovelier things than these,with the wings of love he raised himself above the stars, the eyes of his mindfixed upon God." John Artbos, Milton and the Italian Cities (John Murray,1962),p. 19.
18. De Doctrina Christiana, Bk. 1, Ch. XXX, "Of the Holy Scrip-tures," Student'sMilton, pp. 1038-42.
19. Cf. Knowledge with food and indigestion, Paradise Lost, VII: 126-30, and alsoIbid., IV: 635-38, VII: 639-40, VIII: 167-68, 173-78. 412-14.
20. The Art of Logic, I, XXXI, The Works of John Milton, gen. ed. Frank AllenPatterson, 18 vols. (New York, 1931-42), XI. p. 269, quoted from Lee A. Jacobus,p.45.
21. Allen H. Gilbert, "Milton and Galileo," Studies in Philology, 19 (1922), pp.183-84.
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22. H.N. Gohain, Tradition and Paradise Lost: A Heretical View (Gauhati-Assam:Lawyer's Book Stall, 1977), pp. 168-234. De Doctrina Christiana, Ch. XXX, "Of theHoly Scriptures," Stu-dent's Milton, pp. 1038-42.
23. Milton's chief concern is with two kinds of revelation: (i) to in-form Adamwith all his faculties of reason intact (through Raph-ael), and (ii) after the fall toinform him (through Michael) with his reason seriously injured by sin, and thewill strongly caught by vi-cious desires.
24. Galbraith Miller Crump, The Mystical Design of Paradise Lost (London:Associated University Press, 1975), p. 60.
25. Paradise Lost, IV: 449-73; contrast Ibid, VIII: 250-82.
M.L.V. College, Bhilwara

Kamala Das: A Revolt against Male Tradition
GEORGE ALEXANDER



"Woman had no history-so they were told and so they believed And becausethey had no history they had no future alternatives
Gerda Leme
Kamala Das is one of the strongest voices of womes writing in India today. Herpoetic sensibility has often been termed as either confessional or erotic. But Ithink her poetry voices to the full the existential pressures generated on theIndian women-right from the ancient times to the mod ern. By employing ahighly self-conscious idiom, she perhaps aims at 'a release' from the male-dominated literary tradition that had always succeeded in backgroundingwomen to the mar gins. Perhaps like Margaret Atwood, she wants to assert:"We must resist. We must refuse to disappear."
In this context, it is indeed proper to study Feminism that has now emerged asa strong postmodern trend. This Feminist movement can be phased into threedistinguished periods:
1) 1840-1880 marked the first phase, though insignificant, during which thewomen writers concentrated chiefly in imitating the style of great male-writersin order to attract a wide readership. They even adopted "a male pseudonym"10 get their works see the light of the day.
2) During the second period-1880-1920-a stronger voice emerged to protestagainst the male-hegemony. It was aided and abetted by such modern thinkersas G.B. Shaw etc. As the Women Suffragette Movement got intense, VirginiaWoolf a strong feminist herself voiced the anguish of women in her A Room ofOne's Own. "It's unpleasant to be locked out it's worse perhaps to be locked in."
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3) 1920 to 1980 and further is themost significant andmean-ingful period duringwhich writers of the calibre of Simon de Beauvoir, Helen Cixous, Julia Kristeva,Gilbert and Gohar etc. delivered through their writings a real punch on the MaleEgo, and compelled him to accede if not a superiority status, but at least anequal one. They talked in terms of the Oblit-eration of Male Sex. ElaineShowalter demolished the tradi-tional image of women-Monster and Angel-andcalled upon the woman to use strong language to silence the Man.
It is in this context that we have to study Kamala Das's po-etic sensibility.
A historical study of the role of women in the male-dominated society of boththe developed and under-developed worlds-and in particular India, the land ofpati-parameshwars and karva-chauths-would categorically prove that man hassuccessfully connived to keep woman confined within the socio-religious walls;by allowing her no freedom and by instilling a constant fear in her mind withconvenient and conservative images like God, King, Man and roles like father,husband, son etc.
Kamala Das is not the first woman-poet to revolt against the male-dominatedliterary traditions of this land. Right from the Therigatha poems (Songs of theNuns) of the pre-Aryan times to the present the germ of revolt has always beenthere in women. The rule of male dominion that deprived women ofimagination, communication and hope can be summed up in three parts-womenmust not speak; if she speaks she must not speak the whole truth; and if shedares to speak the whole truth she must be silenced. Numerous women poetsof the past-including courtesans and folk-singers have used sexual passion anderotic sensibilities in their songs to strike against themale literary tradition. Theyrealized that they could attract attention only by speaking in a language-unconventional, crude and licentious. In their book Women Writing in India,Susie Tharu and K. Lalitha cite the example of Muddupalani, an eighteenthcentury Telugu woman-poet. Her Radhika Santwanam an adorable work wasrejected by the traditional male critics because Muddupalani is an adulteress,many parts of the book are such that they should never be heard by a woman,let alone
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crude descriptions of sex. During the eighteenth and early nineteenth century,Victorian morality rede. fined sexual mores for women-giving birth to theconcept of 'the proper lady'-Kamala Das believed this to be a new design by themale to further silencing of women. Hence physical love in and outside marriagebecomes a recurrent theme to puncture the male ego. Her attacks on herhusband-the symbol of Pro-tector and Preserver-is in fact a thrust against male-chauvinism. Kamala Das believes that the silencing of women, the thematics ofvictimization functions not only through patriarchal attitudes, but also throughwoman's conscious or unconscious complexity in the matter. In order to combatit, she recognizes the source of oppression, and desires to express her anger bywriting as a fully liberated individual-as a woman-in the society.Kamala Das's love-poetry is more physical than spiritual. Her search forlove outside marriage is firstly, due to her frustra-tion of an ideal man-womanrelationship with her husband:
It will be all right if I put my hair
Stand near my husband to make a proud pair.("Substitute")
Secondly, her seeking a release from a life of 'lovelessness":
I shall some day, leave the cocoon
You built around me with morning tea,
Love words flung from doorways and of course your tired lust--then shut my
Eyes and take refuge, if nowhere else'
Here in your nest of familiar scorn-I shall some day.
Kamala Das's love experience is a multi-dimensional phenome-non. Its complexnature can be apprehended only by focussing on some of the importantdimensions defined in terms of her husband and other lovers. Her concentrationon sexual love can be likened to the confessional poetry of Sylvia Plath. Shedesires to use sexual love to assert, to conquer and to dominate. Her vi sions ofideal love are destroyed by her husband's inability to of-Kamala Das
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fer spiritual fulfillment through physical love. She feels that her dignity is lostbecause she is not respected as a woman.
You were pleased
with my body's response, its weather, its usual shallow convulsions youembalmed My poor lust with your bitter-sweet juices You called me wife I wastaught to break saccharine into your tea, and To offer at the right moments thevitamins Cowering beneath your monstrous ego, I ate the magic loaf andbecame a dwarf..
Kamala Das' search for the ideal spiritual lover can be compared to themetaphysical poets. She blames her ineffective husband for her straying intothe path of sin.
Love became a swivel door when one went out, another came in
Another dimension that complicates the man-woman relationship refers to hertraditional role of woman. She desires freedom from it:
I wore a shirt and my Brother's trousers, cut my hair short and ignored Mywomanliness. Dress in sarees, be girl Be wife, they said. Be embroiderer, becook. Be a quarreler with servants. Fit in, Oh Belong, cried the categorizers.
She rebels against conventional marriage: "The ideal marriage continuedaccording to the desire of our society, is a bond in which both become mentalcripples and cling on to each other until death." ("The Sham of a Marriage") Shecomments against the pretentious role of a happy wife
I must pretend I must act the role of happy woman
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Happy wife. (The Suicide)
Thus, Kamala Das's outbursts against all the stereotypical roles of a woman-lover, wife, married woman-characterize the subtlest and most radical womanwriting. Poetry becomes in her hand a powerful medium for self-expression;thereby conform-ing to a new female literary tradition to liberate thesuppressed voice that has been trying through ages to find its own identity.Incidentally, I found this voice-this urge-in an excerpt from one of the Gnostictexts, called 'The Thunder: Perfect Mind'-probably written by a woman in thesecond century:
I am the one who has been hated everywhere and who has been lovedeverywhere.
I am the one whom they call Life and you have called Death
I am one whom you have scattered and you have gathered me together.
I am the one before whom you have been ashamed and you have beenshameless to me-I am she who does not keep festival and she whose festivalsare many, I am godless and I am the one whose God is great-I am unlearned andthey learn from me....?
A.R.B.G. College, Shendurni

Silence as a Mode of Expression in Paul Scott's The Raj Quartet
S.B. SINGH



Paul Scott's The Raj Quartet is about India, from the his-torical sources of itsexperience to the aesthetics of its structure and embodies Indian experience inspace-time as well as in the continuum of its metaphysics. It is woven aroundform and substance; manifold illusions of mirrored images, ar-ticulated sounds,and the utter silence of the absolute and the whole, the desolation of reality etc.It is the paradox of maya (fi-nite, measurable particularities of form) obstructinga view of the infinite reality while yet a part of this reality. It echoes the para-digm of the articulate resounding from the sinking back into the inarticulate, inthe voicing of AUM. To express the voiceless in a voice, infinite continuum inspace-time is to make 'raids upon the inarticulate. The 'silence' of India, whichhas got to be bro-ken through, is an experience of political-historical-metaphysical kind where the structure splits this silence, condensing the ex-panse and the void into spiralling galaxies of situations con-verging upon thetangible and opening out towards the intangi-ble. In terms of musical analogy,structures like Quartets or sym-phonies are basically harmonies of many intoone, discordant notes orchestrated into a concord. In terms of the analogy ofIn-dian music, however, the ultimate concord of music is in silence. of thearticulate in the inarticulate which precedes and succeeds the efforts atvocalized structure. Scott's reference to the 'raga' being sung by Parvati at theend of The Jewel in the Crown spells the whole truth about the relativity ofstructure and experi-ence of the whole truth.
Behind all the chatter and violence of India-what a deep, linger-ing silence. Sivadances in it. Vishnu sleeps in it. Even this music
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is silence. It's the only music I know that sounds conscious of breaking silence,of going back into it when it's finished, as if to prove that every man-made soundis an illusion.
The innate structure of things, their paradigmatic significance has to be probedthrough particulars of experience. Structure of art is related to experience inthis probing, whereas, in the lines cited above, morphology of articulatedaesthetic structure leads to the amorphous and ponderous silence of truth asMyth or metaphysics. The inarticulate void of silence enveloping the sleepingVishnu and the dancing Shiva (void beyond creation and beyond dissolution) isthe same as the silence stretching all around the ripples of sound that arise fromit and flow on to it experience of truth circumscribing the structure ofexperience, aesthetics of articulation sinking into the inarticulate myth. Thisposes as Scott's acceptance of the tact of Indian experience as history, as myth,as a paradigm or any experience of the 'real' being intractable and silent;acceptance also of the fact that the Quartet, in using language and a structureof language, is reach-ing beyond the articulations of language to a reality thatcan be described as 'silence' because it baffles and transcends speech. Myth andMusic are more or less capable of making the presence of this silence palpableeven by breaking it. As George Steiner writes in Language and Silence: "Asstorehouses and conveyors.
of felt life and human conjecture, myths embrace words but go beyond themtowards a more supple, inventive, universal syntax. That music and myth areakin, that they build shapes of being more universal, more numinous thanspeech, haunts the Westem imagination." "...it is decisively the fact thatlanguage does have its frontiers, that it borders on three other modes of state-ment-light, music and silence-which gives proof of a tran scendent presence inthe fabric of the world... what lies beyond man's word is eloquence of God."
The Raj Quartet is engrossedwith this silence' of utter and absolute reality whichis a continuum of time-place, history myth. The musical analogy of the Quartetas a building-block for restructuring language towards the inarticulate isexplicitly re enforced by Scott in this recession of the Indian situation and
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and iconography of Vishnu and Shiva, creation and dissolution as the two finitepoints at which time touches eternity, the articulate meets the inarticulate. Toquote George Steiner once again, who while discussing Witt-genstein-one mostprofoundly intent on escaping from the spi-ral of language-holds: "That whichwe call fact may well be a veil spun by language to shroud the mind from reality,Wittgen-stein compels us to wonder whether reality can be 'spoken of," whenspeech is merely a kind of infinite regression, words being spoken of otherwords.... Language can only deal meaningfully with a special restricted segmentof reality. The rest, and it, is presumably the much large part, is silence." (2)
Elaborating on this notion in The Retreat from the Word. Steiner observes:"There are modes of intellectual and sensuous reality founded not on languagebut on other communicative en-ergies such as the icon or the musical note. Andthere are actions of the spirit rooted in silence. It is difficult to speak of these,for how should speech justly convey the shape and vitality of si-lence?" (12-13)
That language can only deal restrictingly with a segment of reality, that languagecan restrict sense of reality by veiling it with a veneer of facts, that 'awarenessdependant on language is a determinacy that imprisons the mind. These are thechallenges to which literary form or structure responds by using language toachieve a communication beyond linguistic categories. The con-frontation ofthe English and the Indian in the Quartet is a clash of modes of awareness,communication and history, almost de-termined by the tyranny of language inthis sense.
It's an Anglo-Saxon failing I suppose. Constantly we want proof here and now,proof of our existence, of the mark we've made, the sort of mark we can wearround our necks, to label us, to make sure we're never lost in that awful darkjungle of anonymity. (428)
This tight feeling for finite forms and this anonymity are op-posed to each otheras British and Indian-linguistically, histori-
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Perhaps we haven't got a word for what they feel. Perhaps it's hid den in thatstone carving of Vishnu sleeping, looking as if he migh wake at any minute andtake them to oblivion in a crack of happy thunder. (428)
In contradistinction to precision and proof, here is the sleep of Vishnu equivalentto the waking world and his waking the end of the world; here is his almosteternal slumber potentially poised for a break 'any minute': here is his happythunder and our oblivion. The contraries provide the kind of 'muddle that For-ster saw in India-a muddle inseparable from 'mystery.'
It is interesting to see this distinction worked out by Scott in terms of race andhistory-havingmuch to dowith language-in the light of what Yeats made of East-West, Europe-Asia, polat. ity, precision, form, number, calculation;'measurement began one might': is what characterizes the West. The East, orAsia, is referred to in terms such as 'vague Asiatic immensities, fabu lous,formless, darkness.
Interestingly, the approximation of language and structure to musical form thatwe have found in such different uses of the 'Quartet' as Four Quartets, TheAlexandria Quartet and The Raj Quartet can be reduced to a common functionaldenomination in terms of experience. They involve an encounter with a realityof many dimensions with a capacity to falsify, deceive, bewilder and beguile. Tohold it in a structure is to comprehend it as a whole. This is the apprehension ofthe timeless in time, the formless in form that Eliot implies in terms like'Incarnation' and 'articulation. This is what Durrell's Alexandria Quartet al-tempts to realize by structuring the mirage like deceptions mir-rored by planesof reality into the contours of a truth whose wholeness both contains andfalsifies the parts. The Raj Quartel takes on another such bulk of silence-something numinous, in-explicable and inarticulate about Indian experiencethat articu lates itself in terms of what it does to outsiders who encounter it-anexample of the disintegration of character brought about
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and on Adela Quested. The nature of Indian experience behind the eventsnarrated by Scott is in essence what Forster saw in the undifferentiated darknessof the Caves and in the muddle that came closest to mystery-what Yeats saw as"vague Asiatic immensities."
A remark, made by the lawyer Srinivasan, the context of which is a veryparticular detail of Kumar's whereabouts, long after the Bibighar incident, hasa characteristic generality of ref-erence to this immensity of Indian experience:
Well, it is a vast country. Easy to get lost in. And again the sense of immensity(of weight and flatness, and absence of orienting features) blankets the mindwith an idea of scope so limitless that it is deadening. Here, on the ground,nothing is likely, everything is possible. Only from the air can one trace whatlooks like a pattern, a design, an abortive, human intention. (208)
This is the 'silence' of Indian experience as also the inarticulate immensity andvariety that Eliot, Durrell and Scott seem to tackle in different particularities. Itis a common quest for shape and significance in variety multiplied 'in awilderness of mirrors' (Eliot). The particularly of a detail, an event in time (in thedi-mension of time) and the timelessness; of the pattern glimpsed in the detailare points of vision in which reality is apprehended in a timeless present. SisterLudmila has one such insight that falsi-fies all clear outlines of a beginning andan end that specify his-tory. She says:
It is as if timewere telescoped? Is that the right word? As if timewere telescopedand space dovetailed? As if Bibighar almost had not happened yet, and yet hashappened, so that at once past, pres-ent and future are contained in yourcupped palm. (133)
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There is a negative kind of silence' which threatens human civilization-theopacity and the draining out of the capacity to participate, share andcommunicate. It is symptomatic of the ruthless force of civilization that onespeaks one's own language or the language of one's narrow belonging to anation or com. munity. This is a general symptom of the modern condition andit is a barrier of barbarism imposing such colossal silence on humanity that nocry or language has crossed it. It happened during the genocide of the Jews inHitler's Germany; it happened in TaslimaNasrin's Bangladesh in December 1992,it is still happening everywhere. British India exhibited this mute barba rism-asmuch in Ronald Merrick as in the slaying of Ahmed Kasim by the railway-track.This barbarism, incapacity for com prehension and understanding, is expressedin the blunting of language. Conversely, to extend the expressive potentials oflan guage is to extend one's capacity to take in and comprehendmore andmore.The overwhelming pressure of the uncompre hended, inarticulate, that thisstructure takes upon itself to ac commodate and articulate is the aestheticcounterpart of the hu manizing culture that is Scott's mode of experience-givinghim an insight into the silences of barbarism and abstractions that made Britainand India wrestle with each other and into reso-nance's of articulation thatmade them embrace each other-both in one gesture.
'Silence' is a powerful symbol of the essence and meaning of the Indianexperience. Edwina Crane's withdrawal into the solitude and silence of realizingthe failure of Anglo-Indian rela tionship finds articulation in a symbol runningthrough the Quartet: burning in flames. Both she and Daphne are silent, un-ableto find words, about the men who perpetuated the acts of violence. This ishardly understood by the Europeans who 'hated her for it. One person canenjoin another to her own silence as Daphne and Kumar happen to do, facinginterrogations with si lence. To Sister Ludmila, it is a silence wrapping Daphneround
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like she has the child in her womb 'carrying it like a woman in a state of grace'believing 'that she carried India in her belly.' (165) This has echoes of theImmaculate Conception of the Vir-gin and Eliot's 'Word within word unable to



speak a word.' Si-lence, thus, leads through deepening and widening ofsensibility to instructions of mystical and spiritual kind the inarticulate heart ofsilence. It finds a specific relation to Indian aesthetics and mysticism of silenceand articulation, formless and form, with reference to Daphne's child Parvati,articulating the 'morning raga' in a mystical song about parting.
Silence is the human awareness of the whole truth for which any medium, anyarticulation is bound to be an aberration, a distortion and a limitation. Inmetaphysical and aesthetic terms, this is the challenge of the ineffable and'formless' whole that cognition or art has to contend with to know theunknowable, to find form for the formless, to articulate silence. In terms ofhuman relationship, silence is a mode of deep and inarticulate communication,almost a measure of the depth and wholesome-ness of the involvement. Suchis the silence of Daphne and Hari, and of Mabel Layton and Sarah: "Silencebetween themwere not unusual. They were strange silences which Sarah founddifficult to break once they had set in. She sometimes thought of them assilences her mother used to establish between them as a close-ness that hadnever existed before and which she thought it too late to establish now exceptin this exchange of sentences unspo-ken and of gestures unoffered."
The formless has a form too subtle for our notions of form; silence is a languagefiner than ours: our medium has to ap-proximate to these. These 'pregnant'silences are the opposite of imposed reserve and reticence of the Englishman-thin, pale, polite and inhibited. Deep 'communion 'is what silence becomes asSarah and Ahmed face each other while riding-he smiling and silent, she smilingand speechless. Underneath the courtesy and reserve of 'smile' is theconfrontation with unsuspected depths of silence. To an observer like Merrick,Kumar's silence is 'dumb insolence.' Even to Nigel Rowan, Kumar's is an 'un-reasonable silence' which only shows that silence is a mode be-
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Silence is the mode in terms of which LadyManners accepts Daphne and Parvatisomething incomprehensible to Mildred and others who find her house boat inSrinagar 'quiet"; "muted to the point of creating its own illusion of itself asthough at any mo ment it might break up into component parts of air and lightand water, " This muteness is a mutation, the silence and sinking into the deepcommunion and identity with the elemental pat. terns of life. The 'cry of thechild' fromwithin that breaks the silence does not somuch break it as articulatesit. Between Bar. bie and Sarah, a communion in depth casts an illusion of wordunspoken but heard. Barbie slowly moves away from 'ceaseless chatter ofinvolvement to 'the mystery of imaginary silence which, unlike cool reserve,'should not be used to destroy con tact but to create it.' She craves such contact,talking and silent:
to enter the private realm of inner silence and begin to learn how te inhabit iteven while her body went its customary bustling way and her tongue clackedendlessly on. (191)
It is more like being on two planes at the same time, the balance betweeninvolvement and detachment as taught by the Upani shads and the Gita, andonly superficially a potential symptom of schizophrenia. She comes close to amystical state where silence is the condition of the soul: "I want to create aroundmyself a condition of silence so that it may be broken, but not by me. But I amsurrounded by a condition of Babel." (196) It is a prepara-tion for and invitationto God, for the final communion that shatters the shell of silence. In the silentritual of Susan putting her child within fire and in Barbie's loss of voice, an'insight' finds expression in symbolic action, thus pointing to the futility andinadequacy of language for such modes of being. India's 'silence in stillness' isthe inscrutable and menacing power, de-structive when not understood,dividing races and bearing down an Englishman. Like the vultures over theParsee's towers of si lence stripping the bones of the dead clean of flesh andskin,
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Barbie is purified by total silence: knowing and remembering so much butunable to speak out: "The birds had picked the words clean." Perron isarticulating what is basically beyond speech i.e. making 'raids upon theinarticulate.' The deeply subjective feel-ings, like joy, fear, love, are the mostdifficult to convey the crutch of the words themselves. with



History is neither enough nor all when one is concerned with expressing theformless in form, silence in articulation. India is experienced by Daphne, Sarahand Barbie as an enlargement of perspectives that upsets and bewildersconfined notions of form. Sarah actually responds to the Indian landscape asScott re-sponds to the Indian experience as a whole- receding, disap-pearinghorizon; expansion that destroys the illusion of mind, hand or eye being able tocope with parts related to whole; a re-ceding mirage. This frighteningformlessness of landscape has the multiplicity and elusiveness of Maya- theMany (parts) that have to be seen in relation to the one (whole). Formless andform are analogous to silence and its articulation. As Perron realizes, knowledgeof Indian history is never enough for understanding India; actually, thetelescoping of time is going beyond history, seeing 1857, Jallianwala Bagh and1942 as simultaneous. The perception of form in formlessness, the timeless intime, is like listening to silence and stillness behind sound and motion. Thenovelist is more than a historian, not having to waft for a final version and forthe archives, listening into the silent core of all the babble.
NOTES
1. Paul Scott, The Jewel in the Crown, 468.
2. George Steiner, Language and Silence: "Orpheus with his Myths Claude Levi-Straus," 249.
3. Ibid., 39.
4. Paul Scott, The Day of the Scorpion, 148
5. Paul Scott, The Towers of Silence, 170
6. Paul Scott, A Division of the Spoils, 301.
T.M. University, Bhagalpur

Women in Hemingway
NIBIR K. GHOSH



My mother never sent me flowers," complained " Ernest Hemingway ratherruefully to his friend Land confidant, A.E. Hotchner. Hemingway reg. istered hisgrouse with Hotchner when well past fifty, and with
his mother still alive. Ernest Hemingway had his first brush with womanhood inthe form of a peculiar relationship that he came to develop with his mother-arelationship flourishing on the fertile though sinister ground of mutual dislikeand distrust. And this went on throughout Ernest's stay with his parents until hewas ready to wing off to some more congenial surroundings which would givehim the necessary independence to carve out his future path and programme.Hemingway was ready to launch on a career of his own choice, not bothered bythe demands and bonds of parental authority. Obviously the genteelsophistication, sought to be administered to the other Hemingway children, wasnot Ernest's cup of tea, and the method and manner in which the parents,especially the mother, had tried to force the pace of in-ducting culture into theirchildren left young Hemingway with a permanent scar which gave himoccasional shivers even in his later life. "My mother was a bitch" and "My fatherwas a cow-ard" were the bitter exclamations that Hemingway unashamedlymade in the presence of many friends and admirers much later in life. He couldnever outlive this scar of childhood, and made re peated references to hisunhappy experiences under the parental roof. His vision of an ideal, integratedwomanhood seems to have suffered an early and lasting jolt in his mother'sspasmodic and fitful enthusiasm for refinement and taste. "Our parents rantheir lives and those of their children on the basis of the Victo-rian morality inwhich they had been brought up. There were rules which could not be broken,and expectations which abso-
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lutely had to be met. The individual and his special needs and circumstanceswere secondary. If the order of things somehow got fractured, then the wisest



course might be a fine and noble pretence which was known as 'living it down.You did this with the law, the Church, and public opinion."
Ernest himself, recalling his early days with his parents, pre-sents his mothermore than once in some very uncomplimentary terms: "Though Mother wastemperamental she was basically an honest person who was simply a poorobserver. She would get so involved looking at her side of the problem she couldforget there was another side." Talking of his father's suicide and of why hecouldn't write the promised stories with an American lo-cale, he once remarkedthat "I always wanted to, but had to wait till after my mother's death. Youunderstand? Now, I don't know. My father died in 1928-shot himself-and leftme fifty thousand dollars. When I asked mymother for my inheri-tance, she saidshe had already spent it on me. I asked her how. She said on my travel andeducation. What education? I asked her. Oak Park High School? My only travel,I pointed out, had been taken care of by the Italian army. She didn't answer. Mymother was a music nut. .. When I was in school she forced me to play the celloeven though I had absolutely no tal-ent and could not even carry a tune. Shetook me out of school one year so I could concentrate exclusively on the cello. Iwanted to be playing out in the fresh air and she had me chained to that knee-box."
Ernest Hemingway went out into the world a spiritual or-phan, an exile in searchof a home away from the hypocritic cor-rectness and prudery of his parentalhome. He actually, in the words of his younger brother, "got formally drummedout of the home just after his twenty-first birthday. Mother and Father managedto carry it off with a magnificent show of solidarity. They not only did it when itwas all over they congratulated each other on the stand they had taken.Disenchanted and disin-herited, the young rebel was left with no option but "tomove into new fields to conquer" as his father remarked in a letter to his wife.
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This break with his family, he had ever loved so deeply and sincerely, and hisemotional estrangement with his mother played a decisive and vital role in theformation of his attitudes, specially his attitude towards women. Hemingway,so it appears, reserves all the bitterness and cynicism of which he is capable, forthe portrayal of the American female. I think it is here that his traumaticexperience of childhood and early youth find a full scope for their freeexpression. Hemingway betrays almost a pathological aversion for the Americanwoman. Time and again he dwells on the theme as if only to get pleasure andsatisfaction out of belabouring the American female of the species for all herreal and imagined sins of commission and omission. She has been repeatedlyportrayed as the sinner and the sucker, the per-secutor and the exploiter of allthat is good and great in man.
But this is not to be implied even remotely that Hemingway grew into aconfirmed misogynist owing to his estrangement with his family. Certainly hecould never again muster the same warmth for his mother, but his over-all viewof womanhood is far more pervasive and far more balanced than he is generallycredited with. He had in the course of his career as a writer, sol-dier, sportsman,big-game hunter, deep-sea fisherman and bull-fight expert, come in contactwith multifarious aspects of life, of which women formed a very vital part. It hasoften been argued that it is not necessary to identify the characters of his novelsand short stories with those in real life, those he had met and moved with. Butone will have to go to the original if one had to judge things in their correctperspective.
Hemingway, of all others, had no scruples about letting any-one into the secretsource of his characters. This, of course, may be another matter that the authorcompounded so many real-life persons into a single fictional character to suithis particular pur-pose of the moment. And it is true, of his own admission, inthe case of many characters, especially women. Hemingway faced life with theardour and zest of a lover, a lover who is violent and vigorous, and virile, a loverwho would very much like to have things at his own terms, and a lover whowouldn't even mind killing the object of his love if he could thereby conferimmor-tality on it. This may be as true of the lion in the jungles of Af-rica, thebull in the bull-ring, the fish in the sea, as the woman in
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bed. It is here that for Hemingway lies the central point of the meaning of life.Elaborating onwhat he considered to be the border-line between life and death,Hemingway once remarked: "The worst death for anyone is to lose the centreof his being, the thing he really is. Retirement is the filthiest word in the lan-guage. Whether by choice or by fate, to retire from what you do and what youdo makes what you are is to back up into the grave." Again even in the worstmoments of his life his mind was centred on how best he could refashion his lifeso that it could fit into the pattern he had set for himself long ago. His re-gretwas that all that he loved and valued in life was behind him: "What does a mancare about? Staying healthy. Working good, Eating and drinking with friends.Enjoying himself in bed. I have not any of them. Do you understand, goddamnit? None of them."
Hemingway meets his women through his protagonists in his novels and shortstories in a variety of ways, in a variety of situations. These situations may be asdiverse and as removed from each other as a Parisian café from the AmericanRed Cross Hospital ward in Milan, as a Left Bank Spanish mountain region is-threatened by the impending fascist attack-from the calm, rippling waterwaysof the post-war Venice. Hemingway's women have a quality of admirably fittinginto the physical as well as psychological situation of the hero. It is, I think, in ac-cord with the hero's mental make-up of the moment, that he seeks and gets thelady-love after his heart. It may be Lady Brett Ashley, or Catherine Barkley orMaria or Marie Morgan-but all of them with their different social and politicalbackground, have a quality of eliciting an emotional response fromHemingway'sprotagonist, whose own identity and general social background basicallyremains the same. Lady Brett, with all her drunken or-gies and so-called immoralgoings-on notwithstanding, does act as a balm, as a shot in the arm for theincapacitated American journalist. Catharine Barkley not only tends and attendsto the sick body and soul of Frederic Henry, but also acts both as a brake and alever whereby Frederic is impelled to making a sepa-rate peace with the enemy.Robert Jordan, carrying the cross of his father's suicide-curiously resembling themanner of the death of Dr. Hemingway-and his own impending doom, re-
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ceives a whiff of fresh air amid the heat and blaze of intermittent gun-fire, abalm on his raw, burning emotions in the love and attention and completesurrender of Maria. It is girls like Maria and Catharine Barkley, who bythemselves stand up to nothingmuch, but who by virtue of the contrast investedto their person-ality by the turbulent and uncertain existence of their loves, as.sume a certain force, a major significance. There is the signifi. cance of the freshwater stream, which when found accidentally in the scorching desert, providesa welcome haven from the cruel winds of adversity, violence and bloodshed,even though for a brief, much too brief a period. These heroines, by themselvesba-sically frail and dependent, provide what one may call the eter-nity of blisscaptured in a fleeting moment fast leading to doom and destruction. Suchwomen characters of Hemingway seem to possess an inherent quality of loyalty,submissiveness, self-sacrifice, surrender and moral virtue-the conventionalqualities of an ideal woman. Maria has nothing of the dynamism of Pilar andnothing of the dash of Lady Brett Ashley; on the other hand she seems to be amere shadow, a lovely and lovable shadow, a dreamy substance as soft anddelicate as dew on the flower-petal, whose only job-so it appears is to giveRobert Jordan a vision of what a good life he could look forward to if he were tosur-vive the inevitable tragedy that was awaiting him round the cor-ner.
In the same way Marie Morgan in To Have and Have Not has nothing to do withthe shady business her husband Harry Morgan is engaged in. She is to be thereon the scene, if only to provide her husband with a purpose, a central point ofexistence. Catherine Barkley manages to steer Frederic Henry clear of theruggedwaters of war and violence, and eventually dies in giving birth to his child,as if only to prove to him the ultimate futility and tragedy of cherishing an ideal,that the ideal life of man and woman together is a mere distant vision, a mirage,"that calls from far yet as I follow flies."
Hemingway has yet another type of women characters who seem to providesomething of a complement to the gaps that may have been left in thepersonality and make-up of the male by the turbulent living pattern that he hasfollowed. Pilar, for instance, leaps forth on the mental horizon as the femininecounterpart of
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the hero, though by no means is she the heroine in the ordinary sense of theterm. She has had, and still has, no scruple whatever about what is called themoral virtue in the conventional sense. But she, to my mind represents thedynamic spirit of the Spanish revolution, who is not averse to war and violence,



who does not mind killing as many fascists as possible in the cause of Repub-licanism. She loves Pablo deeply and is referred to again and again in the novelas the wife or woman of Pablo a fact of which she is still proud. But she isabsolutely in no sympathy with the wayward behaviour and weakeningdetermination brought on by his addiction to the bottle and his advancing age.He has almost become a coward and Pilar calls him so a number of times. Butshe is the very symbol of womanhood at war with the wrongs perpetrated bynaked fascism. The feminine quality about her character is undeniable and itwould be wrong to des-ignate her as a masculine woman or even an Amazon.She pos-sesses all the essential qualities which Robert Jordan-and through himErnest Hemingway-looked for in a woman.
Hemingway appears to recognize in the various women he portrays the qualityand character of the Creator, the Preserver and the Destroyer. His womencharacters like Maria, Catherine and Marie Morgan, by the very fact of theirbasically feminine role of the passive, submissive and loyal partner of the malepoint to the essential quality of woman-the beloved, the wife, the mother-in away the Creator. On the other hand Pilar and Lady Brett seem to fit very wellinto the mould of the Preserver, the role a woman has to play under certaincircumstances. They may themselves perish in the consuming fire of their realor imagined weakness but they remain basically a pillar of support and strengthto the male on the physical and psychological planes. Characters like Pilar toRobert Jordan, or Lady Brett to Jake Barnes, appear almost their equals and assuch evoke their admiration, a craving for their favours, and not of love-self-surrendering, self-sacrificing love that they expect, Robert Jor-dan from Maria,or Frederic Henry from Catherine Barkley, or Harry Morgan from Marie.
Agra College, Agra

Religious Conflict in Chinua Achebe's Arrow of God
BASAVARAJ NAIKAR
Religious conflict happens to be the central thematic con-cern of Chinua Achebein Arrow of God. There arises a conflict between African tribal religion and



Christianity as a result of colonial encounter between the native Africans andthe British. While dealing with the religious conflict, Chinua Achebe throws lightupon several aspects of religion like the so-ciology, psychology, philosophy,semiotics and ritualism of re-ligion. Anthropology tells us that whenever twocultures come in contact with each other, the dominant culture influences theother culture in a variety of ways. Theminor culture is likely to undergo a processof acculturation by being attracted to the dominant (or foreign) culture. At sucha juncture some people of the native culture may become acutely conscious oftheir cultural identity and try to resist the foreign culture. Thus attraction andresistance may be seen in the bi-cultural relationship. Religion being part ofculture will have the same pattern of attraction and repulsion towards anotherreligion. In Arrow of God religious conflict is foregrounded against the backdropof political and cultural conflict.
The novel throws light upon several aspects of African re-ligion. The distinctivefeatures of the African religion become conspicuous when they are comparedand contrasted with other religions, like, say Hinduism. Formerly the tribalpeople of Af-rica used to quarrel among themselves about petty problems.Hence there was no unity among them. The people of some vil-lages used to beattacked by those of other distant villages. Com-pelled by the contingent crisisthe people of six villages decided to unite themselves by accepting a common(supreme) god
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called Ulu and by appointing Ezeulu as the Chief Priest of Ulu. Ezeulu, thusassumes a position of religious power as well as re-sponsibility. One of the aimsof religion is to unify the believers into a cohesive social bonding and to givethem a sense of social security and peace. Ezeulu tries his best to bring about



peace between the people of Umuaro and those of Okperi who have beenquarrelling over a piece of land.
Although Ezeulu has been elected as the Chief Priest of Ulu and a custodian ofreligious values, he is not a bachelor but a married man with three wives, foursons and four daughters. He, thus, plays a double role of a householder and areligious head.
As a religious authority, he has to regulate and monitor the ritual events in hisvillage and facilitate the harvesting process thereby paving the way for thecommunity happiness. In other words, he is not expected to be content with hisprivate encounter with God, but to discharge his duty as a guardian of thecommunity of believers. Ezeulu is keenly aware of his religious power and wantsto exercise it as and when necessary.
Whenever Ezeulu considered the immensity of his power over the year and thecrops and therefore, over the people he wondered if it was real. It was true henamed the day for the feast of the Pumpkin Leaves and for the New Yam feast;but he did not choose it. He was merely a watchman. His power was no morethan the power of a child over a goat that was said to be his. As long as the goatwas alive it could be his; he would find it food and take care of it. But the day itwas slaughtered he would know soon enough who the real owner was. "No! TheChief Priest of Ulu was more than that, must be more than that. If he shouldrefuse to name the day there would be no festival-no planting and no reaping.But could he re-fuse? No Chief Priest had ever refused. So it could not be done.He would not dare."
The authority that Ezeulu enjoys is to be exercised for the wel-fare of thecommunity in general and not for any selfish or ego-istic purpose.
With an awareness of his religious authority as well as re-sponsibility, Ezeulucuts the roasted yam and puts it in the wooden bowl. After it is cooled he eats itin silence. He has to
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perform this sacred duty every New Moon. Likewise he takes the ofo staff, sitsin front of the shrine and prays to Ulu for rich har-vest, prosperity, male progenyand happiness.
Ulu. I thank you for making me see another new moon. May I see it again andagain? This household may be healthy and prosperous, As this is the moon ofplanting may the six villages plant with profit? May we escape danger in thefarm-the bite of a snake or the sting of the scorpion, the mighty one of thescrubland. May we not cut our shinbone with the machete or the hoe? And letour wives bear male children. May we increase in numbers at the next countingof the villages so that we shall sacrifice to you a cow, not a chicken as we didafter the last New Yam Feast? May children put their fathers into the earth andnot fathers their children. May good meet the face of every man and everywoman. (6)
Ezeulu's prayer indicates the comprehensive vision of African religion whichincludes a desire for the general human health, prosperity, abundance ofharvest, escape from various dangers, male progeny, increase of population,natural and chronological sequence of deaths, and good for all. One may easilysee here how the African religious ideals embrace individual, social, eco-nomic,natural, supernatural, providential and moral aspects of human life.
Ezeulu who articulates his high and sublime ideals through the prayer, isannoyed to remember the petty quarrels among the people of the six villagessimply because he had spoken the truth before the white man. His rigorousmoral behaviour is not appre ciated by the people of Umuaro who have vestedinterests to satisfy.
He put the ofo back among the ikenga and the okposi, wiped his mouth with theback of his hand and returned to his place. Every time he prayed for Umuarobitterness rose into his mouth, a great smouldering anger for the division whichhad come to the six vil-lages and which his enemies sought to lay on his head.And for what reason? Because he had spoken the truth before the white man.But how could a man who held the holy staff of Ulu know that a thing was a lieand speak it? How could he fail to tell the story as he had heard it from his ownfather? Even the white man.
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Wintabota understood, though he came from a land no one knew. He had calledEzeulu the only witness of truth. (7)



The Africans believe in the supernatural element like spirits of ancestors anddepartmental gods. Ezeulu being a religious priest has a good enough knowledgeof his religion and mythology. Once his son Obika returns home terrified andtells Ezeulu how he has seen a spirit between two villages i.e. Umuachala andUmunneora, "I knew it was a spirit; my head swelled.... Taller than any man Iknow. He was dressed like a wealthy man. He had an eagle's feather in his redcap. He carried a big tusk across his shoulder." (8) Obika's ignorance is removedby Ezeulu's knowledge. He assures him, "There is no cause to be afraid, my son,you have seen Eru, theMagnificent, the One that gives wealth to those who findfavour with him. People some-times see him at that place in this kind of weather.Perhaps he was returning home from a visit to Idemili or the other deities. Eruharms those who swear falsely before his shrine." (9) Ezeulu has, thus, a deepknowledge of African religion including its ritualistic, supernatural andphilosophic aspects.
When the six villages solidarise their life by accepting a common god i.e. Ulu andthe god's priest Ezeulu, they heave a temporary sigh of relief. Their faith in theirreligion offers them spiritual peace and security. But their institutional religionis threatened by a rival religion i.e. Christianity as a consequence of the colonialencounter. As part of the imperialistic agenda, the British people haveconquered part of Africa and have been try-ing to establish their rule there.Religious propaganda and con-version have followed the political conquest. TheAfricans have no choice but to accept the contingencies of life and make thebest out of them. Just as the British have entered their nation without theirinvitation, Christianity also has come there as an uninvited guest. Ezeulu, thespokesman of the African religion, does not oppose Christianity, but on thecontrary, tries to under-stand it, as he thinks that the white man is very wise.
The place where the Christians built their place of worship was not far fromEzeulu's compound. As he sat in his obi thinking of the
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Festival of the Pumpkin Leaves, he heard their bell, GOME, GOME, GOME,GOME, GOME. His mind turned from the festi-val to the new religion. He wasnot sure what to make of it. At first he had thought that since the white man hadcome with great power and conquest it was necessary that some people shouldleam the ways of his deity. That was why he had agreed to send his son, Oduche,to learn the new ritual. He also wanted him to learn the white man's wisdom,for Ezeulu knew from what he saw of Wintabota and the stories he heard abouthis people that the white man was very wise. (42)
Because of his initial curiosity for the knowledge of new religion and respect forthe whiteman's wisdom, Ezeulu has allowed his son Oduche to be convertedinto a Christian so that the latter can understand the new rituals of the Allenreligion and also spy on the white man's activities. Oduche goes to the churchevery Sunday and is trained in the Biblical lore.
But as days go by, Ezeulu begins to have new doubts about the new religion andthe ulterior motives of the people of that re-ligion. "But now Ezeulu wasbecoming afraid that the new re-ligion was like a leper. Allow him a handshakeand he wants to embrace. Ezeulu had already spoken strongly to his son whowas becoming more strange every day. Perhaps the time had come to bring himout again. But that would happen if, as many oracles prophesied, the white manhad come to take over the land and rule? In such a case it would be wise to havea man of your fam-ily in his band." (42) Ezeulu tries to come to terms with theco-lonial contingency in his country. Whenever a politically, eco-nomically andorganizationally weak religion comes in contact with a strong religion (in all thethree aspects), the former is sure to be overwhelmed by the latter. Oduche whohas been influ-enced by Christianity interprets the message of the church bellas 'Leave your yam, leave your cocoyam and come to church. But Ezeulu feels asense of doom in the same message. He explains to his youngest son Nwafo, "Ittells them to leave their church and their cocoyam, does it? Then it is singing thesong of exter-mination." (43) Ezeulu feels a great threat to his own native re-ligion by the arrival of Christianity.
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Ezeulu cannot foresee the exact effect of Christianity on the native religion. Hisallowing his son Oduche to be converted to Christianity is resented by his wife."Oduche 's mother, Ugoye, was not happy that her son should be chosen forsacrifice to the white man. She tried to reason with her husband, but he was im-patient with her." (46) Ezeulu's reconciliatory attitude to Christi-anity is deeplyupset by the unpredictable events in life, Oduche, far from using the knowledgeof Christianity for the reinforce-ment of the knowledge of his own nativereligion, feels more andmore attracted to Christianity and English language. "Hefound that he could learn very quickly and he began to think of the day when hecould speak the language of the white man, just as their teacher. Mr. Molokwuhad spoken withMr. Holt when he had visited their church." (46) Oduche is evenmore impressed by the West Indian missionary, Mr. Blackett. He makes verygood pro-gress and grows very popular with his teachers and members of thechurch. Mr. Goodcountry impresses the converts of Umuaro with the tales ofthe early converts of the Niger Delta by high-lighting the Christian values anddenigrating the native religious values.
Mr. Goodcountry told the converts of Umuaro about the early Christians of theNiger Delta who fought the bad customs of their people, destroyed shrines andkilled the sacred iguana. He told them of Joshua Hart, his kinsman, who sufferedmartyrdom in Bonny. "If we are Christians, wemust be ready to die for the faith,"he said. "You must be ready to kill the python as the people of the rivers killedthe iguana. You address the python as Father. It is nothing but a snake, the snakethat deceived our first mother, Eve. If you are afraid to kill it do not countyourself a Christian." (47)
There is thus a semiotic war between two systems of significa-tion. In the Africanreligion Python is a sacred animal which symbolizes the divine spirit, but inChristianity the snake sym-bolizes Satan, evil and temptation. The Christianmissionaries try to superimpose the Christian symbolism on that of the nativere-ligion in order to distort, suppress and destroy it. Oduche who is an apostatewith great enthusiasm and admiration for the new re-ligion fails to understandthe confusing and distorting interpreta-
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tion of the native religion. His knowledge of the Bible has en-abled him to acceptthe Christian interpretation of the snake.
When there is a controversy between Unachukwu and Goodcountry, Oduchedefends the latter by saying, "It is not true Mr.
that Bible does not ask us to kill the serpent. Did not God tell Adam to crush itshead after it had deceived his wife?" (49) Oduche is not able to understand thesymbolic meaning of the python in his own native religion because of hisignorance, inno-cence and indifference. His ignorance of the native religioncomes in handy for the Christian missionaries to brainwash him thoroughly. Mr.Goodcountry appreciates Oduche's knowledge of the Bible so much that "Heturned to Oduche. 'When the time comes for your baptism you will be calledPeter, on this rock will I build my Church'." (49)
Oduche being a new convert to Christianity is over-enthusiastic about theChristian values and ideals. Forgetting the native symbolic significance of thesacred python, he begins to view it from the perspective of Christian mythologyand conse quently considers it as an incarnation of Satan and evil tempting Eveand causing the fall of man. He, therefore, decides to kill the sacred python thatis domesticated in his hut.
At that moment Oduche took his decision. There were two py-thons-a big oneand a small one, which lived almost entirely in his mother's hut, on top of thewall, which carried the roof... Oduche decided that he would hit one of them onthe head with a big stick. He would do it so carefully and secretly that when it fi-nally died people would think it had died of its own accord.
Six days passed before Oduche found a favourable moment, and during thistime his heart lost some of its strength. He decided to take the smaller python.He pushed it down from the wall with his stick but could not bring himself tosmash its head. Then he thought he had heard people coming and had to actquickly. With lightning speed he picked it up as he had seen their neighbours,Anosi, do many times, and carried it into his sleeping room. A new and excitingthought came to him then. He opened the box, which Moses had built for him,took out his singlet and towel and locked the python inside. He felt a great reliefwithin. The python would die for lack of air, and he would be responsible for itsdeath with-
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But Oduche's expectation has not come true. Far from being choked to death,the python has been wriggling and struggling within the box thereby attractingthe attention of the inhabitants of the hut. Akueke, Matefi, Ugoye and othersnotice that Oduche's box is moving and draw Ezeulu's attention to it. Puz-zledby the news of the moving box, Ezeulu comments, "There is nothing that a manwill not hear nowadays." (43) They bring the box from Oduche's room into thecentral room. "Oduche's box was not actually moving, but it seemed to havesomething inside it struggling to be free. Ezeulu stood before it wondering whatto do. Whatever was inside the box became more violent and actu-ally movedthe box around." (43) Then Ezeulu carries the box outside. First he thinks ofopening the box with a matchet, but later he changes his mind and tries to openit with a spear. Eve-rybody in his household is curious and afraid of seeing whatis inside the box.
He took the spear from Obika and wedged its thin and between the box and itslid. Obika tried to take the spear from him, but he would not hear it.
'Stand aside? He told him, 'What do you think is fighting in-side? Two cocks?' Hechecked his teeth in an effort to lever the top open. It was not easy and the oldpriest was coveredwith sweat by the time he succeeded in forcing the box.Whatthey saw was enough to blind a man. Ezeulu stood speechless. The women andchildren who had watched from afar came running down. Ezeulu's neighborAnosi, who was passing by branched in and soon a big crowd had gathered. Inthe broken box lay an exhausted royal py-thon.
'May the Great Deity forbid,' said Anosi.
'An abomination has happened,' said Akueke. Matefi said, 'If this is medicine,may it lose its potency.'
Ezeulu let the spear from his hand. 'Where is Oduche' he asked. No oneanswered. 'I said where is Oduche?' His voice was terrible. (44).
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Ezeulu as well as his relatives and neighbours are flabbergasted by Oduche'slocking in of the sacred python, which is a great sin according to the nativeAfrican religion. Ezeulu is so angry with his son's sinful act that he vows, "TodayI shall kill the boy with my own hands. I have said it." (45) Noticing the terriblean ger of Ezeulu and its consequences, Oduche's mother Ugoye be gins to cry.Anosi asks Ugoye to send amessage to Oduche nor to return home lest his fathershould kill him.Matefi exclaims "We are fortunate the python is not dead." (45)
Oduche's sin is attributed to the missionary zeal of Chris tians converting thenatives into the new religion. Conversion a very disturbing aspect of colonialencounter between two cul. tures. Anosi who is on his way to Umunneora tobuy seed-yams from his friends comments, 'I have already said that what thisnew religionwill bring to Umuarowears a hat on its head. As hewent he stoppedand told anyone he met what Ezeulu's son had done. Before midday the storyhad reached the ears of Ezidemili whose deity Idemili owned the royal python."(45)
The python episode has, thus, created a lot of disturbance among the natives ofUmuaro and the neighbouring villages. The believers are shocked by the eventand want the sin to be expi ated properly. Idemili whose priest is Ezidemili ownsthe royal python. Now Ezeulu has to answer the community for his son'sabomination. One day a young man from Umunneora comes to Ezeuļu and says,"I am sent by Ezidemili.... Ezidemili wants to know what you are going to doabout the abomination which has been committed in your house." (53-54) ButEzeulu refuses to give any answer to him. The whole community is unhappy withEzeulu who has allowed his son to be converted into a Christian and to committhe unpardonable sin. Being a religious man, Ezeulu attributes the solution ofevery problem in his wife to the grace of his god, Ulu. When his son-in-lawOnwuzuligbo takes his wife Akueke after a gap of few days. Ezeulu advises himto treat her well and not to beat her. He is grateful to his god for solving thematrimonial problem of his daughter and son-in-law. "Ezeulu was grateful toUlu for bringing about so unexpectedly the mending of the quarrel betweenAkueke and her husband. He
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is sure that Ulu did it to put him in the right mind for purifying the six villagesbefore they put their crops into the ground. That very evening his six assistantscome to him for their orders and he sends them to announce each man in hisown village that the Feast of the Pumpkin Leaves would take place on thefollowing Nwko." (63-64) Being in a happy frame of mind Ezeulu decides toconduct the Feast of the Pumpkin Leaves and his assistants announce the dateof the Feast in all the six villages.
People gather for the market-day. Matefi and ner younger companions go tothe market place. The women are heavily dressed in ivory and velvet. "Themarket place was filling up steadily with men and women from every quarter.Because it was specially their day, the women wore their finest cloths andornaments of ivory and beads according to the wealth of their husbands or, ina few exceptional cases, the strength of their arms. Most of the men broughtpalmwine in pots carried on the head or gourds dangling by the side from a loopof rope." (66)
The Feast of the Pumpkin Leaves has the religious signifi-cance of binding thepeople of the six villages psychologically. socially and spiritually. It acts as ameans of achieving solidarity
and unity for the people. "A stranger to this year's festival might go awaythinking that Umuaro had never been more united in all its history. In theatmosphere of the present gathering the great hostility between Umunneoraand Umuachala seemed, momen-tarily, to lack significance. Yesterday if twomen from the two villages hadmet theywould havewatched each other'smove-ment with caution and suspicion; tomorrow they would do so again. But todaythey drank palm wine freely together because no man in his right mind wouldcarry poison to a ceremony of purification; he might as well go out into the raincarrying po-tent, destructive medicines on his person." (66) The festival has agreat purificatory value. Ezeulu's younger wife, Ugoye has been feeling a senseof guilt because of Oduche's defilement of the house. She wants to pray for thepurification of her hut. "In pre-vious years she would have been among the firstto arrive at the market place, she would have been carefree and joyful. But thisyear her feet seemed to drag because of the load on her mind.
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She was going to pray for the cleansing of her hut, which Oduche had defiled.She was no longer one of many, many Umuaro women taking part in a generaland all-embracing rite. Today she stood in special need. The weight of thisfeeling all but crushed the long awaited pleasure of wearing her new ivorybracelets which had earned her so much envy and hostility from her husband'sother wife, Matefi." (66-67)
The Festival of the Pumpkin Leaves provides the people of the six villages anopportunity to recognize and reward the talent of people for their lifetimeachievement. On this occasion they wish to confer the Ozo title on the olddrummer, Obiozo Ezikolo "Obiozo Ezikolo was now an old man, but his masteryof the king of all drums was still unrivalled. Many years ago when he was still ayoung man the six villages had decided to confer the Ozo title on him for hisgreat art which stirred the hearts of his kinsmen so powerfully in times of war.Now in his old age it was a marvel where he got the strength to work as he did.Even climbing on to the Ikolo was a great feat for a man half his age. Now thosewho were near enough surrounded the drum and looked upwards to admire theancient drummer." (69)
The women with their pumpkin leaves come and stand in a circle to watchEzeulu's religious performance. The ogene sounds again. The Ikolo begins tosalute the Chief Priest. The women wave leaves from side to side across theirfaces, mutter-ing prayers to Ulu, the god that kills and saves. Ezeulu's appear-ance is greeted with a loud shout that must have been heard in all theneighbouring villages.
On this religious occasion, Ezeulu is not an ordinary man but one possessed withsupernatural or divine presence. His special make-up and costumes signify hisincarnation of the divine pres ence of Ulu. His appearance easily brings to ourmind the pos sessive dance of Puravantas in Karnataka incarnating the spirit ofLord Virabhadra. "He wore smoked raffia which descended from his waist to theknee. The left half of his body-from forehead to toes was painted with whitechalk. Around his headwas a leather band fromwhich an eagle's feather pointedbackwards. On his right hand he carried Nne Ofo, the mother of all staffs of
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authority in Umuaro and in his left he held a long iron staff which kept up aquivering rattle whenever he stuck its pointed end into the earth. He took a fewlong strides, pausing on each foot. Then he ran forward again as though he hadseen a comrade in the vacant air; he stretched his arm and waved his staff to theright and to the left, and those who were near enough heard the knockingtogether of Ezeulu's staff and another, which no one saw. At this many fled interror before the priest and the unseen presence around him." (70) Then Ezeuluapproaches the centre of the market place and enacts the First Coming of Uluand how each of the four Days put obstacles in his way. Then he goes to thecentre of themarket place and dances. He jumps forward and begins to go roundthe market place. The women wave their leaves round their heads and flingthem at him. Ugoye murmurs her prayer when Ezeulu comes near her circle,"Great Ulu who kills and saves, I implore you to cleanse my household of all de-filement. If I have spoken it with my mouth or seen it with my eyes, or if I haveheard it with my ears or stepped on it with my foot or if it has come through mychildren or my friends or kins-folk let it follow these leaves." (72)
The offering of leaves is a typical African ritual, which sym-bolizes purification oflife in general. Chinua Achebe describes the ritual minutely and graphically. Thefinal phase of the ritual is described as follows, "The six messengers followedclosely behind the priest and at intervals. One of them bent down quickly andpicked up at random one bunch of leaves and con-tinued running. The Ikolodrum worked itself into a frenzy dur-ing the Chief Priest's flight especially itsfinal stages when he, having completed the full circle of the market place, ranwith in-creasing speed into the sanctuary of his shrine, his messengers at hisheels. As soon as they disappeared the Ikolo broke off its beating abruptly withone last KOME. Themounting tensionwhich had gripped the entiremarket placeand seemed to send its breath going up, up and up exploded with this last bentof the drum and released a vast and deep breathing down. But the mo-ment ofrelief was very short-lived. The crowd seemed to rouse itself quickly to theknowledge that their Chief Priest was safe in
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his shrine, triumphant over the sins of Umuaro which he was now burying deepinto the earth with the six bunches of leaves, (72-73) By burying the pumpkin



leaves, Ezeulu ritually, hence symbolically, buries the sins of the six villages andunites them psychologically, socially and spiritually. Ezeulu feels a grea physicalstrain in dancing and enacting the religious ritual. His wives worry about hishealth, but "Ezeulu was not as broken down as his young wife had feared. True,he had pains in his feet and thighs and his spittle had a bitter taste. But he hadforestalled the worst effects of his exertion by having his body rubbed with alight ointment of camwood as soon as he returned home and by ensuring thata log fire burned beside his low bamboo bed all night. There was no medicineequal to camwood and fire. Very soon the priest would rise as sound as newlyfired clay." (86-87)
The colonial situation in Africa has created certain peculiar problems for theBritish rulers. They, for example, could not un derstand the African languages,their behaviour, their rituals, re ligion, mythology, and superstitions. Without aproper knowl edge of the cultural specificities of Africa, it is very difficult for theBritish rulers to control or win the hearts of the native Afri-cans. Nor can theyhope to achieve an inward knowledge of an alien culture within a short span oflife. They, therefore, think of introducing an indirect rule in Africa by appointingthe local chiefs as their liaison officers between the British administrators andthe natives. Winterbottom, the District Collector of Okperi thinks of appointingEzeulu, the fetish priest, as one of the Para mount Chiefs on account of histruthful nature. Winterbottom expresses his opinion to Clarke, "I think I told youthe story of the fetish priest who impressed me most favourably by speakingthe truth in the land case between these people here and Umuaro
Well I have now decided to appoint him Paramount Chief for Umuaro. I've gonethrough the records of the case again and found that the man's title is Ezeulu.The prefix eze in Ibo means king. So the man is a kind of priest-king." (107)
Winterbottom sends a Court Messenger and his escort to Ezeulu. Accordinglythe two messengers travel from Okperi to Umuaro, enquire people aboutEzeulu's house and reach there
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After the exchange of amicabilities between the Court Messen-ger and Ezeulu,the former comes straight to the business, "It is now time to say why I have



come, for a toad does not run in the day time unless something is after it. I havenot come all the way from Okperi to stretch my legs. Your own kinsman herehas told you how Kaputin Winta-bor-tom has put me in charge of many of hisaffairs. He is the chief of all the white men in this part.. Your friend Wintabotahas ordered you to appear before him to-morrow morning." (138) He furthertells Ezeulu that he would arrange a meeting with Winterbottom at the earliest."There are many people waiting to see the white man and you may have to waitin Okperi for three or four days before your turn comes. But I know that a manlike you would not want to spend many days outside his village. If you do mewell I shall arrange for you to see him tomorrow." (139)
Although ordered by the District Commissioner Winterbot-tom, Ezeulu is sucha self-respectedman that he does not want to oblige him. He does not recognizethe superior authority of the British Officer. He, therefore, answers quite curtly,"You must first return however, and tell your white man that Ezeulu does notleave his hut. If he wants to see me, he must come here. Nwodika's son who hasshowed you the way can also show him." (139) The messenger is really puzzledby Ezeulu's point-blank answer. He asks him in utter disbelief, "Do you knowwhat you are saying my friend?" (139) Ezeulu is firm in his decision and says, "Gohome and give my message to your master." (139) He does not yield even to hisclose friend Akuebue's persuasion.
But Ezeulu wants to consult the elders of the six villages. He, therefore, sendsan old man to beat the ikolo drum in the six villages and call a meeting. Whenthe elders come to his place of meeting, Ezeulu tells them how he has beenordered by the white man to go and meet him at Okperi and seeks their opinionabout the same. "I thought about it for a long time and decided that Umuaroshould join with me in seeing and hearing what I have seen and heard, for whena man sees a snake all by himself he may wonder whether it is an ordinary snakeor the untouchable python. So I said to myself: Tomorrow I shall summonUmuaro
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and tell them." (142) Since Ezeulu is a representative of the six villages, he wantsto consult the elders of the villages before taking a decision. The eldersdeliberate about the matter thor. oughly, and conclude that it would be rather



foolhardy to ignore the call of the white man. Nwokeke Nnabenyi suggests thatsix elders of Umuaro should go with their Chief Priest to Okperi But Ezeulu doesnot want any escort to go with him as he has themoral courage to face the whiteman, "You yourselves know whether Ezeulu is the kind of man to run awaybecause the white man has sent a message to him. If I had stolen his goat orkilled his brother or fucked his wife then I might plunge into the bush when Iheard his voice. But I have not offended him in any way. Now, as for what I shalldo I had set mymind on it before | asked Ikolo to summon you. But if I had doneanything without first speaking to you, you might turn round and say: Why didhe not tell us? Now I have told you and happiness fills mymind." (145) Thus afterbringing the news to the notice of the elders of six villages, Ezoulu decides to goalone to Okperi to meet the white man.
But Winterbottom, who learns from the Court Messenger about Ezeulu's refusalto oblige him, feels insulted and therefore issues a warrant to bring in Ezeuluand asks Tony Clarke to lock him up as soon as he comes. "Winterbottom wasunderstandably enraged when the messenger came back with the insultingreply from the self-important fetish-priest. He immediately signed a warrant ofarrest in his capacity as magistrate for the apprehen-sion of the priest and gaveinstructions for two policemen to go to Umuaro first thing in the morning andbring the fellow in. 'As soon as he comes,' he told Clarke, 'you are to lock him upin the guardroom. I do not wish to see him until after my return from Enugu. Bythat time he should have learnt good manners. I won't have my natives thinkingthey can treat the administration with contempt." (149) Accordingly thecorporals go to Umuaro in search of Ezeulu.
When Ezeulu goes to the DC's office, he is arrested and kept in a guardroom byTony Clarke's order. Meanwhile Winterbot-tom has collapsed into a deliriumand people fear that he may not
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see the dawn and even attribute his plight to Ezeulu's magical powers. At nightin the jail Ezeulu sees a dream in which the people of Umuaro feel that their godUlu has become powerless now, "He saved our fathers from the warriors of



Abam but he cannot save us from the white man.... Then the people seized theChief Priest who had changed from Ezeulu's grandfather to himself and beganto push him from one group to another. Some spat on his face and called himthe priest of a dead god." (159)
The dream seen by Ezeulu has the quality of an ominous vi-sion prophesying thedestruction of the native god by the white man and his god. Anyway Ezeuluspends four days in the jail rather mechanically and helplessly. During his leisurehours he begins to think about his own people who had not listened to his advicebecause of jealousy. He, therefore, decides to fight with them and take revengeagainst them. He considers his own peo-ple and not the white people as his realenemy. The feeling of re-venge against his own people remains clearly definedin his mind.
On the fourth day, when Ezeulu receives a summons to see Mr. Tony Clarke andmeets him, the latter asks the former through an interpreter if Ezeulu is willingto be the Paramount Chief of the British Government. But Ezeulu flatly refusesthe offer. He tells the interpreter, "Tell the white man that Ezeulu will not beanybody's chief, except Ulu." (175) Although the whitemanwants to do a favourby elevating him above his fel-lows, Ezeulu scorns the offer. Tony Clark considershim a mad-cap and orders him to go back to the prison. He is really angry atEzeulu's arrogance and indifference and exclaims, "A witch-doctor making a foolof the British administration in public." (175)
Ezeulu's refusal to accept the post of a Paramount Chief is unprecedented in thehistory of the six villages of Africa. Day by day his reputation grows fast. Hisrejection of the prestigious of-fer is variously interpreted by his friends andenemies. Nwaka of Umunneora attributes Ezeulu's so-called madness to hismother's madness. But his friends consider him a dignified man
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of high principles. Ezeulu is retained in the prison for thirty-two days. He,therefore, earns the sympathy of his fellowmen.



In the absence of Captain Winterbottom who has been re-covering slowly fromhis illness, Tony Clarke does not know what to do with the fetish-priest. Havingrealized the utter futility of detaining him in the prison, Tony Clarke releasesEzeulu one day. Ezeulu laughs at the sheer absurdity of the whole situation andtravels home with a sense of elation as well as bitterness.
Ezeulu's experience of imprisonment has not only humili.
ated him but also awakened the feeling of revenge against his own people, andagainst Idemili. He thinks of revenge and rec. onciliation alternately."Meanwhile, Ezeulu had pursued again his thought on the coming struggle andbegan to probe with the sensitiveness of a snail's the possibility of reconciliationor, if that was too much, of narrowing down the area of conflict. Be-hind histhinking was of course the knowledge that the fight would not begin until thetime of harvest after three months more. So there was plenty of time." (191)
But when Ezeulu is thinking of the alternatives like revenge or reconciliationwith his enemy i.e. Idemili, he is supernaturally reminded by his god Ulu that heis only a medium and an arrow in the bow of God; that he should only play hisrole as a media-tor and not as an independent power. "Ta! Nwanu!' barked Uluin his ear, as a spirit would in the ear of an impertinent human child. 'Who toldyou that this was your own fight? I say who told you that this was your own fightto arrange the way it suits you? You want to save your friends who brought youpalmwine he-he-he-he!' Only the insane could sometimes approach themenaceand mockery in the laughter of deities a dry, skeletal laugh. 'Beware you do notcome between my victim and me or you may receive blows not meant for you!Do you not know what happens when two elephants fight? Go home and sleepand leave me to settle my quarrel with Idemili, whose envy seeks to destroy methat his pythonmay again come to power. Now you tell me how it concerns you.I say go home and sleep. As for me and Idemili we shall fight to the finish andwhoever throws the other down will strip him of his anklet!" (191-92) Ezeulu isre-
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minded by his god about his role only as mediator or representa-tive. NowEzculu understands the past events in the light of new knowledge that he hasacquired. "After that there was no more to be said. Who was Ezeulu to tell his



deity how to fight the jealous cult of the sacred python? It was a fight of thegods. He was no more than an arrow in the bow of his god. This thought intoxi-cated Ezeulu like palm wine. New thoughts tumbled over them-selves and pastevents took on new, exciting significance.Why had Oduche imprisoned a pythonin his box? It had been blamed on the white man's religion; but was that the truecause? What if the boy was also an arrow in the hand of Ulu?" (192)
Ezeulu realizes that his own thinking about the white man and his religion as hisenemies had been nullified by his decision to allow his son Oduche to beconverted to Christianity. He at-tributes this phenomenon to the triumph of thespiritual side of his personality over the mundane human side. He thinks he hasobeyed the dictates of his god subconsciously. He realizes the deeper pattern ofevents in his life.
And what about the white man's religion and even the white man himself? Thiswas close on profanity but Ezeulu was now in a mood to follow things through.Yes, what about the white man himself? After all he had once taken sides withEzeulu and, in a way had taken sides with him again lately by exiling him, thusgiving him a weapon with which to fight his enemies. If Ulu had spotted thewhite man as an ally from the very beginning, it would explain many things. Itwould explain Ezeulu's decision to send Oduche to learn the ways of the whiteman. It was true Ezeulu had given other explanations for his decision but thosewere the thoughts that had come into his head at the time. One half of him wasman and the other half mmo-the half that was painted over with white chalk atimportant religious moments. And half of the things he ever did were done bythis spirit side. (192)
Ezeulu, thus, sees everything from a higher, i.e. spiritual per-spective andaccepts his own role as a mere medium in the cos-mic pattern. He has realizedthat his real enemy is not the white man or Christianity, but his own people.
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Ezeulu has decided to hit Umuaro at its most vulnerable point-the Feast of theNew Yam. The annual festival is in. tended to bring together all the six villagesand renew their sense of solidarity. When Ezeulu refuses to announce the dateof the Feast of the New Yam, some people, like Nwosisi from the vil lage ofUmuogwugwu and Obiesili, approach Ezeulu and remind him about the



announcement of the festival. But Ezeulu snuby them by saying, "I have neverneeded to be told the duties of the priesthood." (204)
The news of Ezeulu's refusal to call the New Yam Feast spreads through Umuarovery rapidly. It is indeed an unprece dented thing in their life. So some ten menwith several prestig ious titles go and meet Ezeulu and remind him about the announcement of the date of the festival. Ezeulu explains the rea son very clearly,"I need not speak in riddles. You all know what our custom is; I only call a newfestival when there is only one yam left from the last. Today I have three yamsand so I know that the time has not come." (207) The people understandEzeulu's religious point of view and are helplessness in the mat-ter. They knowthat the delay in the eating of the last three yams is caused by the white man'simprisonment of Ezeulu. But Na-ture cannot wait for Ezeulu's delayed action.The people of Umuaro have to harvest their yams at the right time to keepthemselves alive and to prevent the ruin of crops by the delay of harvesting.Thus there is discordance between the pressing need for the festival of yam andthe technical fulfillment of the relig ious formality culminating in an emergency.In order to over-come the emergency, ten elders of Umuaro request Ezeulu toeat the yams and announce the Festival of New Yam and promise to take theblame on them, "Yes, we are Umuaro. Therefore listen to what I am going tosay. Umuaro is now asking you to go and eat those remaining yams today andname the day of the next harvest. Do you hear me well? I said go and eat thoseyams to-day, not tomorrow; and if Ulu says we have committed an abominationlet it be on the heads of the ten of us here. You will be free because we have setyou to it, and the person who sets a
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child to catch a shrew should also find him water to wash the odour from hishand. We shall find you to water." (208) But Ezeulu clarifies the point that he ishelpless in the mat-



ter, as he is only a medium of his god. "I am the Chief Priest of Ulu and what Ihave told you is his will not mine. Do not forget that I too have yam-fields andthat my children, my kinsmen and my friends yourselves among them have alsoplanted yams. It could not be my wish to ruin all these people. It could not bemy wish to make the smallest man in Umuaro suffer. But this is not my doing.The gods sometimes use us as a whip." (208) Thus Ezeulu pleads his helplessnessin the matter and has brought the grievance of his god to the notice of hispeople. The elders want to appease the god with a sacrifice and rectify thewrong i.e. the gap of time in the eating of yams by the priest. The elders re-questEzeulu to consult his god for the right message. Ezeulu wants to kill two birdswith a single stone. In his refusing to eat the remaining yams, he not only fulfilsthe religious formality but also secretly wants to take revenge against the peopleof Umuaro for not taking care of him during his imprisonment by the white man.His egoism has been working very sophisticat-edly and secretly. Nevertheless,he wants to consult the oracle of Ulu to solve the problem of his people. He,therefore, goes to the shrine of Ulu.
As he promised the leaders of Umuaro Ezeulu returned to the shrine of Ulu inthe morning. He entered the bare, outer room and looked round vacantly. Thenhe placed his back against the door of the inner room, which not even hisassistants dared enter. The door gave under the pressure of his body and hewalked in backwards. He guided himself by running his left hand along one ofthe side-walks. When he got to the end of it, he moved a few steps to the rightand stood directly in front of the earth mound, which repre-sented Ulu. Fromthe rafters right round the room the skulls of all past chief priests looked downon themound and on their descen-dant and successor... As Ezeulu cast his stringof cowries the bell of Oduche's people began to ring. For one brief moment hewas distracted by its sad, measured monotone and he thought how strange itwas that it would sound so near-much nearer then it did in his compound. (209-10)
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Ezeulu has drawn a blank in his consultation with his god "Ezeulu'sannouncement that his consultation with the deity had produced no result andthat the six villages would be locked in the old year for twomoons longer spreadsuch alarm as had not been known in Umuaro in living memory." (210)



Ezeulu's unwillingness to solve the problem of six villages on the pretext ofreligious formality makes him lose the public sympathy. He fails to understandthe basic truth that it is the clas which has created its god rather than the godcreating the clan
He fails to realize the truth that gods are meant for the advance ment of humanhappiness rather than for ruining it. He could easily have exercised his spiritualmagnanimity by ignoring the rigid religious formality and eaten the remainingyams to save his people from the emergency of hunger and starvation. Fr fromchannelising his raw emotions into sublime ones, he in dulges in the negativeemotion of revenge by neglecting his higher responsibility of protecting thecommunity. Naturally, he has displeased the community, he has to face thewrath of the community. "Almost overnight Ezeulu had become something of apublic enemy in the eyes of all and, as was to be expected, his entire familyshared in his guilt. His children came up against i on their way to the stream andhis wives suffered hostility in the market." (211) The people of Umuaro begin todislike Ezeule and the members of his family as they see through his action. AsAkuebue the elderly man explains it to Ogbuefi Ofoka,
I have not said that Ezeulu is telling a lie with the name of Ulu that he is not.What we told him was to go and eat the yams and we would take theconsequences. But he would not do it. Why? Be cause the six villages allowedthe white man to take him away That is the reason. He has been trying to seehow he could punish Umuaro and now he has the chance. The house he hasbeen pla ning to pull down has caught fire and saved him the labor. (213)
Akuebue rightly identifies Ezeulu's concealed pride in his no compromise withthe situation. Ezeulu forgets the basic fact that it is the clan who have createdthe god rather than the god who has created the clan. Though a religious priestand leader, he has not understood the fundamental truth of religion and notsurren
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dered his private self to the public self. In spite of the request of the elders of sixvillages, he refuses to yield to them merely on the pretext of non-approval ofthe same by his god. Nwaka, the rival of Ezeulu had said about him, "I have beenwatching this Ezeulu for many years. He is a man of ambition, he wants to beking, priest, diviner, all" (27). His assessment of Ezeulu's nature has come true.



Ezeulu's egoism has culminated into his intransi-gent and non-compromisingbehaviour. Ezeulu's egoistic intran-sigence affects the economic life of the sixvillages, especially Umuaro very adversely. The family of Ogbuefi Amalu is hithard by the postponement of the harvest. Before Amalu dies in the rainy season,he ordered his son Aneto to conduct his second burial and feast within fourmonths and slaughter a bull. Since yams are not available, Aneto consults theoracle and asks the spirit of his father if he could delay the second burial andfeast for some more time until yams are available. But the oracle says 'no'. SoAneto has got to arrange it immediately.
Everyone blames Ezeulu for delaying the harvest. The peo-ple of neighbouringvillages begin to have profit by selling their yams to the natives of Umuaro.Ezeulu's technical adherence to his principles causes a great inconvenience tohis society. His unwillingness to cope with the emergency earns the wrath of hispeople and affects the moral order. Consequently he becomes more and morelonely and alienated from the natives of Umuaro.
Because no one came near enough to see his anguish and if they had seen it theywould not have understood-they imagined that he sat in his hut gloating overthe distress of Umuaro. But although he would not for any reason now see thepresent trend reversed he carried more punishment and more suffering than allhis fellows. What troubled him most-and he alone seemed to be aware of it atpresent was that the punishment was not for now alone but for all time. It wouldafflict Umuaro like an ogulu-aro disease, which counts a year and returns to itsvictim. Beneath all anger in his mind lay a deeper compassion for Umuaro, theclan which long. long ago when lizards were in ones and twos chose his ancestorto carry their deity and go before them challenging every obstacle andconfronting every danger on their behalf. (219)
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The non-availability of yams in Umuaro has, obviously, created a great problemof starvation and financial scarcity. The people of Umuaro are beset with theproblem of survival. The Christian missionaries want to take advantage of thesituation to attract the natives to their religion. Mr. Goodcounty is ready for alittle war against the royal python. He wants to build a church at Umuaro at the



New Yam Festival time. He even announces that the na-tives may bring not onlyone yam but also many yams, crop, and live stock or money to the Almighty Godinstead of taking it to Ulu. Akuebue, who knows and sympathizes with Ezeulu'shelp-lessness, tells him how the Christian missionaries have been in viting thepeople of Umuaro to harvest their yams with donations to the church. Ezeulu isreally very angry with Oduche for not reporting the matter to him. He remindshim that he has sent him to the church to be his eye and ear. Thus Ezeulu'sdelaying tac tics have created a great crisis of survival for the people of Umuaro.
After biding his time, "At last another new moon came and he ate the twelfthyam. The next morning he sent word to his as sistants to announce that the NewYam feast would be eaten in twenty-eight days." (221) But by that time, morethan sufficient damage has been done to Umuaro. As Ezeulu has violated themoral order of life, he has to pay a heavy price for that. When Aneto requestsObika to help him in the second burial of his fa ther, Obika initially refuses onaccount of his fever, but finally agrees to go with him. Ozumba ties a skirt ofropes to Obika and conducts the ritual of night spirits. Eight men start singingthe chorus where Obika has left. But Obika dies suddenly and unex pectedly.Ozumba takes Obika's dead body to Ezeulu who is shocked beyondmeasure andstarts crying. Ezeulu suffers greal sorrow and humiliation. He asks his god Uluwhy He treated him the way he did. "At any other time Ezeulu would have beenmore than a match to his grief. He would have been equal to any pain notcompounded with humiliation. But why, he asked him self again and again, whyhad Ulu chosen to deal thus with him to strike him down and then cover himwith mud? What was his offence? Had he not divined the god's will and obeyedit?" (229)
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Ezeulu persists in his thinking that he has been right in his action and wonderswhy God should snatch away his son. He fails to see the other side of the coin.But the people of Umuaro think that the haughty priest Ezeulu has rightlysuffered retribution and that the clan has won at last. "So in the end onlyUmuaro and its leaders saw the final outcome. To them the issue was simple.Their god had taken sides with them against his headstrong and ambitious priest



and thus upheld the wisdom of their ancestors-that no man however great wasgreater than his people; that no one ever won judgement against his clan." (230)That is the rea-son why the novel may be described as "a tragedy of power, ofhistoric confrontation where Ezeulu, the obstinate, overbearing andoverweening Chief Priest of Umuaro is ruined by his lack of ancestral wisdomand by the historic forces beyond his control. In the end Ezeulu is betrayed byhis own villagers, is disillu-sioned and is punished by his own deity." Ulu has notonly de-stroyed Ezeulu but also brought disaster on himself. "If this was so thenUlu had chosen a dangerous time to uphold that truth for in destroying his priesthe had also brought disaster on himself, like the lizard in the fable who ruinedhis mother's funeral by his own hand. For a deity who chose a moment such asthis to chas-tise his priest or abandon him before his enemies was incitingpeople to take liberties, and Umuaro was just ripe to do so." (230) Now that thenative god has become powerless, the Chris-tian god grows powerful in Umuaroand attracts many people to the church. "The Christian harvest which took placea few days after Obika's death saw more people than even Goodcountry couldhave dreamed. In his extremity many a man sent his son with a yam or two tooffer to the new religion and to bring back the promised immunity. Thereafterany yam harvested in his fields was harvested in the name of the son." (230) Thenovel thus shows the final triumph of Christianity over the native Afri-canreligion as part of the colonial situation. "In Arrow of God the traditional cultureis still a forceful and vital aspect of life. Achebe highlights in the novel theweaknesses and the disruptive forces within the organic and coherent societyrepresented by Ezeulu's rivals like Nwaka, which are more responsible for the
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disintegration of the traditional society than the mere presence of the whiteman's culture. It may thus be said that the triumph of Christianity in Umuaro isbrought about by the triple factors like the disunity among the native Africans,the concealed pride and ambition of the priest and the liberal approach of theChristian missionaries.



Arrow of God is a complex novel in which Chinua Achebe has foregrounded thereligious conflict against the background of colonial encounter between Africanand British cultures, acting as a historical force. Chinua Achebe has enriched thetexture of narrative with innumerable African proverbs, descriptions of folkbeliefs, myths, dreams, visions, oracles and supernatural events He has createda graphic socio-anthropological picture of the Igbo society thereby setting amodel for the other Common wealth writers of other countries.
NOTES
1. Chinua Achebe, Arrow of God (London: Heinemann, 1980), p. 3.
2. A. Khayyoom, Chinua Achebe: A Study of His Novels (New Dellic Prestige,1997), p. 55.

3. Ibid., p. 56.

Feminism in the Groves of Academe: Illusion and Reality
MELVA POPE
Feminism, like Coke and Pepsi, has virtually swamped the Indian market.Transported from its essentially western moorings, it has pervaded the scene ofIndian academe in a big way. A tidal wave of seminars, symposiums, workshops,national and international conferences on various aspects of feminism haveresulted in an uninhibited deconstruction of texts of Kamala Das, KamalaMarkandaya, Anita Desai, Arundhati Roy and a host of others. Recent trends infeminist publications are dominated by summaries, retrospectives and



anthologies, re-prints of 'pathfinding' feminist essays, merely as a means to 'getby' as a feminist critic/writer and give the appearance of a con-tinuous growthand development of feminist thought.
In the cacophony of diverse opinions, the feminist movement has begun to losenot only its edge but also its sense of direction.
Theoretical feminism has so engrossed the academics that one seems to havelost track of what feminism actually represents or stands for. As a starting pointfor what this paper aims at, 1 would like to cite the example of how, about fourdecades ago, a group of seven illiterate and semi-literate women from the Lo-hana community of Gujarat ventured out on an economic drive using the onlyskill they had: cooking, and with a borrowed sum of Rs. 80/- went on to buildone of the best known corporates, the Shri Mahila Griha Udyog Lijjat Papad,which now boasts of a 315 crore turnover, a network of 40000 sisters and acorporate czarina, Jashwantiben Popad, who has won the Economic Timescorporate award for the business-woman of the year 2001-02. Jashwantiben'srise to fame unfolds a story from which we aca-demics have a lot to learn.
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The achievements of Jashwantiben stand out as a newmile. stone in the feministmovement in the Indian context because of her unique vision of comprehendingground reality wherein she could evolve a system that permitted women to bearchitects of their own fate. The names of Germaine Greer. Simone de Beau-voir. Kate Millett and others may not mean anything to her. She may be totallyignorant of the fame of Mary Wollstonecraft of John Stuart Mill but what this



virtually unknown lady with no idea of pioneering any feminist movementsucceeded in achiey. ing was based on her understanding the quintessence ofthe agenda of feminism which may be defined as women's ability to think abouttheir subjugated role in history and then to do some. thing about it: a historicalself-awareness accompanied by pur poseful change that goes beyond heateddebates and scholarly discourse. It is quite obvious that the problem withtheoretical awareness is the disjunction between feminist theory (as a growthindustry) and feminist politics.
The dichotomy that exists between academic and political feminism has far-reaching implications. The underlying social hierarchy, veiled by the rhetoric ofuniversal sisterhood and equality is what seems to create the main antagonismswithin feminis	n. Womenworkers-secretaries, clerks, teachers, clean-ers, cooks,housewives etc. form an hierarchical structure com mon to societalperspectives; they derive little or no support from their 'sisters' who collectivelystruggle under the design of the 'patriarchal' order. This hierarchical imageclearly undermines the scope of feminist intellectual pursuits which in actualeffect further the principles of 'patriarchal' ideologies. The obsession tooutsmart the other in a marketable academic enterprise lacks ethics andbecomes merely a 'career' less identifiable as opposi tional politics. This is theparadox-the academy that promotes and propagates women's studies andgender sensitivity is also responsible for perpetuating and reinforcing patriarchalpercep tions of social reality.
Feminism in the groves of academe in India seems to have sprung from the ideaof sophistication and nostalgic moods which came to the fore in the 1980s and1990s whereby an at
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mosphere of exclusionism endemic to a feminism-seemed to be the end resultof all feminist aspirations. This is a kind of femi-nism that work-a-day womenfind difficult to identify with. The statement of Evelyn Tension, who entered thefeminist move-ment of conferences and meetings, is representative of this largesection of women: "it's about hearing millions of words flying around our heads



and it's not that we don't understand them, it's that they come from a differentreality, a middle-class woman's consciousness."
Academic feminism seems to thrive on a language specific to the experiences ofwomen to facilitate the articulation of such experiences as manifestations ofoppression due to gender. How-ever, buzz words like 'patriarchy,' 'gendersocialization and 'sisterhood' have been challenged for their over-simplistic uni-versalism. The coinage of such terms in the feminist context was, therefore, thebeginning of a language of resistance. Moreover. in the race for theoreticalsophistication, the purpose of commu-nication to express specific hardships andformulate social change has been forgotten. Any reference to 'sexuality' is oftenflooded with negative connotations in a wider sphere, where definitions offemale sexual response are construed as obverse to male sexuality-the passiveto complete the active. Further, re-sponses to feminisms perceived threat areregularly cast in more evenly balance with newer terms such as 'male feministsand 'female patriarchs.'
It is evident that feminism is quite seriously flawed in its modernconceptualization and its rhetoric of universal sister-hood. The result is a certaingrowing bitterness in order to estab-lish who has the most 'authentic' voice inthe Women's move-ment. For instance, post-modern feminists such as CamillePa-glia and Naomi Wolf blame women for the evils of patriarchy with a view todiscrediting 'old' feminism. According to Susan Faludi, Paglia's vitriolic attackson feminism were motivated out of sheer spite: "Rival literary scholars whowere feminists, she complained, had grabbed all the 'acclaim' and failed to be're-spectful' of her prodigious talents, a situation that consigned her to the non-tenure track at the unsung Philadelphia University of
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the Arts and allowed her book to be snubbed by seven publish. ers. It was thenthat she began 'preparing my revenge against feminist academics."
Even a cursory glance at the situation that exists in the world of Indian academewill reveal that cases like the above are not isolated instances. The preparation



for revenge, so to say, is cer-tainly more pervasive and subtle. We shall see howFeminism's investment, or lack of it, in interrogating contemporary social lifehas greatly been compromised by such internal divisions that move away fromthe main focus that of oppression at all lev. els-and has ultimately becomeentangled in a maze of inconse-quential feminist thought leading to a criticalimpasse that is characteristic of feminist writing and feminist politics today.
If we lose ourselves in sophistication of language and dis. course, allowpatriarchy to be the sole target of our myopic vi sion and treat our sisters withdisdain at the first opportunity, the future is ours to lose. The academe shouldwork towards build-ing forums for issues never before confronted, issues thatdo not fall into the purview of 'patriarchy' and are opposed to tradi-tional 'socialperspectives. Any agenda for empowerment must begin from the foetus andmust aim at wiping out all kinds of oppression rather than focusing largely onsocio-economic, so-cio-political issues in isolation that concern a small group ofthe academic upper-middle class. Feminists in academe need to root out thisconfusing and contradictory blaze, and work towards a feminist revolution inconsciousness, to critically re-evaluate the ever-shifting ideological construct ofthe 'feminine' rather than be diverted by a series of pyrrhic victories such as theemergence of women's studies in the UGC curriculum. It is the tide taken at itsflood that could either crest further to change the landscape forever or it couldrecede once again.
Let us thus move out of the groves, away from the negative influences of the'founding fathers' of mere academic discourse, to unmake the web ofoppression and re-weave the web of life.
Despite our grounding in the ocean of literature on women's lib-erty andempowerment, let us be humble and take a cue from
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what the likes of Jashwantiben have to teach us from the book of life.
NOTES
1. Quoted in Imelda Whelehan, Modern Feminist Thought: From the SecondWave to Post-Feminism (Edinburgh: Edinburgh University Press, 1995), p. 247.



2. S. Faludi, Backlash: The Undeclared War against Women (Lon-don: Chattoand Windus, 1992), p. 353.
St. John's College, Agra

A Plea for Social Space: Lesbianism in Some Canadian Short Stories
SUBHASH CHANDRA
A common notion about lesbianism is that it is a deviant sexual behaviour whichis necessarily promiscuous. It is believed that all that the lesbians are interestedin is sex. ual gratification in complete disregard to the emotional aspect ofrelationships. It is this perception that has been responsible for the outrightcondemnation of lesbians by the heterosexual soci ety which feels threatenedthat the lesbians would corrupt the "straight" women, too. The manifest



hostility towards them has put lesbians on the margin of society and the lesbianexperience has been put under erasure. The homophobic heterosexual soci-etyhas successfully prevented the lesbian experience from forming part of themainstream epistemology and, thus, there has remained a big silence on thesubject. The lesbians on their part have also sought to curtain their lesbianidentity from the inhos pitable gaze of society for fear of ridicule, socialostracization and even blatant discrimination/torture in the area of employment or workplace.
The Academia is known for its informed and liberal atti-tudes, but even here thelesbians were not allowed a safe and comfortable niche. Jeri Dawn Wine in herarticle, "Lesbians in Canadian Academe," records the harassment of a studentin a small denominational college on a large campus: "She had re-vealed herlesbian identity in a sociology class in which homo-sexuality was underdiscussion. She was subsequently subjected to considerable verbal harassmentby male students both in and out of the classroom." (159) Wine goes on to saythat "that was accompanied by more subtle devaluation by the male instructorin the class: for instance, failure to see her raised hand in class
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discussions, or dismissal of her contributions as inappropriate or invalid." (159)Then Wine cites the case of the four women having tenure at an academicinstitution as instructors who felt sure that they would have been rejected iftheir lesbian identities had been revealed at the time of their appointments.



It was, therefore, natural that a majority of lesbians withdrew into their shellsand were compelled to lead a double schizo-phrenic existence: one at home andthe other at the workplace. In many cases, this duality of self caused psychiccomplications re-quiring psychiatric treatment, as it did in the case of thestudent who was harassed inside and outside the class. Micheline Gri-mard-Leduc writes that many lesbians, having become victims of the societal torture,resorted to self-destructive measures like taking to "drugs, alcohol, smoking, tosuicide, in addition to suf-fering from various psychosomatic illnesses." (173)
Two reasons are responsible for the animosity society ex-hibits towardslesbians: first the lesbian experience is seen as en-tirely sexualized and secondthe lesbian sex is considered as un-natural. Adrienne Rich attempts to put thingsinto perspective through her concept of "lesbian continuum." According to her.lesbian continuum includes "many more forms of primary inti-macy betweenand among women, including the sharing of a rich inner life, the bonding againstmale tyranny, the giving and re-ceiving of practical and political support. (156-57) And Rich be-lieves that the concept can help us "begin to grasp the breadthsof female history and psychology," obscured because of narrow "colonial"definitions of lesbianism.
With the confident assertion of feminism in the Sixties the situation hasundergone a significant change. Lesbians grouped together to form LesbianCombines/Collectives with the specific purpose of articulating the lesbianexperience and putting this social phenomenon in perspective throughsociological tracts and creative writings and publishing such endeavours. Thethree short stories discussed in the present paper form part of Dykewords: AnAnthology of Lesbian Writing, published by the Lesbian Writing and PublishingCollective (Women's Press), Toronto.
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Though lesbians became somewhat confident only after the feminist movementgained strength in the Sixties and later, they came to realize that the issue of theoppression of lesbians was not adequately addressed by women's liberationand preferred to organize separately from both men, that is, gay activists, andheterosexual women. Many of these lesbians identified them.



selves as lesbian-feminists to emphasize their connection to all women andmany of them identified as lesbian-separatists to stress the connection they feltto lesbians everywhere and the strength they got from being with otherlesbians. The Lesbian Caucus of the British Columbia Federation of Women wasformed because lesbians realized that they could not rely on het-erosexualwomen to take up their concerns as a matter of course Four years after theLesbian Caucus began organizing in British Columbia, lesbian mothers foundedtheir own organization in Toronto. Lesbian Mothers' Defence Fund spent closeto ten years breaking their silence about the existence of lesbian moth-ers anddefending their rights. LMDF came to mean a great deal to lesbian mothers andnon-mothers alike.
I would like to examine three stories by Canadian writers, "Salina's Balls" byMichele Grace Paulse, "Primrose Path" by Candis J. Graham and "Sex is a Verb"by Pinelopi Grammatiko-poulas with a view to demonstrating the humanness oflesbians. They are scared to reveal their dyke identity. They are vulnerable tothe same anxieties and hurts as the heterosexuals are. They, too, worry aboutthe constancy of their relationships and are questing for lasting, fulfilling femalebonding. And above all, the stories suggest that the lesbian contact is symbioticin nature, be-cause both the partners join in the experience as "We" rather thanone of them being treated as the "Other," as is generally the case with theheterosexual contact.
In "Salina's Balls," we come to know that the nature of les bian sexual attractionis no different from the heterosexual one. It is passionate, intense and thenarrator loses herself in fantasies of love-making with Salina. Talking about oneof her fantasies she says: "Salina was gorgeous. She drove me crazy. I used to goin bed thinking about her kissing me. All over. Her tongue teas
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ing the corners of my craving, wet, warm sexy mouth. She'd hold me franticallynext to her and breathlessly tell me howmuch she too had been waiting for thismoment. My over-whelmed body would go limp in her arms as I begged her todowithmewhat shewished. And she did." (Paulse: 127) The nar-rator confessesher acute need of Salina: "I wanted to hold her, squeeze her and pull her tightly



against my seventeen-year-old blossoming, lusting body. Put her gorgeous lipssmack against mine, never to be separated." (127) What the writer seeks to beaiming at through these details about the narrator's passion for Salina is tomakelesbianism a component of the larger human urge, that is, sex-whetherheterosexual or homosexual. Pleasure is an important element in sexual activityand as Joan Black-wood, a Canadian lesbian sociologist tells us "lesbian sex pro-duces (or has the potential to produce) as much (and perhaps more) pleasurefor women as heterosexual intercourse. On the grounds of pleasure, therefore,lesbian sex is, or can be at least as good. (155) The narrator, no doubt, fantasizesabout the ath-letic Salina, who has a beautiful body, vibrating with vitality, butshe dare not tell either Salina about her feelings towards her or confide into herbest friend, Anna, for fear of losing her as a friend. The narrator is so frightenedat the prospect of her expo-sure as a girl with lesbian feelings that even thoughshewants to, she does not defend Salina against themischievous rumours abouther (Salina) having "balls." She says: "I didn't know how to talk about Salina anddefend her without fearing Anna would say that I stuck for her because I likedSalina. I was sure I'd die if anyone said that." (128) Makeda Silvera in her article,"Men Royals and Sodomites," writes poignantly "of the strong womenwhowerepart of her childhood in Jamaica, and of how she learned only later that some ofthem were lesbians. Just as their stories were silenced in Jamaica, Silveradiscusses the silencing of Afro-Caribbean lesbians in Canada and theirinvisibility." (14) Paulse also brings out the tendency of lesbians not to be "out"and continue to grapple with their "craziness" or "queerness" be-cause they areterribly scared of losing their niche in society and losing friends. Paulse,however, advises lesbians through the
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climactic moment in the story that they need not be squeamish about theirbeing what they are. The narrator was afraid of telling Anna about her lesbianleanings, but Anna herself has been a dyke all along, continuing a lesbian
relationship with Salina. Also the lesbians group into open forms like theDiamondDykes team, in which Salina plays andwhich Anna is going to join soon.



Candis J. Graham in her story, "Primrose Path," also under-lines the anxiety ofa lesbian who feels afraid, lest she should lose her lesbian partner, if she toldher of her fantasies to which she is prone. Incidentally, the fantasies she indulgesin are also lesbian in nature, but she is hesitant in telling Marie-Therese aboutthem. Alice feels guilty, even though she argues to herself that it is only adisembodied voice and an imaginary body who she feels attracted to. What ifMarie-Therese came to know about the fantasies and accused her of infidelity?So, Alice wants to come clean with her friend. Graham shows that there is muchbetter understanding and empathy between lesbian partners than theheterosexual couples. Heterosexual relationships are often characterized byjealousies and vitiated by them. But it is a nem perfect relationship betweenAlice andMarie-Therese. It is marked by tender concern and love for each other.The writer tells us "like last Saturday, whenMarie-Therese left their bed early tomake bread, because the evening before Alice said she had been craving forhomemade bread for days. No one had ever done anything like that before forAlice." (84) No wonder Alice is worried. Under no circumstance would she liketo lose Marie-Therese. And yet she wants to be honest, perhaps to a fault. Heragain, the intention of the writer is to show that emotional fidel ity is as muchan element of lesbian bonding as it is of male female relationship. When Alicetries to tell Marie-Therese about her fantasy, with diffidence and apprehension,Marie-Thereses not at all disturbed. On the contrary, she takes it rather casualyas if it we were of no consequence. I would like to reproduce the conversationbetween the two:
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"I have something to tell," Alice's teeth pulled at the corner of her lip.
"You're wet."
Alice stood up. "Yes, but something else."
"What?"



"Do you want to hear my fantasy?"
"A fantasy about sex?"
Alice nodded, turning her face slightly and looking sideways at Marie-Therese.
"Come on, give me the blanket and take my arm. Tell me as we walk home."
This indeed seems to be a paradigm of an ideal relationship, based on soundunderstanding. Their boat cannot be rocked eas-ily.
The third story, "Sex Is a Verb" by Pinelopi Gramatiko-poulos is the mostimportant of the lot, in as much as it vehe-mently stresses the superiority of thefemale bonding in which both the partners enjoy a mutually nurturingrelationship. The story demolishes the binary opposition of Active/Passive orSubject/Object in the sexual contact. Both the participants in the sexualexperience are active, both are assertive and both derive joissance, somethingwhich has come to be regarded as ex-tremely important by feminists. It is thestory of two active sex-tants. The narrator tells us: "And the story started witha sigh. Two sighs. And a sign between two women." (1990: 66) It is a story inwhich the sextants are "We." The beauty of the experi-ence is described thus bythe writer/narrator: "This is the story of two women who went outside andplayed games with each other, chasing their sensuality round and round thetree-We? We. We We... until they drove it smack into each other and wereforced to stand silent for a moment while its perfume slowly diffused and pliedits way like tender-stemmed flowers, into their hair." (66) It is noteworthy thatthe writer ends the story with a signifi-cant statement which constitutes animportant message for the lesbophobic "straight" society. She says: "A womansexing an-other woman activates her world. Some women forget they can beactive verbs and believe they are nouns." (68)
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Thus, the three stories discussed above strive to establish that lesbianism is onlya variant of sexuality and, therefore, needs to be accepted as such. Lesbians areas much humans as others, because they, too, are questing for lasting humanrela. tionships and happiness in life. And above all, the lesbian sexual bondingeliminates the category of the "Other," thus giving equal dignity and identity toboth the partners.



In short, the lesbian writers seem to be making a fervent ap peal to thelesbophobic society for acceptance and integration with the mainstream of life.They are pleading for a bit of social space for themselves.
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Entrapments at Home and Abroad in Anita Desai's Fasting, Feasting
T. RAVICHANDRAN
1.I.T., Roorkee
Anita Desai's Fasting, Feasting, as it is implied in the title itself, is a novel ofcontrast between two cultures, the Lone, Indian, known for its pious andlongstanding cus-toms representing 'fasting,' and the other, American, a countryof opulence and sumptuousness epitomizing 'feasting." The plot unveils throughthe perceptions of Uma, in India, and of Arun, in America. Both of them are



entrapped, irrespective of the culture and enveloping milieu, by oppressivebonds exercised by their own parents, MamaPapa. They are just MamaPapa orPapaMama but remain nameless throughout the novel. Yet, this nameless-nessdoes not indicate their anonymity but signifies their univer-sality. They are theprototypical parents found everywhere in the middle-class families of India,who discuss, plan, plot, control, govern the activities of their children, be itmarriage or going abroad for studies. And in their over-domineering concern,they tend to ignore the inadvertent possibility of entrapping their own offspring.Thus, they do not give contingency to the fact that perhaps their children toocan have a life to call their own. Maybe even their own preoccupations, theirown priorities, may be an agenda for themselves that goes beyond what theyactually want for their children.
The novel begins with a snapshot of MamaPapa in a con-templative mood: "Theparents sit, rhythmically swinging, back and forth. They could be asleep, dozingtheir eyes are hooded but sometimes they speak." That is when a sudden delugeof ideas hit them and they order their eldest daughter, Uma, to carry them outwithout delay. Uma is asked first to in-

Indian Journal of English Studies
116
form the cook to prepare sweets for her father, with neglectful impatience thatshe has been already asked to pack a parcel to be sent to her brother Arun inAmerica. While she comes literally running on her toes, she is entrusted with anadditional job of writing a letter to their son. Somewhere in the middle of thenovel, the reader understands that it is the usual scene that goes on in thehousehold of MamaPapa. "All morning MamaPape have found things for Umato do. It is as if Papa's retirement is to be spent in this manner-sitting on the red



swing in the ve randa with Mama, rocking, and finding ways to keep Uma occu-pied. As long as they can do that, they themselves feel busy and occupied." (133)In this manner, living under the demanding rule of MamaPapa, Uma isrepressed, suppressed and is imprisoned at home. The first part of the noveltells us in a flashback as to how she became a reluctant victim of entrapment athome. The second part of the novel shows how her brother Arun, who leaveshis home for higher studies, but feels trapped by the very education that ismeant to liberate him.
Usually, at home, it would be an oppressive atmosphere even if one of theparents is overpowering. With regard to Uma, both of her parents appear tohave merged into a single identity Ma maPapa/PapaMama, as if they have a"Siamese twin existence." (6) Hence, whenever MamaPapa say something, andwhoever says it, it comes with double the intensity and power that it can not bedefied at all. "Having fused into one, they had gained so much in substance, instature, in authority, that they loomed large enough as it was; they did not needseparate histories and backgrounds to make them even more immense." (6)Despite a slight variation in the roles they have chosen to play, Papa's of"scowling" and "Mama's scolding," (10) in terms of opinion, they never differedfrom each other. Therefore, if one refused there would not be any "point inappealing to the other parent for a different verdict: none was expected, orgiven." (14)
Furthermore, the women are not allowed for outings usually. but when Papafeels that thewomen laze around the house toomuch, then theywould be takento the park for walk. On one such occasion, Uma gets easily distracted and failsto keep pace
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with her Papa. Though Papa is far away, and she is left in the company of Mama,shewould not dare attempt to buy some eat-ables on her wish though it is highlytempting: "Uma finds saliva gathering at the corners of her mouth at the smellof the spiced, roasted gram but decides to say nothing." (12-13) In the end, Umais blamed for being "slow" when all the while Uma could not reconcile herselfas to why they are hurrying just to go back home. Likewise, the children are notallowed to have any sense of privacy even when they have grown-up. They are



not allowed to shut any doors in the household. For this meant secrets, espe-cially nasty secrets, which are impermissible: "It meant authority would comestalking in and make a search to seize upon the nas-tiness, the unclean blot."(15)
MamaPapa also decide which of their children should have education and howmuch of it. As far as Uma is concerned, a pleasant escape from herclaustrophobic conditions at home is her school going. The convent school forher is "streaked with golden promise." (20) Hence, she always goes early to theschool and later finds some excuse to linger there for longer time. Con-versely,she feels deprived during dull weekends when she is left at home: "There werethe wretched weekends when she was plucked back into the trivialities of herhome, which seemed a denial, a negation of life as it ought to be, somber andsplendid, and then the endless summer vacation when the heat reduced eventhat pointless existence to further vacuity" (21, emphases added). Regardless ofUma's verve for convent education, she is forced to stop going to school whenMama gives birth to the third baby, Arun. Even as Uma shows disagreement,she is coaxed, cajoled and finally threatened to accept her Mama's de-cision:
"But ayah can do this-ayah can do that Uma tried to protest when the ordersbegan to come thick and fast. This made Mama look stern again. You know wecan't leave the baby to the ser-vant,' she said severely. 'He needs properattention. When Uma pointed out that ayah had looked after her and Aruna asbabies, Mama's expression made it clear it was quite a different matter now,and she repeated threateningly: 'Proper attention.' (31)
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Later, Uma looks forward towards her marriage to give her the much-neededrelief, yet, unfortunately, she returns home frus trated after a deceitful marriageand subsequent divorce. Back at home, she gets a rare job offer through Dr.Dutt, but MamaPapa refuse to send her. When Dr. Dutt persists on taking Umafor the job, Mama lies of an illness for which she needs Uma to nurse her. In likemanner, when Uma receives an invitation for a coffee party from Mrs. O'Henry,MamaPapa refuse to send her to the party because of the apprehension thatMrs. O'Henry might en.



snare her and convert her into a Christian nun. Reduced thus to a baby-sitter ather earlier days and an un-
paid servant for her self-centred parents for the rest of her life. Uma finds noescape from her entrapment. Uma experiences
however, a brief repose of happiness and freedom once when she is allowed toaccompany her ailing aunt, Mira-Masi, on her pil. grimage. During her stay atnight in an ashram, Uma finds a strange link of her life with the barks and howlsof the dogs:
At night she lay quietly on her mat, listening to the ashram dog bark. Then otherdogs in distant villages, out along the riverbed and over in the pampas grass, orin wayside shacks and hovels by the highway-barked back. They howled longmessages to each other. Their messages travelled back and forth through thenight darkness which was total, absolute. Gradually the barks sank into it anddrowned. Then it was silent. That was what Uma felt her ow life to have been-full of barks, howls, messages, and now-si lence. (61)
At this juncture, one is reminded of Anita Desai's characteristic way of makingher internally turbulent protagonists find expres-sion by association withexternal surroundings. Thus, for in-stance, in Cry, the Peacock, Maya's feelingsof isolation and longings are coupled with those of the crying of the peacocks.Still, one locates a kind of sublimity in the agonized inner cry of Maya when it islikened with peacocks. When Uma's pain is re lated to the barks and howls ofdogs, the poetry of Maya's all-guish is to be seen in sharp contrast to that of theexcruciating poverty of Uma's entrapment.
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Catering to the whims and fancies of MamaPapa, but keep-ing her remorse self-contained, at one point of the novel, Uma feels utterly friendless and alone,even when she is at home and surrounded by her MamaPapa. In desperation,she thinks of writing a letter to a friend to share her grief but it only ends up withthe realization that she has none to confide with:



She couldwrite a letter to a friend-a privatemessage of de-spair, dissatisfaction,
yearning; she has a packet of notepaper, pale violet with a pink rose embossedin the corner-but who is the friend? Mrs. Joshi? But since she lives next door,she would be surprised. Aruna? But Aruna would pay no attention, she is toobusy. Cousin Ramu? Where was he? Had his farm swallowed him up? AndAnamika-had marriage devoured her? (134)
However, it would be wrong to presuppose that Anita Desai shows Uma'sunattractiveness, clumsiness and dullness of mind as causes for her entrapment.Uma's polar opposite, her graceful, beautiful and brilliant cousin, Anamika'sconfinement is more poignant. While Uma's failure in her school examspressurizes her to stay at home, Anamika does so excellently in her final schoolexams, that she wins a scholarship to Oxford. Yet, Anamika lives in a patriarchalsociety that considers higher edu-cation to be the prerogative of males, andmarriage as the major preoccupation of females. The scholarship obtained isused only as a means to win her a husband who is considered an equal to thefamily's prestige. Anamika's parents are unperturbed by the fact that he is somuch older than her, so grim-faced and con-scious of his own superiority, andis "totally impervious to Anamika's beauty and grace and distinction." (70) Butit is Anamika, who starts another life of entrapment the moment she enters herin-laws' house. Anamika's husband is a typical 'Mama's boy' to the extent hecould be a silent witness to his mother's beating of his wife regularly. Anamika,who won scholarship to Oxford, spends her entire time in the kitchen cookingfor a very large family that eats in shifts-"first the men, then the children, finallythe women." (70) After a miscar-

Indian Journal of English Studies
120
riage, which followed a brutal beating, and the belief that she could not bearmore children, finally, the family ties her up in a nylon saree, pours the keroseneover her, and burns her to death.
Here again Desai is not implying that the un-burnt brides and the well-settledones may live a content life. In this regard, she portrays the story of Aruna,



Uma's smart and pretty younger sister who makes a discreet choice and marries"the wisest
the handsomest, the richest, the most exciting of the suitors who .. presentedthemselves." (101) Aruna's marriage to Arvind who has a job in Bombay and aflat in a housing block in Juhu, facing the beach is just a like a dream-come-true.Yet to live that dream-life fully, she transforms herself and desperately seeks tointroduce change in the lives of others. She cuts her hair, takes her make-up kitwherever she goes, and calls her sister andmother as 'villagers' once they refuseto accept her sophisticated and flashy style of life. For that reason, she avoidsvisiting her parents' home and the rare occasions of her short visits are spent inblaming the untidiness of the surrounding and the inhabitants. Even she goes tothe extent of scolding her husband when he splits tea in his saucer, or wears ashirt, which does not match, with his trousers.
In this way, Aruna's entrapment is different from the rest.
She has liberated herself from the customs and dominating home rules that bindthe rest of the characters like Uma and Anamika Yet, in negating those codes,she ensnares herself in her mad pursuit towards a vision of perfection. And inorder to reach that perfection, she needs to constantly uncover and rectify theflaws of her own family as well as of Arvind. When none other than Uma seesthrough the entrapment of Aruna, she feels pity for her:
Seeing Aruna vexed to the point of tears because the cook's pud ding had sunkand spread instead of remaining upright and solid, of because Arvind had cometo dinner in his bedroom slippers, or Papa was wearing a T-shirt with a holeunder one arm, Uma felt pity for her: was this the realm of ease and comfort forwhich Aruna had always pined and that some might say she had attained?Certainly it brought her no pleasure: there was always a crease of
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discontent between her eyebrows and an agitation that made her eyelids flutier,disturbing Uma who noticed it. (109)
While Uma, Anamika, Aruna present the female versions of en-trapiment inFasting, Feasting. Arun pictures the male version of it Unlike his sisters, rightfrom his birth, Arun desists eating the food of his family which is symbolic of itsvalues. Much to the dismay of his father, he shows his preference for vegetarian



food. Simply because it revolutionized the life-style of his father, Arun cannotbe forced to eat non-vegetarian food This, of course, is a cause ofdisappointment for Papa:
Papa was always scornful of those of their relatives who came to visit andinsisted on clinging to their cereal-and-vegetable-cating ways, shying away fromthe meat dishes Papa insisted on having cooked for dinner. Now his own son,his one son, displayed this completely baffling desire to return to the ways of hisforefathers. meek and puny men who had got nowhere in life. Papa was deeplyvexed (32-33)
Nonetheless, Arun cannot fully come out of the clutches of Papa, especially, interms of his education. And ironic enough, it is education which, instead ofoffering the desired autonomy, paves way for Arun's entrapment.
Papa, in order to give "the best, the most, the highest" (119) education to hisson, takes charge of Arun's life from his child-hood. Although Arun's schoolexaminations are over, Papa can-not allow him to go to his sister's house inBombay during holi-days, since he has planned that time for taking up entranceex-aminations and preparation for sending applications to go abroad for higherstudies. However, in the eyes of Aruna, her father's manic determination to geta foreign scholarship for Arun, is actually on account of his unfulfilled dreams,which he tries to impose on his son. That is why, when the letter of acceptanceFrom Massachusetts finally arrives, it stirs no emotions in Arun
Uma watched Arun too, when he read the fateful letter. She watched andsearched for an expression, of relief, of joy, doubt, foar, anything at all. But therewas none. There was nothing asenat the hint of a smile, frown, laugh or anythingthese had
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been ground down till they had disappeared. This blank face now stared at theletter and faced another phase of his existence at ranged for him by Papa. (121)
as their As a reviewer rightly observes, "With a deft touch. Desai shows us thatMamaPapa's ambitions for Arun are as stifling lack of ambition for Uma. FromAmerica, Arun's letters come just to indicate his endurance and survival. Hismessages are di. luted, and are devoid of any emotion and substance. "Themost



personal note he struck was a poignant, frequently repeated complaint: "Thefood is not very good"." (123)
The ties, though invisible, are so overwhelming that even in a country that feastson individuality, Arun fails to manifest his identity as an individual. Caught in theprison house of his own family's food habits, he can neither nourish the alienfood nor develop a sense of belonging with Patton's family that shelters himduring his vacation. The smell of the rawmeat being charred over the fire byMr.Patton for steak or hamburger is loathsome to Arun. Conversely, Mr. Patton failsto understand why Arun really refuses to eat a good piece of meat. While Mrs.Patton sympathizes with Arun, and gives him the vegetarian food items,particularly tomato slices and lettuce on bread, 'Arun finds them detestable too.Because he thinks that "in his time in America he has developed a heartyabhorrence for the raw foods everyone here thinks the natural diet of avegetarian." (167) Hence when Mrs. Patton, quite satisfied with her job of ahost, watches him eating with pride and complicity,
Arun ate with an expression of woe and a sense of mistreatment. How was heto tell Mrs. Patton that these were not the foods that figured in his culture? Thathis digestive system did not know how to turn them into nourishment? (184-85)
WhereMrs. Patton's daughter, Melanie, bluntly says she finds the food revoltingand refuses to taste it, Arun has to helplessly cat it. Melanie, however, suffersfrom bulimia a disorder in which overeating alternates with self-inducedvomiting, fasting etc. Her bulimia, along with her mother's frenzy for buyingfood items to fill the freezer, signifies the consumerist society that she
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hails from, where excess becomes the malady. This seen in con-trast to Rod, thefitness fanatic, who spends all his time and en-ergy in jogging, baffles Arun whowonders that "one can't tell what is more dangerous in this country, the pursuitof health or of sickness." (204-5) He apprehends that like Melanie, who eats.vomits and lies on her vomit most of the time, the people of her country too, gothrough an inexplicable pain and a real hunger. Yet he cannot reconcile to theunanswerable question: "But what hunger a person so sated can feel?" (224)



Anita Desai, in portraying the stories of entrapment in Fast-ing, Feasting,presents one version after another; each contrib-uting together to a masterversion, and each simultaneously sub-verting the other towards an open andcontingent version. Ac-cordingly, in the story of Uma, we find herunattractiveness leading to her eventual entrapment. Yet, if we pass a finalverdict on this account, we would be proved erroneous since Desai pres-entsthe versions of Aruna and Anamika, Uma's appealing sister and charming cousin,respectively. Beauty cannot offer them es-cape from entrapments; in truth, it israther their good looks that victimize them. Further, if we think again that it isUma's lack of education that has led to her entrapped situation, Desai presentsus the subversion of Anamika, where foreign scholarship fetches her an equalmatch but fails to provide her the required escape, it suffocates and kills herliterally. In likemanner, if as Uma thinks, "A CAREER. Leaving home. Living alone"(130) would bring in the necessary freedom from entrapment, Desai presentsus the story of Arun, who leaves home, lives alone for a career but feels thepangs of entrapment despite it.
Also, in providing a male version through the story of Arun's entrapment, Desainegates any feministic verdiet based on the other female versions ofentrapment that is likely to put the blame on the patriarchal, male-centredsociety. Thus, Anita Desai, often described as one of the finest writers of thiscountry, has moved from her earlier, typical way of sympathizing with hercharacters, females especially, to a different level of sensi-bility now. Where itwould be easy to presuppose her overt feministic concerns in a novel like Cry,the Peacock, it would be
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unwise to approach her Fasting, Feasting with any such precon.
ceived notions. Desai herself speaks out in a recent interview that she has beendeliberately shifting her focus from female characters to male characters. Sherather feels she needs to ad.
dress and voice out themes which concern males too. She says:



Specially in my earlier work I found myself addressing the same things over andover again. very much about the life of women, specially those women who areconfined to home and family, also the solitude from which a person can suffereven if living within a big family or surrounded by crowds. But after several yearsand several books I began to feel suffocated myself by the confinement of thesesubjects. I felt I was limiting the territory to such an extent that it created a kindof suffocation even for me. So I deliberately opened the doors, to widen thecanvas, and started writing more about male characters and their lives, becauseI felt they had a wider experience of the world, and I could address a greatervariety of experiences.
Finally, if we consider the male version represented by Arun and the femaleversions constituted by Uma, Anamika and Aruna as Indian versions, Desai offersAmerican versions to counter them. The story, thus dangling between twocountries and cultures shows to prove through the characters of Uma and Arun,and their counterparts Melanie and Rod, that attempts of escape fromentrapments can only be temporary, illusory and self-destructively futile sinceentrapments through familial knots are ubiquitous, all encompassing anduniversal. And perhaps the sal-vation comes when one accepts entrapment ofone kind or an-other envisioned as an inescapable fact of life.
NOTES
1. Anita Desai, Fasting, Feasting (London: Vintage, 1999), p. 3.
2. Sylvia Brownrigg, "Fasting, Feasting" by Anita Desai. http://archive.salon.com/books/review/2000/02/17/desai/print.html [15 Sept. 2002].

4. Magda Costa, "Interview with Anita Desai, Lateral (March 2001)http://www.umiacs.umd.edu/users/sawweb/sawnet/books/desai_interview.html [15 September 2002).
Transformation and Migration in Bharati Mukherjee's The Holder of the World
G.A. GHANSHYAM and USHA IYENGAR
Since times immemorial man's undeterred curiosity to know the unknown anddistant has made him break the barriers of time and space. Some have migratedto distant lands in search of fortune, some to fulfil their dreams and others havetravelled in quest of identity and stability in life. Various postmodern writershave taken up this theme.
Among the writers of Diaspora, Bharati Mukherjee has been regarded as one ofthe promising novelists and is "the clear eyed but affectionate immigrant in



American society." Immigration and cultural alienation are global phenomenonin today's modern world. Bharati Mukherjee, like many other postmodernwriters, has taken up the problems and experiences faced by the Indianimmigrants in the U.S. or the western world. As Bharati Mukherjee points out:"immigration was a two way process and both the whites and immigrants weregrowing into a third thing by this interchange and experience."? She feels thatin "literary terms, being an immigrant is very declass. There is a low-gradeashcan realism implied in the very material.... The exiles... come wrapped in acloak of mystery and world-weariness. By re-fusing to play the game ofimmigration, they certify to the world, and especially to their hosts, the purityof their pain and moral superiority to the world around them. In some obscureway, they earn the right to be permanent scolds, soaking up comfort andprivilege and nursing real grievances until privilege and griev-ance becomehabits of mind."
Bharati Mukherjee's migration to the other country could not sever her familialties with her motherland. She even after four
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decades continues to write about India and Indian immigrants to the west. InThe Tiger's Daughter, she depicts a satirical portrait of Indian society from theperspective of Tara Banerjee Cart-wright, a young expatriate. Her second novelWife is an intensely modern novel, which brings out the inner dimension of theheroine Dimple. The inner conflict of Dimple has been depicted using symbolsas 'centering nodes. Wife was followed by her most popular and 1988 NationalBook Critic Award winning short story collection, The Middleman and OtherStories. It con-sists of eleven short stories describing artistically the problems of



people migrating to America and the dream of a new life, which tempts them togo there. The characters hail from different parts of South Asia. Her next novelis Jasmine, which truly re-flects the energy and passion of America. Mukherjeeclaims it to be more about America than about 'immigrants'. From The Ti ger'sDaughter to Jasmine, one can observe a steady metamor-phosis fromacculturation to self-actualization in Mukherjee's writing.
Transformation and migration have been Mukherjee's two major themes. Evenher fourth novel, The Holder of the World. which has been taken up here, hasthe theme of transformation and migration, but with a difference. In this novel,it is not the modern American world coming into clash with ideas belonging tothe old country. Here we have the Puritan American seven-teenth and earlyeighteenth century world trying to come to terms with the Mughal Indian viewof life. Seeing a miniature painting titled 'A European Woman in Aurangzeb'sCourt' at an auction of Sotheby in New York made Mukherjee write this novel.Unlike the other protagonists of Mukherjee's novels, Hannah Easton, theheroine of The Holder of the World travels not from East to West but just theopposite, from West to East. The novel is about time travelling. The openinglines of the novel. "I live in three time zones simultaneously, and I don't meanEastern, Central and Pacific. I mean the past the present and the future" take usto the seventeenth century Mughal India full of riches. Mukherjee hasrecaptured the past reality; she has described the grandeur and exotica of thenIndia:
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Those Indian guys wore earrings, dresses and necklaces. When they ran out ofspace on their bodies they punched holes in their wives' noses to hang moregold and pearl chains. Then they bored holes in their wives' ears to show offmore junk, they crammed gold bracelets all the way to their elbows so theirarms were too heavy to lift, and they slipped new rings on their toes and thumbsso they could barely walk or make a fist. (13)
She has compared 'our' wonder with 'their dread:



no paintings, no inlays of rubies and pearls. Our men wore animal skins orjerkins. women's virtue was guarded by bonnets and capes and full skirts. (13)
She beautifully blends Mughal India along with mythological illustrations fromRamayana with the modern day computech age. In other words, the novel is aform of 'computerized his-tory. Man's search of his identity, in a world ofrootlessness and uncertainty, takes him back to history or past, which gives hima base to hold on to. This is exactly what Bharati Mukherjee seems to bring outin this novel. Her modern American women Beigh Masters, who does 'assetsresearch' reads Auction and Acquisi-tions and ferrets around for antiques andprecious stones, both as profession and hobby, is in search of the preciousdiamond 'Em-peror's Tear.'
Her lover Venn lyer of MIT, a computer engineer from Ma-dras, makes use ofOmnipotent technological wonder, the com-puter and its latest databaseprogram #61620; 2929 and reani-mates and recreates history by feeding all theinformation col-lected by Beigh Masters after consulting five hundred books,endless number of paintings and engravings, trade records and picture journalsand artifacts to get to 'Salem Bibi.'
Like Jasmine the heroine of Bharati Mukherjee's third novel, the journey ofHannah Easton is not by chance or a forced one. It is more an escape from therule-bound, claustrophobic influence of Puritan world. Hannah's early life pointsmost emphatically a fascination for passion and feeling, which she weaves hercolour-ful, bright tapestries: "The embroidery is the embodiment of de-sire' adesire to escape from the dull, grey of Puritan outpost.
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Her embroidery even shows her hidden and imaginary world. which the narratordescribes as "On a field of light blue'. Han. nah created 'uttermost shore." Shesays that it is unusual for
a twelve year old Puritan orphan who had never been out of Mas. sachusettsimagined an ocean, palm trees, thatched collages, and



black skinned men casting nets and colourfully garbed, bare breasted womenmending them: native barbs and on the horizon highmasted schooners. throughbright-green foliage, a ghostly white building it could even be the Taj Mahal isrising. (44)
Hannah Easton's memories of her mother's abduction by her In-dian lover andher disappearance into the wilderness, physically breaking the barriers of herPuritan society, remains in her mind forever. This later helps her to embrace thenew, exotic world of Mughal India in its entirety for it is the world that she wasin search of. So, when she meets a swash-buckling adventurer, Gabriel Legge,she agrees to marry him, not because she loves him but just to squeeze out herconstrictive society. She did not believe him, but she too longed for escape. (64)
At this point or level, the novel is, like BharatiMukherjee's other novels, a fictionof expatriation, of a quest and a journey, not only to culturally variant societies,which help to question and abandon conventional moral and social values.Hannah's life succeeds in questioning and discovering new ways of definingreality in a world, which was essentially orthodox.
After Gabriel's death, Hannah meets Raja Jadav Singh of Devgad who loves herand there is transformation of Hannah Easton to Bibi. She enjoys her newidentity. Hannah delves for new roots, and with her fine quality of adaptability,she steps into the NewWorld of Hinduism. She and Jadav Singh woo each other,ignoring the sword of Damocles, the Nawab Haider Beg, Governor ofAurangzeb's state. The Nawab dispatches his most ruthless commander, MoradFarah, to arrest Raja, usurp the dia-mond, Emperor's Tear, and bring Hannah,the firangi lady. Raja Jadav Singh puts Hannah and her caretakers and goodcompan-ion, Bhagmati into a palanquin, but on way to Nawab, the Raja attacksthe Mughal army. Hannah kills Morad Farah, saves Jadav
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Singh's life and brings him back to Panpur. She tries to transact with the emperorand end the war but she is taken hostage by him. She disdains the emperor forthe bloody war and suffering of numerous innocent lives. Wherever Aurangzebcomes to see her, she is reminded of Ravana, the demo king. inMuslim dis-guise.Though she fails to armistice between the Raja and the Emperor, somehow, shepurloins the diamond the Emperor's Tear from Aurangzeb's war tent andescapes towards the fort of Panpur. There she hands it over to Bhagmati. Thediamond is ul-timately found by BeighMasters in cyber spatial finale. Venn takes



Beigh through the miracle; Bhagmati thrusts world's most famous diamond intoher dying womb. It is in her grave that they find the holder of the world of theseventeenth century.
In Hannah's character, we find adaptability. She proves to be "a pure product oftimes and space, her marriage and her train-ing, exposed to range of experiencethat would be extreme even in today's world but none of it, consciously, hadaffected her outer behaviour." (220) The Salem Bibi provocates Beigh Mas-tersto unravel the mystery, which surrounded her life and the diamond. Mukherjeedevotes her attention to female issues in historical times as well as in thecontemporary society. She seems to concur with the view: "People arecontinually remaking their culture, and in so doing, redefining the past,reconstituting the present and reconceptualizing what they derive from the fu-ture,
Like any other feminist writer Bharati Mukherjee's women characters offer "afrontal challenge to patriarchal thought, social organization and controlmechanism." In the novel, we can see two advantages of Women's liberation,which Bharati Mukher-jee thinks, is not only twentieth century phenomenonbut was prevalent in the epic period as well as the seventeenth century. First, itallows women to realize their potential as individuals in the wider society.Secondly, it is the only means by which it can attain personal recognition.
The title of the novel The Holder of the World is after the name of Aurangzebwho was also called Alamgir in Urdu and the World-Holder in English. Fictionalcharacters, incidents and
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events coalesce with historical personages, places, events and in-cidents to giveit a local colour and habitation like historical plays of Shakespeare.
This makes the novel interesting and exciting. But, at several places in the novel,there is a lack of passion, feeling and poetry so essential for a work of art tomakeit simultaneously exciting and readable. Hoping to humour her Indian andAmerican read. ers, Mukherjee fails to please both.



Bharati Mukherjee, despite everything, does a brilliant work when sheinterweaves the historical and the imaginative reality through database, thetechnology, which will help any one of tus "make infinite reality withdrawals"from both time and spaceMukherjee has used two narrators who belong to twodiverse time periods separated by a time span of three hundred years. But thisdistance in time is bridged when Beigh Masters in proc. ess of her research findsher familial link with Hannah Easton at the distant past and all her energies inpresent are directed to track down the history relating to Hannah Easton. Thewhole novel acts as a bridge between transformation and migration and pilesup meticulous details and information as Bharati Mukherjee recaptures historyin the most aesthetic sense.
NOTES
1. Bharati Mukherjee, "Introduction," Darkness (Ontario: Penguin, 1986), p. 3.
2. Interview in Hindustan Times, Feb. 9, 1990, p. 3.
3. Bharati Mukherjee, The Holder of the World (Toronto: Harper Collins, 1993),p. 5.
4. Elizabeth Long, The American Dream and the Popular Novel (London:Routledge and Kegan Paul, 1985), p. 202.
5. Sushila Singh, "Recent Trends in Feminist Thought," Indien Women Novelists,ed. R.K. Dhawan (New Delhi. Prestige, 1991) Set 1, Vol. 1, p. 65.
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Looking beyond the Screen:
A Study of Shashi Tharoor's Show Business
GOPA RANJAN MISHRA
Tharoor's Show Business, published in 1991 is the result of his research into theways of the Bombay film world. His detailed access to the sets, studios andlocales, active co-operation of the film crews who allowed him to make a closestudy of their work and the filmy magazines of India helped him write this bookthat makes Bollywood (as the celluloid city is popularly known) come alivebefore us. Tharoor, however, makes it clear that "I remain solely responsible forwhat I have made of the material."



Bombay, the film capital of India, has always held irresisti-ble glamour forgeneration of moviegoers. Year after year, it churns out films to provideentertainment. Exquisitely charming heroines, handsome heroes successfullyfighting injustice (often single-handedly), the good invariably triumphing overevil-the make-believe world has never ceased to fascinate the masses. But thegrim reality that lies behind this apparently beautiful and tempting facaderemains unknown tomany. Tharoor takes it upon himself to tear open themask,as it were, and expose to us the real colour of the tinsel town.
Though the book primarily deals with the life of a superstar from a humblebeginning to dizzy heights-the author makes an incisive study of a variety ofissues closely associated with film industry such as appearance and reality, innerstory behind star-dom, plight of the junior artists, generation gap, filialingratitude leading to parental anguish, politics and cinema, extra-maritalrelation etc.
In this paper, however, I intend to highlight another aspect of the book. Quiteoften, in course of his narration, Tharoor looks
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beyond the show business and reflects on issues of deeper siz nificance thatconcern all of us. I have picked up few such in-stances and have tried to presentthem in this paper.
Ashok Banjara, termed a mega star, the hero who cams in a day what thePresident of india makes in a year, heartthrob of millions lies suspendedbetween life and death in the intensive care unit of a plush Bombay hospital. Ashe lies fighting for life, memories crowd in on him.



His father, Kulbhushan, a politician, had always wanted Ashok to embark on apolitical career. Naturally, he disapproves of his son's decision to join filmindustry. The ambition he has harboured is going to be ruthlessly thwarted. Butthe determined son goes to the tinsel town and, after initial struggle, attainsstar-dom. The adulation he gets is awe-inspiring but his cinematicaccomplishments fail, to make his father happy.
Now, in the Indian context, a father has some ambition about the career of hisson. The psychologists attribute it to the unful filledwish of the father whowantsto materialise it through his son. It does not occur to him that his son might behaving en-tirely different ideas about his career. Besides the father thinks he hasan undeniable and unchallengeable claim over his son a father never switchesoff his fatherhood whatever his son may do. (114)
Kulbhushan has intense dislike for film industry where a star, despite his moneyand fame, 'earns his status by wearing drainpipe trousers and shaking his hipsbefore the camera' (116) and that it presents a 'never-never land' that bears 'norelation to any accurate perception of the India in which we live.' (117) Headvises his son to stay away from the make-believe world but while from hispoint of view it is the essential transmission of parental wisdom from father toson, the latter almost switches off his mind to the advice and guidance givenwith love. A hort fa-ther tells his wife about the acute sense of disappointmenthe feels and she replies quietly: "Why are you surprised. K.B. Love, like water,always flows downwards." (121) Parents love their children as much when theyare tiny and weak and vulner able as when they are growing. But every child'slove for his
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parents is born out of need and dependence. That needs de-creases with everypassing year while the parents only grow. It is an uneven emotional balance.
Tharoor's vision of a peaceful happy life is dependent on healthy interactionsbetween the parents and the children. While the former should, not undulyimpose their views on the chil-dren, the latter's attitude to them should be oneof love and re-



spect. Another thing Tharoor hints at is not to get carried away by so-calledmodern trends lest we should fall into a dangerous trap.
The institution of marriage, for example, has been there to meet one's sexualneed and raise a family whose peace depends upon the loyalty of the partnersto each other. When an extra-marital affair develops, the smooth rhythm at thehome front is broken.
A sort of discordant note is struck and it produces a jarring effect on themelodious tune achieved earlier. Ashok is happily married to Maya but starts arelation with his co-artist Mehnaz Elahi and defends his stand with these words:"Every actor in Bombay has extra-marital affairs, Ma. It's sort of expected of us.It would be unnatural if I didn't." (123) It does not occur to Ashok what might begoing on in Maya's mind when, especially, she was undergoing a difficultpregnancy and bringing his 'heirs into the world. A puzzled father only quietlyasks: "And what about the values we brought you up with? Was it not unnaturalto abandon them?" (123) Tharoor seems to say that to accept something im-moral in the name of modernity and fashionable trend can have disastrousconsequences.
Ashok Banjara, at the height of his popularity in the film in-dustry, thinks ofjoining politics and does get elected to the Par-liament, but finds himself a totalmisfit in the new set up: "I'm out of place in this world. I clap my hands toapplaud the PM: the others thump their desks." (261)
His initial spurts of enthusiasm soon get dampened as he looks around him athis fellow backbenchers in the teak-panelled sanetum of national legislation.The general atmosphere is one of absolute indifference to the ongoing affairs.Some are even more
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sonorously undisturbed in the innocence of their igriorance. Th mostknowledgeable seem to be the most powerless.
I'm just a backbench MP, the political equivalent of the fat-ari females with treetrunk thighswho dance behind the heroine. (266)
In sheer disgust he resigns. Tharoor shows why a film star does not necessarilymake a successful politician. Through Pranay, important character, he tries to



make an analysis: "Did you ever wonder why you were so much more populara filmi hero than a politician? Elementary, my dear son. Your screen image wasthat of the angry young man, the righter of wrongs, the rebel against injustice,the enemy of the establishment. But when you became a politician, you wererevealed as what you were the opposite of your screen image. A part of theestablishment. The son of a politician. The Prime Minister's man. The peoplewho cared for you as a hero could not came for you us a leader. You no longermeant anything to them." (294)
Tharoor seems to convey most of his significant message, views opinionsthrough the character of the Guru. The self-styled godman, who can besometimes taken lightly, does make thought-provoking statements and, tosome extent, we can take him as Tharoor's mouthpiece. Some of his strikinglines are:
Learn detachment... Take life as it comes. (185)
There is no use worrying about what might happen, because it is already willed.Why shed tears about the workings of destiny?
Does the river weep because it must flow to the sea" (188)
The present... is an illusion each moment has either already hap pened or hasnot yet happened, it is either past or future. The problem with Westerners istheir obsession with the presel which means they are living for something thatdoes not exist (195)
It is difficult to know exactly what Tharoor aims at. Does he suggest that there isa force, beyond our control, governing our life and activities and that, for ourpeace of mind, it is wise yield to that force? Does he suggest something thatgoes against what H.W. Longfellow spoke in his celebrated poem 'A Psalm ofLife:Shushi Tharoor's Show Business
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Trust no future however pleasant Let the dead past bury its dead Act, act in theliving present Heart within and God overhead.
We may not be very sure, but about one thing, perhaps, Tharoor is veryemphatic. Again through the Guruji it comes:
From dharma comes success, from dharma comes happiness, eve-rythingemerges from dharma, dharma is the essence of the world, (300)



However successful a person may be, some of his wishes remain unfulfilled. Herepents for some of his actions. He often finds himself in the world of 'whatmight have been.' In short, he has some regrets. But then that is part of life andwe should not grudge it. Tharoor seems to say that a "life without regrets is alife lived without introspection, without enquiry. That's not a life worth living."(300)
S.B.R. Government Women's College
Berhampur

The Erotic Scenes in Arundhati Roy's The God of Small Things
MITHILESH KUMAR PANDEY
It is a common habit of women writers of Indian English lit. erature to createsome erotic scenes in their works which may be physical, spiritual or ethical.From Toru Dutt to Arundhati Roy, there is a rare woman writer who has not grappledwith the idea of love to express her own inner feelings just as AlbertMordellexplored that "works of the imagination open up to the reader hidden vistas inman's inner life just as dreams do." It is a fact that the dreams of Booker Prizewinner Arund. hati Roy are the dreams of her own social awareness to whichshe has stated vigorously in a very authentic way in the novel. But it is obvious



that she wrote the novel from the western point of view because erotic vulgarscenes as narrated in The God of Small Things do not seem to adhere to theboundary of Indian milieu. However, the depiction of love relationship betweenAmmu and Velutha and Estha and Rahel, the twins may not be proper but it hasits own significance keeping in view the am-bivalent sexual and thematicconcern of the novel.
As a modern novelist, being influenced by Western civiliza tion, Roy hasemployed unusual sexual culture in the novel through twins Estha and Rahelwho think nothing but dream about some vital link missing in theirindividualities. Their mu-tual familiarity at the physical level has beenhighlighted in the following words: "That the emptiness in one twin was only aversion of the quietness in the other. That the things fitted to gether. Likestacked spoons. Like familiar lover bodies. In addi-tion to this, Roy has alsoaggressively advocated against the in-humanity and brutality inflicted on thebreakers of "Love Laws" through the eyes of children, being much closer to thebasic ma-
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ternal instinct. Ammu, as mother of Estha and Rahel and her lover Velutha aresufferers and fellow travellers into "History House" by the same boat "the boatthat Estha sat and Rahel found. The boat that Ammu would use to cross theriver. To love by night theman his children loved by day." (202)While con-veyingthe basic maternal instinct through the incest between Estha and Rahel unlikeLawrentian theory, the novelist clarifies that "they had never been shy of eachother's bodies, but they had never been old enough (together) to know whatshyness was." (92) When Rahel observes Estha's wet body in her room, she gets



sexual pleasure from watching him undress and hence an erotic feeling occurswhich is more maternal than incestuous or sexual. For instance, consider thefollowing lines:
Rahel watched Estha with the curiosity of a mother watching her wet child. Asister a brother. A woman a man. A twin a twin... she flew those several kissesat once.. He was a naked stranger met in a chance encounter. He was the onethat she had known be-fore life began. (93)
This kind of sexual attitude shown by Roy is more or less akin to Lawrence'sOedipus complex theory which focuses on the illicit relationship of mother andson as in Sons and Lovers. But unlike Sons and Lovers, the heat of sexual passionsupercedes the ma-ternal instinct of Rahel and both the twins are no morebrother and sister but like lovers united in the charm of opposite sex. Aftertwenty three years, the brother and sister behave like two lovers in Ayemenemvindicates the fact that socially impermissi-ble incident of physical mating at arainy wet night has become possible in erotic luxury based on western culture.What stimu-lates them for this act is not sexual happiness but hideous griefwhich results in hollowness. Such kind of sexual images are not simply used toconvey sexual emotions but something more as what Edward Said remarkedthat "the images, themes, motifs that circulate in the text can be usefulindicators of its ideological underpinnngs.
Modern psychology regards sex as one of the most important aspects of life,and hence it is that sex-relationship and sex con-
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flict predominate in the novel. Arundhati Roy is an explorer of humanrelationships and her modern novel deals with the idea of unusual sex with adifferent angle in its free and frank treatment of sex relationships. Through theprotagonists like Ammu and Velutha, the novelist has endeavored to unraveltheir hidden sex-ual desires along with physical relationships and amatory activities. However, both the central characters of the novel, Velutha. theuntouchable God of Small Things, and his beloved Ammu, the touchabledivorcee daughter of Mammachi, belong to the minority class whose lives are



guided by an inner light and not by the laws of society. As Arundhati Roy says:"That it really began in the days when the Love Laws were made. The laws thatlay down who should be loved, and how, and how much." The description ofAmmu, the heroine of the novel, who has been humiliated by a daring policeInspector, Thomas Mathew in the Kottayam Police Station by tapping herbreasts with his baton, highlights the transparency of language through unusualsex. The novelist's play with language to unravel the immoral activity of PoliceInspector is noteworthy: "As though he was choosing mangoes from a basket."(8)
Ammu, the mouthpiece of the novelist is not a kind of lady who is obedient,submissive, and of serving nature according to patriarchal demands of thesociety. Regarding the love and sex of the female class, Simone de Beauvoirobserves that the term "female is derogatory not because it emphasizeswoman's ani mality, but because it imprisons her in her sex; and if this sex seemsto man to be contemptible and inimical even in harmless dumb animals, it isevidently because of the uneasy hostility stirred up in him by woman." But nowthings have changed and Ammu, selecting a man of her own choice who will beher life-partner, had already claimed her right of taking decision regard-ing herown body. However, by chance it was not a right choice and the marriage couldnot succeed due to the drunkard man (father of the twins) who wanted to offerthe beautiful wife to his white officer to avoid a transfer in his government job.At the same time, Ammu took a very bold decision to quit such a type of husbandwho is not faithful to his wife. Ultimately, she re
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turned to her mother and thus joined the company of Man-less father Mulligan-less Baby Kachamma and widow Mammachi. Moreover when the footprintlessman Velutha started visiting her dreams, she could not control herself. Thenovelist expresses vividly the dreaming of Ammu about her lover in the followinglines:
Somehow, by not mentioning his name, she knew that she had drawn him intothe tousled intimacy of that blue cross-stitch after-noon and the song from the



tangerine transistor. By not mentioning his name, she sensed that a pact hadbeen forged between her dream and the world. (220)
As a woman, she has a full right over her body and claimed her body back fromtwins Estha and Rahel who hugged her while she dreamed of her lover. Whenshe thinks about her lover, she also becomes conscious of her own physicalbeauty and some-how tries to maintain her attractive look while defying age likeShakespeare's Cleopatra. Roy minutely unravels the naked physical reality ofAmmu with all its erotic angularities: "Ammu undressed and put a redtoothbrush under a breast to see if it would stay. It didn't. Where she touchedherself her flesh was taut and smooth. Under her hands her nipples wrinkledand hard-ened like dark nuts, pulling at the soft skin on her breasts. The thin lineof down from her belly button led over the gentle curve of the base of her bellyto her dark triangle. Like an arrow di-recting a lost traveller. An inexperiencedlover." (222)
In the meantime, she began to assess her own past husband who had playedwith her body and made "not big in itself." But "big only because the rest of herwas so slender. It belonged on another more voluptuous body." (223) Later on,Roy also nar-rates the physical shape, size and colour of Ammu's body in athrilling and realistic manner to create sensuous sensibility. For instance, she is"A slender, naked executioner with dark nipples and deep dimples when shesmiled. With seven stretch marks from her two-egg twins, born to her bycandlelight amidst news of a lost war." (223-24) There are many scenes in thenovel where the novelist has openly described the naked voluptuous

140 Indian Journal of English Studies
body of Ammu who dreams more about Velutha than anybody else as someonecould provide husband like feelings in the mod.ern complicated society.As a feminist writer. Roy has successfully delineated the biological need ofAmmu for sex and her illicit love relationship with Velutha in the last chapter ofthe novel "The Cost of Liying." It is the secret charm of opposite sex whichattracts her at-tention towards the well-built stout body of Velutha and sponta-neously her suppressed womanhood gets aroused after several years. Herhidden sexual desire wanted an outlet to flow in love with male friend likeVelutha. But the conservative Indian social system rooted in caste and creed



never gives permission for such type of thoughts and emotions. Her elopementwith him and night escapades in the History House for thirteen days under thethreat of continuous heavy downpour due to cyclonic distur bances give herphysical fulfillment which she cannot forget and neglect. Apart from this, herbold and daring step to meet Velu-tha at the haunted house on the riverbank isthe best example of a true lover who can go to any extent to meet her lover.Ammu ul-timately decided to go to her lover with her erotic feelings. Thenovelist unravels their physical attachment in the following lines which is repletewith sensuousness:
He went to him and laid the length of her body against his. He just stood there.He did not touch her. He was shivering. Partly with
cold. Partly with tenor. Partly aching desire. Despite his fear his body wasprepared to take the bait. It wanted her urgently. His
wetness wet her. She put her arms around him.... She unbuttoned
her shirt. They stood there. Skin to skin. Her brownness against his
blackness. Her softness against his hardness. Her nut brown breasts
(that wouldn't support a toothbrush) against his smooth bony chest.
(334-35).
The character of Ammu is like Shakespeare's Cleopatra who can flirt with Antonywith her infinite variety and goes to any extent for the fulfilment of love. Theirlove crosses the boundary of time and space but Ammu and Velutha's loverelationship crosses the boundary of caste and creed as to express their hat-mony and warmth in love keeping aside the anxiety of the mod-Arundhati Roy's God of Small Things
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en society. Shakespeare's Cleopatra is naughty, fickle in flirting with Antony butRoy's Ammu is simple, sober and faithful in establishing a love affair withVelutha. As tragedy of love, the character of Ammu and Cleopatra bearresemblance in the sense that their love is sincere, intense and irresistible.Unlike Shake-speare, Roy has openly described about free sex through thecharacter of Ammu which is acceptable to any lady in the female world. As anunsatisfied lady both physically and mentally, Ammu comes closer to Velutha.When her sexual passion be-comes uncontrollable, she gets united physically tosatisfy the oppressed lover more deeply and intensely than herself:



Ammu naked now, crouched over Velutha, her mouth on his. He drew her hairaround them like a tent... She slid further down, introducing herself to the restof him.... She sipped the last of the river from the hollow of his navel. Shepressed the heat of his erection against her eyelids. She tasted him, salty, in hermouth. He sat up and drew her back to him. She felt her belly tighter under her,hard as a board. She felt her wetness slipping on his skin. He took her nipple inhis mouth and cradled her other breast in his calloused palm. (336)
Here it becomes obvious that the novelist could not control her emotions beinga woman and it appears that she has personal re-lation with someone who canunderstand her feelings of love, lust and sexual desire.
However, this romantic affair of Ammu and Velutha seems to be akin to theaffairs of Madeline and Porphyro in Keats's fa-mous thrilling poem "The Eve ofSt. Agnes." Keats describes how the union of Porphyro and Madeline wasprevented by the hostilities between their respective families. But their deeppas-sionate love transcended the barriers of family feuds and Por-phyro madebold to risk his life, entered the castle of his enemies and, helped by an old lady,succeeded in eloping with his be-loved. But in the case of Ammu and Velutha,Roy has reversed the gear and one can easily find Ammu on the place ofPorphyro who as a beloved stepping out to meet her lover untouchable Veluthaat the river bank keeping aside all the social norms. Un-like Madeline. Ammubeing a married lady who has already had
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twins, is ready to flirt with Velutha with whom she can get physical satisfactionin love and romance and something more beyond this as a human being. Thefollowing erotic lines can be cited to grasp the sensuous, passionate and vulgarloving scenes of Ammu and Velutha:
He lay over her, careful not to put his weight on her Small stones
pressed into the skin of his forearms. He kissed her eyes. Her ears Her breasts.Her belly. Her seven silver stretch-marks from her twins. The line of down that



led from her navel to her dark trian-gle, that told him where she wanted him togo. The inside of her legs, where her skin was softest. Then carpenter's handslined her hips and an untouchable tongue touched the innermost part of her.
(336-37)
Ultimately, at the end of the novel, in the closing lines of "The Cost of Living,"the novelist has been successful in presenting the inner tumult of love betweenAmmu and Velutha which binds each other emotionally. Nevertheless, it wasnot that Ammu was attached with Velutha only for sexual fulfillment but alsofor a man who can provide her protection, affection and submissive feelings likea husband with whom she can survive in this world. Philosophically, Velutha wasnot a God who can rule over her body (that is small things) but in reality he wasa simple footprintless man who can give Ammu his own body and heart as a truelover. And, therefore, it is Ammu who "smiled to her-self in the dark, thinkinghow much she loved his arms the shape and strength of them, how safe she feltresting in them." (338) Particularly, the bond of love established between Ammuand Velutha at the physical and emotional level is really a unique one. BesidesAmmu, the innocent children, Estha and Rahel also loved Velutha forgettingtheir own personal anxieties. But the love relationship of Amnu and Veluthahighlights a kind of rela-tionship which is possible between the two oppositesexes in this modern world crossing the boundary of caste and creed as part ofthe natural phenomenon.
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4. Simone de Beauvoir, The Second Sex (Le duxieme Sex, Paris 1949) trans, anded. H. M. Parshley (London: Jonathan Cape).
Hindu P.G. College, Ghazipur

Kiran Desai's Hullabaloo in the Guava Orchard as a Satirical Novel
SHUBHA TIWARI
In the age of television and information explosion, much is I said and writtenabout the glory, beauty and spirit of India.
We perpetually mention and refer to the Vedic Myths, the incredible Ayurvediccures and our centuries-old yoga. We tend to get euphoria about India'sgreatness. We also tend to get oblivious of our weaknesses. The novel,Hullabaloo in the Guava Orchard by Kiran Desai, comes as a shock to the reader.It brings the reader down to earth. The novel can best be de-scribed as a



catechizing process for the Indian reader. It compels us to face the realities ofour motherland.
'Like mother, like daughter' would not be appropriate to de-scribe Anita Desai'sdaughter Kiran Desai and her maiden effort at writing fiction, Hullabaloo in theGuava Orchard. Kiran De-sai does not write like her mother. While Anita Desaidwells deep in the realms of inner psyche, intuition and the dynamics ofrelationships, Kiran Desai has written a light ironical novel mocking the commonillogical ways of India. The essence of everyday existence in India is caught bythe novelist in a satirical vein.
The story and the plot are simple and straightforward. The reader is transportedto the town of Shahkot. Shahkot stands for an average Indian town with bazars,schools, a degree college, government-offices, banks and its inhabitants. Theprotagonist Sampath Chawla is an eccentric youth who works in a post-office.His job is dreary and boring. He fills the monotones hours by reading others'letters and by enjoying afternoon siestas. But then fate has something else instore for this erratic boy. One day, on behaving wildly at the marriage of hisboss's daughter,
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he loses his job at the post-office. Life gets hellish for him. Al though in his heartof hearts he is glad to be free from the dull job, he is continuously tortured byhis father's cynical remarks. On way to escape the painful perusal of his fatherfor
searching a new job, this suffering soul climbs on top of a tree in a guava orchardin the outskirts of Shahkot, When people come to cajole him, he mischievously



leaks out personal details of the lives of some of the visitors. Obviously thisknowledge comes from his unethical habit of reading others' letters at hisprevious workplace i.e. the post-office. But these ill-mannered utterings aretaken as the vision of a godman. His cowardly escape is con-sidered his lack ofinterest in 'maya,' this worldly web. Before anyone can grasp the developments,the whimsical lad trans-forms into a 'Baba,' a Guru, a 'Sanyasi. Sampath's father,the practical Mr. Chawla smells a great business opportunity in this. Heefficiently advertises the newly-thurst spirituality of his son. He himself is not atall deceived about the reality of Sampath. He knows his son is the same oldmoron. ButMr. Chawla is more than glad about the change in others' perceptionregarding his son. His good-for-nothing son has made it as a godman. It is happytime for the Chawla family. There is money. There is fame. There is power. Thereis respect for them all around. Sam-path is called 'Monkey-Baba' as monkeysalso dwell in that or-chard.
Hullabaloo in the Guava Orchard is an ironical novel sati-rizing Indian mentality.It openly makes fun at our sense of pro-priety and logic. The major satire of thenovel is the Indian sense of religiosity. Anything sells in the name of religion. Iam re-minded of Pascal who once said, "Men never do evil so com-pletely andcheerfully as when they do it from religious convic-tion." Different 'Babas' andtheir followers are growing each moment like a swelling ocean. Just likepopulation or crime, the Godmen are also on an uncontrollable rise. Everyregion, city, township or even locality has to its credit some kind of spiritual-itypersonified. While going through this novel, what strikes home is the absurdityof blind faith and fanatic beliefs. These godmen have the power. But they arenot accountable to anyone.
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Their authority, therefore, stands unchallenged. They bathe in milk, eat richfood and maintain hefty bank accounts. They can occupy government land anduse all official facilities free of cost. Kiran Desai has skillfully brought out themodus operandi of the making of a saint. There are business tricks involved inthe trade. It is just a trade like any other trade. Production, adver-tisement andselling are in operation. One feels that spirituality is the most lucrative businessin India.



Later on the monkeys develop a taste for liquor and create havoc in the orchard,Sampath's father, Mr. Chawla wishes to get the orchard, the place of his greatbusiness free from mon keys. But then passions run high on all sides. A monkeyprotec-tion society is formed to save the animals as they are considered sacredin Hindu religion. Indians are showing wasting their time and energy in futilefights.
Sampath answers the questions of his devotees in a moronic fashion. But thenhe is no more Sampath; he is Monkey-Baba because monkeys have taken abodearound him. He has an aura around him. His each word is thought to be loadedwith deep meaning and suggestions. Whenever anyone asks him a question,Sampath replies symbolically. For example, a lady is worried about the badcompany of his son. She asks Sampath the solu-tion. Sampath begins to reply bysaying. "Add lemons to milk and it will grow sour." (74) He answers like thisfollowing the great Indian tradition of symbolical discourse in religion. He keepson pronouncing crazy sentences like one mouse is differ-ent from the other orone can digest fish or moth will go to the lantern etc. Symbolism is a great assetto Sampath as it curtains his mental deficiency in layers of mystery. People spintheir heads in getting at the meaning and the Monkey-Baba is re garded as agreat mystic.
One character in the novel is an atheist. He is a member of an atheist society.He is sent to Shahkot to make enquiries re-garding Monkey-Baba. He is apathetic, lonely figure in the novel. While the mob is in the trance of spiritualwaves, this fleet fellow is portrayed as a ridiculous loner who is trying to gatherfacts against the fraud. His condition is wretched. He follows
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Sampath's mother. Kulfi, when she goes to nearby forest to gather herbs andspices. He is convinced that she mixes some intoxicants in Sampath's food. Hekeeps a vigil at nights. He makes his logical notes. But what happens to him atthe end of the novel? His curiosity takes him to a tree just above the hugecooking pot of Kulfi. When there is the final hullabaloo in the guava orchard, hefalls inside the boiling cooking pot and the pot is covered by Kulfi. The meaning



of this incident is deep. Rea-son and rational thinking in India are boiled to deathin the caul-dron of frenzy and fanaticism.
Apart from the above discussed theme of satirizing the In-dian sense ofreligiosity, the novel has innumerable other ironical comments. From endlesstransfers of Civil Servants to the re-petitiveness of Indian schooling environmentto our frequent il-legal arrangements of electricity supply or water supply,nothing eludes the author's eyes. Everything is captured so flowingly, re-alistically and naturally. Kiran Desai is not hostile. She is not bitter while writingall these details. She only narrates a funny tale recounting the corruption, themess and the rule of chaos as necessary details. For example, describing thepost office where Sampath worked, she writes about the barbed wire fencing:"Naturally the barbed wire fence was not entirely intact" because the people ofShahkot on seeing the wire, were reminded of its need in and around theirhouses. Slowly but surely, the poor fencing stands broken. Our tendency toscratch names on monu-ments is also boldly brought to light in this novel.
Similarly when it rains, the electricity supply goes off, "Ammaji placed bucketsoutside to catch rain water and brought out candles and kerosene lanterns inpreparation for the inevita-ble breakdown of electricity." This is how the novelmoves. The minute delineation of common Indian habits forms the bulk of thisnovel. Government service and afternoon naps are totally interlinked to eachother. Come elections and all the leaders get ready to take the residents ofShahkot to the 21st century. Our patriarchal set up, the edge the boys enjoy inmatrimonial settle-ments, the way the gods are appeased for a male child or there-current wrong numbers on Indian phone system are well written.
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Everything is accepted by the novelist. There is no sermonizing This is just howthings stand in Shahkot.
Indians predict weather in a final tone. If the wind is blowing from west to east,it will rain or if the atmosphere is still, storm is on the cards. Similarly, as soonas a lady gets pregnant, the pre-dicament regarding the sex of the child picks upmomentum Relatives, friends, neighbours, all are engrossed in thinking. 'Boy or



girl'? The breath of the mother is "released happy and full of relief if the babywas a boy, released full of disappoint-ment and resentment if it wasn't." (7)
Overpopulation, stink dust, lack of space in Indian homes and the obsession oftaking bath with Lifebuoy soap are touched in such a way that one cannot resistlaughter. At times, the nov elist reaches subtlety. Our frequent elections,election-promises and slogans have become a laughing stock: "Not one of thestreet lights worked and they wouldn't work, everyone knew, until the nextelection. Then there would be flurry of excitement, with five-and ten-point plansto send Shahkot and its residents bounding into the twenty-first century." (16)
Thus India with all her darkness, sweat, heat, congested lo-calities and houses,dirt and drainage is the background of the novel. One may be allowed to saythat basically it is a western way of looking and analyzing India. Although no onecan deny the grotesque details of our country, nevertheless the novel ap pearsto be a slice of India served to the egotist West.
Hullabaloo in the Guava Orchard is a welcome change for a reader of novels. Itchanges the mood entirely. A practical novel with pragmatic subjects andcharacters is refreshing. It makes us think. Loving our own selves is easy. Butanalyzing, criticizing and accepting our weaknesses is a difficult task. This task15 well, achieved by Kiran Desai.
NOTE
1. Kiran Desai, Hullabaloo in the Guava Orchard (New Delhi: Ve king PenguinIndia, 1998), p. 9.
A.P.S. University, Rewa

J.M. Coetzee's Disgrace: A Study in Conscientiousness
MADHOO KAMARA
Art is something more than transmission of ideas, an imprint of cultural andracial temperaments. It may, as Nietzsche argues, may tame man'sunderstanding to the demand of the reality around or it may be aninterpretation of "reality to men and men to themselves." Tolstoy in his essay,"What is Art" declared that it is "the transmission of emotions." Disgrace affirmsin its intellectual depth, Nietzsche and Tol-stoy's intellectual and profoundtruths. Here the aesthetic sensi-bilities come out fresh and the emotionalresponse embodies the pleasure of reading a genuine book of art. To an



intelligent reader, the novel holds moral and philosophical debate issues andthere is sufficient excitement and compulsion to embrace critical process.
Born in Cape Town, South Africa on February 9, 1940, Coetzee is the first authorto win the prestigious Booker Award twice. On 25 October 1999, this SouthAfrican novelist was awarded the Booker Prize for the second time for his novelDis-grace. The other shortlisted novels over which Disgrace pre-vailed wereFasting Feasting by Anita Desai, Headlong by Mi-chael Frayn, Our Fathers byAndrew Hagan, The Map of Love by Ahdaf Sourif and The Black Water Lightshipby Colm Tobin.
Disgrace is a heartbreaking novel about grace and love shared individually andin its own recognizable individual ways by David Lurie and his daughter Lucy.Situating his character David Lurie in the folds of a crisis, Coetzee explores "whatit means to be human." The lateral roots of his psychological abasement andphysical torment lie in his insatiable desire to re-late himself to Melanie (hisstudent) after having failed in real-
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izing his being in his relation with Rosalind (his wife) and Sorava (a whore). Atthe outset, David comes out as a full flesh human being, an English professor towhom the primary essence of love and sex defeats. The meaning is fathomed atthe close of the novel when subjected to disgrace he rises to 'grace,' whichdefines tile art and dignity of living



With David as the central character, Coetzee explores how a man of eminencemay be a non-entity in a moral and philosophi cal way. Satirically he is depictedas an authority in 'Communi cation Skills' but ironically the basics ofcommunication, which makes a fulsome living, is yet a remote territory in whichfate would soon drive him in. He imagines himself with a disgraced face, a lifeno worth than an ugly reptile or a filthy animal. He imagines Melanie and hiscolleagues shuddering over him "as one shudders at a cockroach in thewashbasin, in the middle of a night" and wonders how he can tame his sexualdesires. The de-nouncement of David comes in the early pages of the novel andmuch narration is devoted to how David admits his guilt but re-fuses to yield topressure, to repent publicly, resigns and retreats to an isolated small holding ofhis daughter Lucy. "Guilt" stares at Lurie's face when Lucy is assaulted by threerapists during his passive helpless presence. Lucy, "ashamed of herself," recedesinto self-confinement. She refuses to go to the market and David for the sake ofhis daughter "endures the stares of the curious, re-sponding politely to thosefriends of Lucy who choose to com-miserate." 14
This terrible sickness now confronts Lucy double-faced. The society declareshim a moral and spiritual sinner and "the sin and the crime" directed to hisdaughter staring with cruel eyes. The target of legislation now upsets his soul;he accuses his 'sexual self as violent and unlicensed for the first time. Thispsycho-logical and moral phenomenon gains visibility and meaning once Lurie'sdaughter is victimized by the three rapists. John Caroll in his book Guill says:"The existence of sensitivity in human rela-tionship means that moral guilt iseasy to provoke, and equally that remorse and desire to repair are even athand."2
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Lucy senses the intention of the rapists who poured hatred on her as a show ofresentment for trespassing their boundaries of society, culture and 'living.' Shefeels



They see themselves as debt collectors. Why should I be allowed to live herewithout paying?. You are aman, you ought to know, (158) when it comes tomanand sex. isn't it a bit like killing?
As a matter of fact, guilt is the distiller, David is now a protec-tive father' and not'a body' enslaved to 'sex. To channel his guilt in a viable way of life, he takes upa penance by sacrificing his career, his world of glamour, a quest for academicresearch and settles down in Grahamstown to provide her companionship,parental love and humane refuge. The vital question now is "Did guilt demanda right answer?"
The archaeology of David's trauma makes Disgrace a novel of intense feelings.David's experiences school him into a ma-tured consciousness. David'smutilated self (after Lucy's rape) initiates a soul-searching phase, yielding abetter reasoning and a sensitive being who stands now fresh and eminentlyimpressive. The traditional concept of romantic love is not communicated;rather love and sexuality are clinically probed through a micro-scope to seal theboundaries between the two. Lust is themodern version of love and the novelistlashes at it. He candidly says:
Repentance is neither here nor there. Repentance belongs to an-other world toanother universe of discourse. (58)
This is how Coetzee records with fluidity the psychological metamorphosis thatgradually glides through the fluidity of nar-ration making a sensitive report ofchange at work within Lurie. Coetzee makes this change audible through hiseffective charac-lerization, with striking narration and neat and logical syntax,re-sounding with the "tick of a clock in a man's soul."
The novel is transparently plain, the setting with the use of local colour addscredibility to the surface and deep design of the novel. There is a noticeable"spiritual affinity" between the land-scape and the changing climate of Davidand his daughter's lives. The meticulously detailed environment whether ofCape
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Town, Georgia or Grahamstown is not merely a background to the eventfulhappenings in the lives of the major characters but is a reflection of the "manyvistas of a crowded larger world." Care- is taken to avoid lavish strings ofadjectives in the exposi tion of the physical background. Professor Lathrop



suggests that the setting has become even more important in contemporaryfiction because we increasingly recognize a man's background as one of thefactors that has shaped him. The active pressure of environment in formingpersonality is widely acknowledged now. The setting is seen as a force, the plotis often represented not as a thing in itself, but as something caused andconditional possible and characteristic only in its own milieu. Hence the greaterdemand to have the setting authentic and realistic.
The book is in a racy style, with intelligible details running one after the other inquick succession. Care is taken to avoid a heavy traffic of images, thoughts anddetails. Coetzee appears to be on ascetic who has subordinated the rules forwriting prop. erly. He seems to echo what Conrad had declared as his creed inthe preface to The Nigger of the Narcissus: "My purpose is by the power of thewritten word to make you hear, to make you feel it is, before all to make yousee." A scrutiny of Coetzeeian sentences bears this mark:
Women can be supringly forgiving! (69)
Eating is a ritual and rituals make things easier. (111)
Vengeance is like a fire the more it devours the hungrier it grows?
(112)
Life from moment to moment is not as before. (3)
These sentences carry a sense of immortality transcending pres ent, past andfuture with a heavy rhythm of knowledge and illu-mination.
To sum up, Disgrace is a representation of life as a victim of natural instincts,malignantly feeding upon the normalcy of those around and later upon theconsciousness within. It is a work of art in its own right for the universal validityconfirm the expan-sive dynamism. The novel metaphorically ends in the triumphof both love and goodness; and the triumph of the integration of the
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'man' and the "father figure." The fullness of his creative vision makes us feelwhat Srinivas lyengar describes as: "We must al-ways come back to the soulquality in literature, for without it we have no literature but only a bundle of



dead words. This soul quality is the spark that gives life to literature and keepsit alive..
Great literature must, by the very intensity of its presentation of humancharacters and actions, transport the reader to the imaginative plain where soulcommunicates with soul, and rounded and serene apprehension of the trueinwardness and rich manifoldness of life is possible"
NOTES
1 J.M. Coetzee. Disgrace (London: Secker and Warburg, 1995), p. 115.
2. John Caroll, Guili (England: Routledge and Kegan Paul, 1985), p. 17.
3 Srinivas lyengar. The Adventures of Criticism (New Delhi: Crea-tive, 1995), p.35.
Durga College, Raipur

Ties and Trials: Rohinton Mistry's Family Matters
PARMANAND JHA
Rohinton Mistry is a widely acclaimed writer of Indian English fiction. Born intoa Parsi family in Bombay in 1952, Mistry studied Mathematics before heimmigrated with his wife, an English teacher, to Toronto (Canada) in 1975, Even



as he had no definite plan to be a writer, he began writing stories in 1983, whiledoing the job of a bank clerk by day and attending night courses at the Universityof Toronto. His at tempts at short stories won him two Hart House Literary prizesand Canadian Fiction Magazine's Annual Contributor's Prize for 1985. In 1987Penguin Books Canada published his Tales from Firozsha Baag, a collection of 11short stories. Four years later, in 1991, Mistry published his first novel Such aLong Journey. It won him the Governor General's Award, the CommonwealthWriter's Prize for the best book and the Smith Books in Canada First Novel awardand was shortlisted for the Booker Prize as well as for the Trillium Award. It hasbeen translated into Ger-man, Swedish, Norwegian, Danish and Japanese. Hissecond novel, A Fine Balance, published in 1995, won the prestigious Giller Prize,the CommonwealthWriter's Prize for the best book, the Los Angeles Times BookPrize for Fiction and the Royal So-ciety of Literature's Winfred Hotby Award. Itwas also short-listed for the Booker Prize, the International IMPAC Dublin Lit-erary Award and the Irish Times International Fiction Prize. It was recentlychosen as the first Canadian Pick for OprahWin-frey's Book Club. Family Mattersis Mistry's latest novel, short-listed again, for Booker Prize.
Mistry has been described as a genius by a leading British newspaper' and a "true literary Map Maker. His writing, he
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often admits, is the outcome of his passion for reading a variety of great authorsfrom Enid Blyton to Chekhov, Joyce, Bellow, Updike and Naipaul. Living inToronto for the last 27 years, Mistry has remained deeply rooted to his nativeplace India. All his four books are set in Bombay that he "recreates and agonizes



over with the close attention to detail of a homesick exiled His novels are skilfullytextured and compassionate stories of his na-tive India and offer a genuine relieffrom the spicy, exotic 'Mango-school' of Indian writing. Unlike many writers ofthe South Asian diaspora, Mistry "doesn't engage inmanic polemics or god-filledheights of fancy; instead his stories are careful, pa-tient accounts of peopletrying to find answers in a world that seldom offers any. Reading his simple,moving tales of struggle and affliction, you are less in the company of SalmanRushdie or Arundhati Roy than in the company of Victor Hugo, perhaps orThomas Hardy.
Family Matters (Faber and Faber, March 2002) offers an ex-cellent portrait of anIndian Parsi firmly, struggling to deal with their ageing father ailing withParkinson's disease. Beautifully paced and superbly crafted, it chronicles anintricate account of domestic conflict. Set in Bombay in the 1990s, the novel"tells the story of familial love and affection, of personal and political corruption,the religious complexity, the power of memory to keep truth alive, and theultimate peril of memory denied." The story centres round a 79 year old Parsiwidower, Nariman. A former professor of English, Nariman suffers fromParkinson's and a number of other debilitating diseases of age. He lives in a 7-room apartment in the complex called Chateau Felicity, with his two grown-upstepchildren: Coomy a bitter woman who seems intent on plaguing Narimanwith rules 'to govern every aspect of his shrunken life (2) and her brother Jal, amild-mannered good-for-nothing fellow.
When the novel opens, Nariman feels a 'vague pang of abandonment' before herises to prepare for his evening walk, much against the wishes of hisstepchildren-Jal's reminding him of the hazards of walking, pot holes,lawlessness on the streets of Bombay andNariman's answer, 'Ditches, potholes,
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traffic cannot extinguish all the joy of life.' (3) Nariman goes out and returnshome with abrasions on his elbow and forearm, and a limp' (6) as he falls whilecrossing the lane. Reprimanded by
Coomy for not acting responsibly, Nariman warns her: 'In my



youth, my parents controlled me, and destroyed those years,
thanks to them 1 married your mother and wrecked my middle
years. Now you want to torment my old age. I wont allow it. (7) And Coomy'sretort 'such lies!... you ruinedMamma's life andmine and Jal's. I will not toleratea word against her." (7) This reflects the complex nature of their relationship,their love and hate bickerings and bondings.
Life, thus, is not particularly happy at Chateau Felicity as Nariman and hisineffectual stepson Jal are continually verbally lashed by Coomy. Matters turnfor the worse when Nariman has a serious fall breaking his ankle. After a briefstay at hospital, he comes home and is confined to bed. Looking after himbecomes a tedious job. The need for bed pans and the resultant stink greatlyupsets Coomy and she breaks down weeping, saying it is too much for her.'Looking after Pappa had been hard enough when he was not bedridden.' (74)Jal advises her to inform Roxina, their half-sister, but Coomy brushes the ideaaside as she didn't want a rush of Chenoys here, spending eyening after eve-ning, telling her how to nurse Pappa. Besides, she had no energy to be theirhostess, 'offering tea and cold drinks between bedpan and basin.' (75) Coomyhas many grievances against her step-father-his treatment of her mother andhis supposed favouritism towards his own daughter Roxana. She decides thathe is best handed over to her half-sister. She silences Jal when he tries to remindher of filial duties: 'I don't owe Pappa anything. He didn't change my diaper orwash my bum, and I don't have to clear his shit either.' (82) Both of them carryNariman in an am-bulance and dump him at the door of Roxana unannounced,con-fident that the loving daughter will welcome her father in, de-spite the factthat her family of four lives in a tiny two-room apartment in the complex calledPleasant Villa which Nariman had bought for her as a marriage gift.
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Nariman's arrival at the tiny flat shared by Roxana, her hus-band Yezad and theirtwo sons--Jehangir and Murad, opens the door to family conflict, tension anddisruption. Yezad's job at a sports equipment store only pays enough to keepthe family to-gether and the addition of an elderly relative with attendantmedical bills increases the pressure. Besides the scarcity of food and space,there are the realities of bodily decrepitude. Bowel movements and bedpans,



stinks and sores become 'not only a helpless oldman's cross to bear but a burdento those who love him most.
Meanwhile, as the weakening Nariman tries not to be a bur-den to Roxana, hemumbles in his dreams, night after night, which gradually reveals the pain andsecrets at the heart of the family, Mistry uses the device of flashback in italics atintervals to reveal the painful past of Nariman. As a young man, Narimanchallenged the hierarchy of the Parsi faith he was born into by falling in love witha Goan Christian, Lucy. But due to his own weak will and lack of courage, hebowed to the relentless pres-sure of the 'marriage arrangers, the wilfulmanufactures of mis-ery (85) and married Yasmin, a widowed Parsi woman whohad two children-Jal and Coomy. It was a joyless marriage, the only joy in theirmarriage being Roxana, the daughter they con-ceived together. Lucy, however,never stopped loving Nariman often coming by his house, staring up at hiswindow longingly and eventually demeaning herself by taking up ayah's job atthe house of Nariman's hostile neighbour, Arjani. Nariman felt compelled to goand meet her. This upset Yasmin greatly and led to a significant amount ofanimosity between husband and wife and kids. The end of this scandalousrelationship was very tragic-both Yasmin and Lucy fall from the terrace to death.The whole drama of the novel stems from this. Nariman-Lucy rela-tionship, evenas "Mistry's touch here is very delicate and re-served and themelodramatic coreof the story is revealed almost as an aside, in the epilogue."
Nariman's proposed three-week stay at Pleasant Villa pro-longs as Coomypushes Jal into wrecking part of their apartment so that they will have theperfect excuse of not taking their step-
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father back. The drama of pseudo-repair, which involves the help of theirawesomely incompetent handiman neighbour, leads to a terrible accidentresulting in Coomy's death. Roxana's family, meanwhile, reverts to subterfugesto survive financially. Yezad hatches doomed plans to raise money to fill thealmost empty envelopes Roxana keeps in a drawer from which to pay the fam.



ily expenses. Guilt and failure become Yezad's constant com-panions andprompt his fanatical return to religion.
Jal approaches Yezad with a plan. 'The solution," said Jal, 'was for the wholefamily, along with Pappa to move into Cha teau Felicity. It would be best for allof them. Also a way to hon-our Coomy's memory-something good at last afteryears of un. happiness (428). They dispose of their apartment at Pleasant Villafor forty lakhs, use a part of the amount to repair Chateau Felicity where theyfinally move along with the bedridden Nari. man. A hospital ayah is hired tonurse him. Instead she gives him horrible bedsores, and is sent packing byRoxana. A wardboy in his thirties is hired as a replacement. A year after movinginto Chateau felicity, Nariman dies with a 'serene expression' on his face.
There are quite a few sub-plots revealing the encroachments of a vicious,corrupting world. The troubles in Roxana's house are paralleled in the city ofBombay, ruled by the gangsters like Shiv Sena, who oppress Muslims as theypreserve India from western festivities and morals. A substantial portion of thestory unfolds at the Bombay Sporting Goods Emporium, where Yezad's boss Mr.Kapur decides to run in the next Municipal election to save his beloved, adoptedcity; who insists all faiths be celebrated in his shop and is eventually killed by theShiv Sena for his abusive behaviour. There is also an echo of sectarianintolerance in orthodox Parsis' obsession with purity, fearing extinction throughinter-marriage or migration. The novel both affirms Zoroastrian ritual andderides bigotry. Though the scep tic Yezad returns to the fold, his insistence thathis sons marry Parsis threatens în to replicate Nariman's tragedy. Yet while hisfamily is baffled by this 'non-stop' praying stranger," (487) the
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reader is aware that Yezad's fundamentalism is born of guilt-yet anotherresponse to a corrupting world.
But the focus throughout is on the struggles of the family; their binding ties andthe trials they have to suffer through. Mis-ty's humanism reveals itself in thedepiction of a family who are closer and loving in spite of all their differences.



There are shades of King Lear in the novel. Nariman himself says, "To so manyclasses I taught Lear, learning nothing myself. What kind of teacher is that, asfoolish at the end of his life as at the begin-ning?' (190) Banished by Coomy whois the custodian of all her stepfather's retirement money, the elderly patriarch,like King Lear, is forced to seek the generosity of his progeny Roxana, whowelcomes him in spite of her tight space and resources. The ailing patriarch hasonly this to say, 'Can care and concern he made compulsory? Either it resides inthe heart or nowhere. (116)
Caring the old, the novel stresses, is not only a measure of our humanity but ameans of grasping it thoroughly. In the hos-pital, Nariman, pondering over anolder orderly, wonders if col-lecting faeces and urine from the beds of the laneand the halt and the diseased might be the necessary conditions for achievingenlightenment. (57) When Yezad loses his cool over the need and cares ofNariman, Roxana reminds him of Gandhi's teach-ings, 'that there was nothingnobler than the services of the weak, the old, the unfortunate,' (278) Mistryreveals, in a mov-ing way, small triumphs of humanity over distaste, minuteshifts that beacon leaps of compassion. Roxana beams with joy that our childrencan learn about old age, about caring it will pre-pare them for life, make thembetter human beings.' (278) Yezad also comes to realize that, with death, helpingone's elders through it is the only way to learn to take on one's own. As Roxanawatches her nine year old son feeding 79 years old grandfather, the boy wipinga stray grain of rice from his lips. "She felt she was witnessing something almostsacred.' (108) There's a subdued note of optimism at the end of the novel.'Aren't you happy?' Roxana asks her youngest son. 'Yes,' he answers, 'I'm happy.'(487) "Family matters can be difficult, and
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Mistry doesn't shy away from showing, in all their roughness. the real truthsabout them. There are trying situations, there are trials and ordeals but the tiesof the family ultimately survive.
The novel does have some overtones of a morality tale. "Tri-fling peccadilloeslike a class monitor taking money or Yezad getting two stage actors to pose as



people from the Shiv Sena and frighten his boss bring about a terrible nemesis.Asked about the role of destiny in the novel, Mistry answered: "There is enoughin the book to support the notion of destiny and enough to show that everything happens as a result of what the charac ters choose to do. If Yezad had notundertaken the scheme with the actors, everything would have been different,Mr. Kapur would not have been killed. If Coomy had listened to her brother andsaid, right, 30 years have gone by, it is time to forgive and forget, things couldhave gone differently. It is the choice of each character that leads to thedenouement. "
A master of telling detail, Rohinton Mistry has created a 'beautifully realizedworld. with all too human characters. Hardly any character is uni-dimensional,except perhaps the very funny Villie cardmaster, the Matka woman. There aresome un-forgettably decent characters, like the beautiful Daisy, the vio-linist,who leaves her concert rehearsal, and dressed in glittering black, rushes to playSchubert's 'serenade' for Nariman as he lies dying.
Written in a flawless style with a well-knit plot, Family Matters has "all therichness, the compassion, the gentle humour, and the narrative sweep that haveearned Rohinton Mistry the highest of accolades and prizes around the world.""Drawing a fine balance between skepticism and a affirmation, faith and big-otry,family nurture and control, Mistry has "once again given us somethingabsolutely painfully pleasurable, a bitter sweet rendi-tion of life in its mostordinary intimate setting." 10
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The Quest for Identity in Anita Nair's Ladies' Coupe
AROONIMA SINHA
Ladies Coupe is essentially a novel of woman sensibility but it does not fit intothe category of women writing that depicts women as "battered, bartered andabandoned on the shoals of low self worth." It rides triumphantly against thetide, giving us a glimpse of the innate strength a woman has to reconstruct herlife. Perhaps that is why Nair has called her novel a story about "ordinary womenwith indomitable spirit. 2



Ladies Coupe is Nair's second novel. Her first The Better Man has a maleprotagonist, a retired bachelor, who overcomes childhood fears imbedded deepin his psyche with the help of Bhasi, a friend. The journey of Mukundan Nair inThe Better Man is similar to that of Akhila or Akhilendeswari, around whomNair's Ladies' Coupe is woven. A single forty-five year old pen-pusher in theIncome Tax Department, Akhila, one day sets to seek certain answers for herself,mainly to the question whether a single woman can live alone, away from herfamily She buys a ticket to Kanyakumari and is placed in a ladies' coupe alongwith five other women giving her company for the overnight journey. Thesewomen share their life experiences with her, thus helping her to gain her fullpotential as a woman and grapple with the answers to the questions she's beenseeking so long.
The novel has also been called a 'novel in parts' perhaps be-cause the lives andexperiences of six women have been welded together by the author into aconsummate whole, with Akhila as a magnet in the centre. Nair seems to haveresorted to one of the oldest ploys. i.e. by taking a "leaf out of Chaucer's mixedcrowd of pilgrims travelling to Canterbury, telling tales to each other.
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The narrative grammar might be similar but the unique bonding among thewomen in Ladies' Coupe makes each life story (not told publicly as in Chaucer)a learning experience for Akhila who contemplates upon the various aspects ofher life after each session of tale-telling. If helps her to break free from the claus-nophobic multiple identities as daughter, sister, aunt and pro-vider, and placesher in the piquant situation of Quo Vadis' ('Wither goest thou'). This paper seeks



to analyze the soul-searching journey of Akhila as she arrives by degrees as tohow she should live her life and assert her identity.
Akhila's tentative overture to the women, her co-travellers, to help her to makeup her mind about whether a woman should or can live alone gives rise tocontradictory responses. Janaki, the oldest of the group and married for fortyyears, says, "Why should a woman live by herself. There is always a man willingto be with her." But Margaret, a young and smart woman tells her that sheshould "trust her own instincts." And no one can really help her.
Janaki's response is akin to what Akhila has always been led to believe sincechildhood. Born in a simple, South Indian Brahmin family, Akhila's father is oneof those familiar figures who work in the Income Tax Department. Akhila, beingthe eld-est, is a witness to the unique togetherness between her parents. Itoften makes her wonder about marriage "that makes it possible for a man anda woman tomesh their lives, dreams and even their thoughts in such a completefashion."" Married to her uncle, as is the custom in most South Indian families,Akhila's mother has her own theories about what a goodwife ought to be, whichis that she should always be inferior to her husband.
But Akhila has her own opinions. She has seen how her fa-ther's hasty decisionto sell off the small piece of land for only a pittance, has deprived her mother ofher only inheritance from her wealthy father "who had left everything else tohis sons."" Akhila's mother does not question her husband, averring that herhusband knows best. To Akhila this is strange. She is grateful that she does not"have a uncle waiting in the wings"" to marry her
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The devotion of Akhila's mother to her husband is reversed in the case of Janaki.It is Prabhakar, Janaki's husband, who is the devoted husband, so much so, thatJanaki finds the situation stifling. Tired of being treated as a "fragile creature"and resent. ing Prabhakar's intention to 'control' everybody, she admits that a'foe lived in her mind that questioned her marriage (31)



It is much later, when they go visiting their son and daugh ter-in-law, she realizesthat she cannot do a single thing without her husband. She reflects on hermarriage and tries to fathom what it is really based on: "There was a certainsomething he and she shared. A tensile connection that is there between mostcou-ples who have been married a long time. She didn't know how to describeit. A companionship? A friendship? Or a mere complic-ity that springs betweenpeople who share a bed, a child and a life?" (31-32)
Janaki's realization of her dependence on her husband is driven into her mindby her son and daughter-in-law. Siddharth compares her unfavourably to hisown mother-in-law, who wid-owed young, had to fend for herself and callsJanaki 'spoilt," and the former 'generous.' It is Prabhakar who takes up cudgelsfor her against their son and they decide to leave as early as possi-ble. Janaki isat last aware of the importance of 'friendly love and she cuddles together underthe blanket letting his warmth slip into her. Janaki has already admitted earlierthat though she could cope perfectly well if she were alone "it wouldn't be thesame." (23)
Janaki's words reverberate in Akhila's mind and it occurs to her suddenly thatshe could not find answers in her own life by "treating other people's lives as ifthey were books." (23) Shemuses: "If I were tomake upmymind on what Janakihad to say of her life, then I should continue to live with my family. I might notlove them but at least they are there." (40) But, Prabha Devi. another co-passenger, and around Akhila's age, tells her not to be disappointed. After all,Akhila has heard only one story and already there is a marked change in her. Forthe first time, as Janaki points out to her there is 'life' (41) in her eyes.
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When the night descends and Akhila's co-passengers retire for the night on theirrespective berths, Akhila again delves into her past. She remembers her fatherwho was essentially a misfit for the clerical job in the Income Tax Departmentand also his silent stomaching of humiliation at the hands of his colleaguesbecause of his 'foolish' integrity of not accepting bribes. She remembers those"Sundays, which were a full-fledged weekly dress rehearsals for that day when



he would retire and could live life on his own terms again." (42) Akhilaremembers her mother's pampering of her father with her exclusive cookingand the rhytlumic movement of the swing on which her father spent theafternoons with his head cushioned in his wife's lap. Ak-hila's father is a bornloser and could never get the promotion due to him mainly due to themanipulations of superiors who black marked his confidential files. Akhila'sfather has a peren-nial air of suffering about him and Akhila compares him unfa-vourably with Subramanyam lyer, a counterfoil to the character of Akhila'sfather, and also a neighbour and family friend. He is the husband of SarasaMamifor whom Akhila has a soft corner. lyer is just a peon and has a growing daughterand a dependent blind son. But he is full of the joy de vivre of life and has noneof the aura of suffering around him, which Akhila's father has. The -negation oflife seems to be the lot of Akhila's father. His death too has an element ofmystery. Did he deliberately plunge into his death by stepping in front of thebus? Anger fills Akhila's heart and tears dry in her eyes as she takes on themantle of the provider, her sole inheritance from her father.
When Sheela, a fifteen year old girl enters the coupe around midnight,"something about the way she sits reminds Akhila of her brother Narayan, onthe day their father died." (60) Sheela is grappling with the shock of the deathof her grandmother who was a strong woman, living life on her own opulentterms. Dying of cancer, 'ammumma," as Sheela calls her makes her home withher daughter (Sheela's mother) because of an altercation with her sons. Sheelais a witness to her grandmother's great dislike for imperfections and also, herfondness for manifestation of femi-ninity and jewellery.
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When death finally claims her, her body lies in a van smelling of urine and cu-de-colonge. Sheela realizes how much her grandmother would have hated tosee herself now. So in spue of the displeasure of her parents and relatives,Sheela applies make up on her dead grandmother's face and adorns her withcostume jewellery (the real ones already confiscated by ler aunt). Sheinstinctively knows that her grandmother would have been pleased.



This act of defiance of tradition, good conduct and conven tion on the part ofyoung Sheela reminds Akhila of her own fa ther's death of how Sundays becamejust another day of the week and of how Akhila became the man of the familyat the tender age of nineteen. Like Sheela's act of courage, Akhila, in the firstflush of pride at her new status as head of family forbids her widowed motherto shave off her hair and "exchange her pretty madisars for a saffron sari." (76)She is then caught in the quagmire of family responsibilities, ceases to be awoman and has already metamorphosed into a spinster. Akhila's brothers settledown with jobs and family but no one broaches the subject of Akhila's marriage,not even her mother. So at the age of thirty-four, Akhila, the spinster, isexpected to marry of her youngest sibling Padma by amassing a sizeable dowry
Akhila's situation turns out to be like that of Nandi at the Shiva temple inThirumulavayil whose back, unlike all other Nandis, rested towards the sanctumsanctorum Akhila feels that this Nandi is an aberration like herself because it hasturned his back to Shiva at the call of duty, thus berating the holiness of thetemple. Akhila too has jeopardized her life at the call of duty by allowing herselfto become the sacrificial goat at the altar of family responsibilities. She thinks ofSubramani lyer and his sudden death and draws parallels in the situation of boththeir families. She recalls how Sarasa Mami, with a young daughter and a blind,dependent son resorts to one of the oldest profes sions of the world ie.prostitution. She trades her daughter to meet the necessities of living even atthe cost of being ostracized by the whole Brahmin community. Akhila's family'ssituation could have been similar but as Akhila's mother says: "I had
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you." (84) Akhila again feels her identity being lost in the role she's expected toplay. Young as she is, she hopes that one day she will have a "home and familyher own." (85)
Akhila's friendship with Catherine, a colleague and an An-glo-Indian introducesher to the pleasures of eating an egg, a strictly prohibited item in her Brahminhousehold. She brings the egg into the house and her kitchen. This is perhapsher only act of rebellion and self-indulgence, as the head of the family, Ak-hila's



mother "has to accept her taste for eggs like she has en-dured Akhila's father'sfondness for snuff." (89)
The guilt of self-indulgence runs deep into the psyche of Akhila. In one of hererotic dreams, she confronts her sexual de-sires, gives into them. But even asshe allows herself to be swal-lowed by its pleasures, she sees the ashamed andaccusing faces of the members of her family. But even then, Akhila is carriedaway by her desires, gives into it fully-until her dream is cut short by the bangingof the coupe door.
It is Margaret who tells her that the 'truth as I know it and as I live it is that awoman needs a man but not to make her feel whole. (95) Margaret tells Akhilathe story of her life, her mar-ried life to drill into Akhila that a man is after all notneeded by a woman. It is a myth that has tried to twist into reality. Being aChemistry teacher, Margaret identifies each individual with a chemical. Sheclassifies herself as water-the universal solvent-also a solvent that has the powerto dissolve and destroy. Her husband's mistake was that he dismisses her "assomeone of no significance." (96) because for years the 'water' i.e. Margaret hasremained in a frozen state. But something snaps and a chemical change occurs.Margaret realizes that she hates her husband Elbenzer Paulraj more than shehas ever hated anyone. After the initial euphoria of marriage when 'Ebe,' as shecalls him, had "streaked her thoughts with jewellers rouge." (100) her state ofdisillusionment begins. Her first pregnancy is terminated at her husband'sbehest and wrecked by guilt and a feeling of emptiness, Margaret visualizes himas he really is-an egoist, bully, a sex pervert, and a drawer of genitalia in librarybooks. Margaret bides her time and she eventually takes her revenge in
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a unique manner i.e. through his taste buds. She learns to cook to perfectionand knowing her husband's weakness for good food, she stuffs him with hergourmet dishes until his body is sheathed in layers of fat. When he becomes afat man he becomes an easy man to live with a man whose fondness for eatingblunted his razor edge." (134) She becomes pregnant for the second time. Ebehas to go off to a health club in Bangalore to shed off his extra kilos. But asMargaret says, "It is imperative that I should keep Ebe from reverting to his



earlier self For if he did, I couldn't even begin to think of the evils that would bevisited upon us. I had my little girl to think of." (134)
Margaret departs with a parting shot at Akhila by telling her to live her lifewithout worrying about what others will think of her. Akhila realizes that "allthese women Janaki, Sheela and even Margaret who wear their self-sufficiencyas a halo, are try-ing tomake some sense of their own existence by talking aboutit to anyone who will listen." (136)
Akhila examines her own feelings about love after hearing Margaret's story.Margaret made love seem 'a wild beast she had domesticated.' (137) But hadAkhila chosen to marry Hari, would her love turn out to be like this? She iscompelled to think of Hari, whom she had met on the daily train to work andwon-ders at how this transient togetherness could blossom into love and alsoone night of physical intimacy. It is Hari's age which restrains her from furtheringthe relationship. She asks herself whether her relationship with Hari-so muchyounger than her-self-would be an "anomaly." (152) Could she live with the con-stant fear that she would age before he did and he would turn away from her?She finally breaks off her relationship with him in spite of the pangs of regretand loss. She dwells hopefully on a "second chance." (155)
Akhila does get a 'second chance' which is to break free of the family when sheis transferred to Bangalore and has to live alone. But sister Padma insists onstaying with her, along with her own family, in the name of duty. So, once againAkhila feels swamped by her. The invasion of space and privacy in the smallgovernment flat which Akhila has been allotted takes many
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forms. She has to steel herself against the "muffled noises that crept in throughthe crack between the bedroom door and the floor" (165) when Padma'shusband Murthy is at home. She has then to share her own room with Padma'slittle girls, who do not sleep even with a tiny flicker of light in the room. Akhilaago--nizingly thinks of Hari and her inability to revolt. Prabha Devi tells her. "Iused to be very much like you. Quiet and timid and afraid to try anything new.Then one day, I discovered I didn't like the person I had become and so Ichanged." (167)



Prabha Devi has been through none of the hardships that Akhila has gonethrough. Ensconced in comfort, Prabha Devi re-alizes one fine day, soon afterher fortieth birthday, that enough was enough and she should now do what shehas always wanted to do. She remembers her protected childhood, and thepamper-ing of her mother. An early marriage to the son of a wealthy diamondmerchant compels her to play the role of the traditional daughter-in-law. ButPrabha Devi soon discovers an amusing angle to her personality, i.e. to live lifeto the hilt, to experience the joy of sensuousness and test the ultimate powerof her beauty. Her first foreign trip enables her to break free of the tra-ditionalattire and wear western clothes. She gains expertise in applying cosmetics andenhance her good looks to capture the attention of every male in the vicinity.When Pramod, a member of the club she frequents, refuses to succumb to hergood looks, she entices him with her body language. But Prabha finds that sheis incapable of handling his ardour--and does not want to have a fling at the costof her family. She recedes into her old shell of docile domesticity of a wife,mother and daughter-in-law, until she is forty years of age. The old yearningsre-surface and she learns swimming with a steely determination, in the face ofmany odds. Her desire to stay afloat is perhaps not only leansing the art ofswimming but also about breaking free of tra-dition and keeping her identityintact. She finds immense fulfill-ment. It is perhaps because of this that Akhilafinds her the most self-confident in the group," one who could "triumph overher innate timidity and rise above traditions to float." (208)
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Akhila learns her lesson from Prabha Devi's story. She real-izes she must "learnto move on with the tide of life rather than be cast on the banks." (208) The lastwoman in the compart-ment/coupe to keep Akhila company is the thirty-oneyear old Mariakonthu, which in Tamil means a fragrant grass akin to lav ender.The foreigners with whom she's been working call her 'sister to the real thing,'i.e. lavender and the term becomes the theme song in her life. Mariakonthu, asshe herself says, doesn't 'belong to the group of women in the coupe because



unlike them she has not led a sheltered life with a family. She has seen how lifecan take its toll and how cruel the world can be to women.
Mariakonthu is an unwed mother She becomes a victim of rape at the hands ofone of the relatives of the Chettiar family. who have made their money throughsilk trade. It is her widowed mother, who works as a cook in the Chettiar 'kottai'who finds a place for her as the caretaker of the grandson of Chettiar. Young asshe is, Mariakonthu is infatuated by the patronizing attitude of Sujata Akka, thechild's mother, and cannot stop herself from talking about her all the time. Buther mother warns her "you give your heart too easily, child. They'll break it intoa thousand pieces and leave it on the ground for others to trample into thedust." (216)
For Mariakonthu, however, it is Sujata Akka who becomes the epicentre of herlife. When she gains puberty and the chang-ing shape of her body attracts thehungry looks of the Chettiar males, she is sent away by Sujata Akka to anothertown to work for two ladies who are foreigners. But Mariakonthu cannot es-cape her destiny. She comes home to tend to her mother who has cracked abone. Dressed in the finery that Sujata Akka has given her on the occasion ofPongal, and amidst all the celebrations. she is dragged to a lonely corner andbrutally raped by Muruge san, the brother-in-law of Chettiar's elder son. Sheturns for sol-ace to Sujata Akka, who is unable to help her and Mariakonthugives birth to a male child whom she detests with all her heart. She returns toher work with the foreigners but now there is a huge vacuum in her heart.
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She returns again but finds that things have changed at the Chettiar Kottai, withthe death of the Chettiar. But Sujata Akka is there and so is the mad woman inthe west wing of the house who is the Chettiar's wife and mother-in-law ofSujata Akka Mariakonthu readily takes up the job of caring for the old madwoman against the warnings of her mother. She has no feelings and lives her lifethrough a haze all the time avoiding meeting her son growing up in her home.She is released from her job when the old woman dies but Mariakonthu stays



on at the 'Kot-tai as the handmaiden of Sujata Akka. She does not realize whenand how she becomes a reflection of the latter, i.e. sister to the real thing. Shebecomes embroiled in a lesbian relationship with Sujata Akka, when she sensesthe latter's need and finds pleasure in satisfying the sensually starved SujataAkka. She also sleeps with Sujata Akka's husband so that he may not go to otherwomen. But when Sujata Akka discovers this, she turns her out and she accusesher of black magic. Aghast, she goes home and is compelled by her brothers totake custody of her son as their mother is no more. Her troubles do not end. Shesoon discovers that she has got a tumour in her uterus which has to be operatedupon and it will cost her five thousand rupees. She has no money, as she doesnot collect her wages also from the 'Kottai." Mariakonthu sells her son to theloom factory for a sum of Ru-pees five thousand. The irony of the whole episodeis that the loom merchant is none other than Murugesan, the father of her son.It is only after the death of Murugesan that love for her son blossoms and shedecides to collect money in order to buy him back. It is for this purpose she'sgoing to Nagercoil to approach the two foreigners, her erstwhile employers, formoney.
Mariakonthu's story is of a woman who is tossed about by the vagaries of fateand it makes Akhila aware of how cruel life can really be. Life after all is to betaken by the horns and to go through the gamut of experiences that it offers-not shy away from it. It is perhaps because of this that Akhila, staying alone ina hotel in Kanyakumari, invites an unknown willing young man into her roomand samples the forbidden pleasure of physical in-timacy. She does not bothereven to ask his name and neither
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does she divulge hers. How could Akhils, the very doyen of middle-class moralitytake such a drastic step? Akhila has at last learnt to live life on the surface andhas learnt to control her emotions. This is why she feels the primal strengthinherent in every individual, in every woman. Not goaded by any type of guihshe even ventures to ring up Hari and that too after nearly a decade, suppressingthoughts that he may now be married and not as easily available as he was. Themetamorphosis of Akhila into Akhilendaswari is a slow but sure process. She



discovers power within herself and is no longer swamped by thoughts of whatlife is going to be when she is alone. She discovers that she likes being alone."She has no more doubts about what her life will be if she lives alone. It may notbe of what she dreamt it to be, but at least she would have made the effort tofind out. And perhaps that is all she needs to ask of life now. That she be al-lowedto experience it." (271)
Anita Nair has emphasized the fact that it is not the answer to the questionwhich has been alluding Akhila so long, but the quest for finding it which is moresatisfying for the protagonist. Akhila's burden has been considerably lightened.She has found the strength to emerge afresh from the prison-house of her oldself as symbolized by the stiffness of the cotton saris she always wore to work.She can at least go back to her old life where per-haps nothing may havechanged on the surface but on a mental plane a sure process of evolvement hastaken place. A cock-a-thumb at the world laugh of Karpagam childhood friendhas now become a reality for Akhila.
NOTES
1. www\anitanair.net/pages/articles/India Today She's Got Ticket to Write byGeeta Doctor-le it.htm
2. Acknowledgements, Ladies Coupe (Penguin India, 2001)
3. www.anitanair.net/pages/articles/India Today She's Got a Ticket to Write byGeeta Doctor-Ic. it.htm
C.M. College, Darbhanga

CareerWoman's Predicament in Shashi Deshpande's The Dark Holds No Terrors
SHRADDHA DUBEY
Tost of the Indian novels that deal with woman issues M gives often a peripheraltreatment of the subject or end Lup glorifying the stereotypical virtues of Indianwoman, like patience, devotion and abject acceptance of what-is meted out toher. The Dark Holds No Terrors, the first ever is novel by Shashi Deshpande, is atotally different novel in the sense that it explores the myth of man'sunquestionable superi-ority and themyth of woman being amartyr and paragonof all virtues. It is based on the problems faced by a career woman, a refreshingly



new phenomenon in Indian English fiction. The Dark Holds No Terrors is afeminist novel not on the lone basis of the female centrality in it. The novelfocuses on woman's awareness of her predicament, her wanting to berecognized as a person than as a woman and her wanting to have anindependent social image. Saru's feminist reactions date back to her child-hood,when she had to contend with sexist discrimination at home. Her mother lovesher brother but hates her. And when he is drowned, she blames her for no faultof her own: 'You killed him. Why didn't you die? Why are you alive, when he'sdead?"
(10) This is the plight of not only Saru but millions who are born girls. The faultlies with their gender, not with them. It brings into focus the concepts of genderwhich are man-made. As Si-mone de Beauvoir observes: "One is not born, butrather be-comes a woman. It is civilization as a whole that produces thiscreature-which is described as feminine.""
When Saru expresses her wish to stay with her mother all her life, her mothersays: "You can't." But her brother Dhruva can stay: "He is different, he is a boy."(40) This gender difference in
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her mother's treatment of her son and daughter enrages Saru She rebels againsther: "If you're a woman. I don't want to be one." (55) It is this which makes Saruresent the role of a daughter. She looks forward to the role of a wife with thehope that it will give her relief from oppression of the mother, and will give herfreedom.



This novel projects the postmodern dilemma of a woman, who strongly resentsthe onslaught on her individuality and identity. The antagonism is faced mainlyfrom two persons Saru's mother and Manohar, Saru's husband. Both of themrepre sent the values and norms established by a patriarchal society Ironicallya female can be made an agency for the effective pro-motion of a male point ofview as in the case of Saru's mother. Saru wanted to join Medical College buther mother is against her, she says to Saru's father. "Let her go for a B.Sc. youcan get her married in two years and our responsibility will be over (130-31) Thisreflects that girls are seen as belonging to a differ-ent family altogether and theirsocialization stresses their future role as wives.
Saru breaks the umbilical chord--leaves home. This is her first public defiance ofthe patriarchal power system. Saru's defi-ance is further expressed, when shebecomes economically inde-pendent and marries of her own choice. Theinstitution of home, which is supposed to foster the growth of a child, robs thewoman of her right of respectability and individuality. The re-jection of homeand family at this juncture in the novel is Saru's first foot towards independence.She remembers:
Her joining medical college in spite of her mother standing up against her,asserting her will against her-that seemed impossible But she had done it. I wonthat time. (139)
She encounters Manohar and falls in love with him. She defies her parents andenters marriage with Manohar. Saru's marriage is a means to get away from hermother and her home. P. Ra-mamoorthi says: "The departure of the heroinefrom the mother is the first step towards autonomy, for, the mother is the firstpedagogue of the do's and don'ts on the woman."
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Saru is disappointed with her married life. Marriage, the promised end in atraditional society, in feminist fiction becomes only another enclosure thatrestricts the movements towards autonomy and self-realization, Saru isreminded of a room whose doors are closed whenever she looks at herdaughter, Renu. Saru, even when she comes back home, "felt herself enclosed."(12) When she enters her room, she finds male clothes hanging in the wall and



realizes that she has no room of her own. The Dark Holds No Terrors reactsagainst the traditional concept "every-thing in a girl's life is shaped to that singlepurpose of pleasing a male." (148) There are references to the Women'sLiberation Ideologue Betty Friedan and Virginia Woolf's idea of a woman's rightto "a room of her own".
Saru became a famous doctor and he turned out to be simply a lecturer. Thismade her socially and economically his superior. Slowly "an affectedindifference" started gleaming through his tone because "there were nods andsmiles, murmured greetings and namastes. But they were all forms, only for me.There was nothing for him. He was almost totally ignored." (36) The es-teem sheearned around her made her inches taller and him riches shorter. Earlier, "hehad been the young man and I his bride. Now I was the lady doctor and he wasmy husband." (36) The ego clash becomes inevitable because "I am somethingmore than his wife and he has become what he is." (70) This upside-downalteration "this terrible thing" (37) destroys their mar-riage. She realizes thefalsity of the notion of equality she had read in books:
a+b they told us in mathematics is equal to b + a. But here a + b was not,definitely not equal to b + a. It becomes a monstrously unbalanced equation,lopsided, unequal, impossible. (37)
Saru tries to escape from the drudgery of her life with her hus-band. Not justdrudgery but brutality-both physical and psy-chological. In a tormenting saga ofa tormented wife, Shashi Deshpande portrays the brief rebellion (rather anescape) of a young bright woman. Saru, a successful doctor, is sexually abusedby her not so-successful teacher husband: "This was not
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to be death by strangulation, it was a monstrous invasion of my body." (10)Although she neither possesses the self-effacing quality of her mother nor theresignation of her grandmother, she is still unwilling to publicize the relationshipshe has with Manu her husband, for it is like syphilis or leprosy diseases thatcannot be revealed. All she wants is to "sleep peacefully the night through. Towake up without pain. To go through tomorrow Without apprehension. Not to



think, not to dream Just to live." (23) As she is too imbued with traditional ideasabout separation and divorce, the only way she can rebel is by going back to herfather's house. She remonstrates against the injustices done to her by herunwillingness to comply unconditionally with the ac-cepted norms. She wantssociety, her husband, her children, her father to realize that she is not just awife, mother, daughter, sis-ter, but much more. But her rebellion has to beaborted. She will go back with her husband for she is not bold enough to breakthe bonds of tradition. She "could do nothing-can never do any-thing butendure." (182)
This is a sad commentary on the incompatibility in and hy-pocrisy of marriedlife, which the novelist has presented realisti-cally. What Saru wanted is thefreedom to think and decide for herself and the liberation fromherwomanhood.For she finds her "womanly self" trapped and suffocated within her family.Hence, she tries to escape from the tailored role. Saru's silence against hersexual predicament only reveals the modern woman's di-lemma--of knowingthe psychological nature of the problem but hesitant to talk it out. She says: "Icould do nothing. I can never do anything. I just endure" (182) For endurance isstill the In-dian woman's way and the discussion of sex in public still seems"indecent", like "removing your clothes in public." (38) Saru's experiencecompels her to deny the existence of "love":
Love-There was no such thing-only a need which both (man and woman) foughtagainst futilely turning into the thing they called "Love". Hence, for her, the codeword of our age is neither love nor romance but sex. Fulfillment and happinesscame, not through love alone but sex. (120)
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Saru's way of looking at love and marriage only from a sexual perspective alignsher with the feminist, for they define these categories only with sex/lust andgive no importance to their fa-milial connotations. Saru experiencesdisillusionment in sex and silently suffers the sexual humiliation. She strives forexpression through an extra-marital affair with Boozie and Padmakar Rao. What



is significant about this relationship is that she suffers no guilt, thus evolving anew code of sexual ethics.
Saru is unable to endure her husband's torture and decides to leave for herparent's home, which she had rejected earlier. Saru is taken in, but finds herselfstill "a homeless refuge," "a fleeting interruption." The epigraph of the novelsays:
You are your own refuge.
There is no other refuge.
This refuge is hard to achieve (The Dhammapada)
It gains its total significance when Saru realizes that the parental home cannotbe a refuge. She understands that neither her father nor her husband Manoharcan be her refuge. She is her own ref-uge. She has to overcome herself, she hasto kill the ghost that haunts her, she has to find her own way to salvation. Theparen-tal home initiates the protagonists into an understanding of the meaningof human life. Saru reflects on the human situation:
All right, so I'm alone. But so's everyone else. Human beings-they're going to failyou: But because there's just us, because there's no one else, we have to go ontrying. If we can't believe in ourselves, we're sunk. (200)
Saru has gained the assertion of will and confidence in herself. She learns totrust herself. Saru, who has instructed her father not to open the door for herhusband Manu, now tells her father: "And oh yes, Baba, if Manu comes, tell himto wait. I'll be back as soon as I can." (202)
In the very first part of the novel Saru says, "as long as there is a patient beforeme, I feel real." (18) She refers to the profes-sion as a crutch, which speaks forits indispensability. The novel's ending with Saru setting out to attend to apatient indi-cates the assertion of her career. There can be no compromise
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about it. This is the assertion of her individuality, her willingness to confrontreality and not to run away from it. The doctor in Saru is much more importantthan wife and mother in her. She realizes that her profession as a doctor is herown and she will decide what to do with it. "My life is my own." She will nolonger be a puppet. Her marriage is a shadow.



The simmering inferiority complex of Manu burst out the day a girl had come tointerview her, who asked the following questions to Manu: "How does it feelwhen your wife earns not only the butter but most of the bread as well?" (200)Manu's male ego is hurt. His masculinity asserts itself through nocturnal sexualassaults upon Saru. Since that day Manu became a sadist Thus, the benevolent,cheerful husband by day turns a lecherous. libidinous rapist at night. While thewoman, out of economic ne cessity, goes to work, this economic independence,this illusory power, in a way enhances rejection by her man. Even when she doesnot take advantage of this independence, her husband does not appreciate her.The status of the man is not totally dependent on his being a provider, as JessieBernard seems to suggest. Al-though he may not be the absolute provider, he isstill the domi nant force and authority in the house. Often a man's frustration atnot finding employment, at not being able to get along in the world outside, atbeing impotent to protect either himself or his family from the hostileenvironment make him a tormentor at home. Saru's situation is explicitlydescribed here: "I had come away frommy parents in a fever of excitement afterthe last bat-tle. The die was cast, the decisions taken, my boats burnt. Therecould be no tuming back. Then, this ridiculous anticlimax." (31-32)
P. Ramamoorthi writes: "Woman, in order to achieve her freedom, seeksmarriage as an alternative to the bondage created by the parental family. Sheresents the role of a daughter and looks forward to the role of wife with thehope that her new role will help in winning their freedom." Saru could not getthe free dom, which she desired from her marriage. Saru compromises with thesituation. In her utter desperation she addresses the girls in Nalu's College
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If you want to be happily married, there is one thing you have to remember. Ifhe's anM.A.. you should be B.A. If he's 4'4" tall. you shouldn't be more than 5'3"tall. If he is earning Rs. 500, you should never earn more than Rs. 499. That's theonly rule to fol-low-you can nag, complain henpeck, whine, moan but you cannever be strong. That's wrong which will never be forgiven. (124)



Saru wishes if only she had belonged to another time "where a woman had nochoice but to go on!" (70) It was so easier for women in olden days to accept,not to struggle, because they be-lieved, they knew, there was nothing else forthem. "And they called that fate" (70) But as Saru is a 'New woman', who is edu-cated intelligent and economically independent, she could not accept herdestiny as fate written on her forehead.
NOTES
1 Simone de Beauvoir, The Second Sex, trans. and ed. H.M. Parsh-ley, 1953 (rpt.Harmondsworth: Penguin, 1983) 295.
2 P. Ramamoorthi, "My Life is My Own: A Study of Shashi Deshpande's Woman,"Indian Women Novelists, ed. R.K. Dhawan (New Delhi: Prestige, 1991), Set 1,Vol. V. p. 41.
3 Ibid., p. 43.
4 Shashi Deshpande, The Dark Holds No Terrors (New Delhi: Pen-guin, 1980).
Government P. G. Girls College Bilaspur

Dialectics of Experience, Imagination and Memory in Salman Rushdie's Fiction
SUSHILA SINGH
"Who am I?" is the question that every writer con-fronts in relation to hiswriting, says the Indian poet Nissim Ezekiel. The identity question is of crucialsignificance in understanding Salman Rushdie's novels. Addressing the question,"who am I?" Rushdie says, "In my own case I have constantly been askedwhether I am British or Indian. The formulation 'Indian-born British writer' hasbeen invented to explain me. But, my new book deals with Pakistan. So what



now? 'British-resident Indo-Pakistani writer'? You see the folly of trying tocontain writer inside passports." There are three aspects of Rushdie as a writer:(i) his work as complex lit-erary texts, (ii) the concept of freedom of expressionas champi-oned by liberal-humanists as well as the literati; (iii) the deathsentence against the author which compounded an already con-fusing situation.In this paper, I confine myself to Rushdie's texts.
Salman Rushdie is a phenomenon of the 1980s. The decade saw Indira Gandhiback as India's premier, the Zia regime con-solidating power in the aftermath ofthe execution of Zulfikar Ali Bhutto, Britain in early throes of the Thatcherrevolution and the United States of Ronald Reagan as the still unregenerate coldwarrior. The structure of the world retained its uninspiringly fa-miliar form tillthe upheavals of 1989 and 1990 changed it be-yond recognition. When we lookat the receding decade, we find that the old was dying and yet the new held nopromise of early birth. While according to Gramsci in this interregnum therearises a great diversity of morbid symptoms, Rushdie believes that bad timesproduce good books. His five novels-Grimus
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(1975), Midnight's Children (1981), Shame (1983), The Satanic Verses (1988)and Haroun and the Sea of Stories (1990)-are constructs of imagination andexperience, as well as of language.



Dealing with memory is like dealing with brokenmirrors. The brokenmirror mayactually be as valuable as the one which is supposedly unflawed. Before writingMidnight's Children.
Rushdie wanted to reclaim his memories of the loved city. He spent manymonths trying simply to recall as much of the Bom-bay of the 1950s and 1960sas he could. He was amazed by how much came back to him. He rememberedwhat clothes people had worn on certain days, school scenes and wholepassages of Bombay dialogue. He even remembered advertisements, filmposters, the neon Jeep sign on Marine Drive, toothpaste ads for Binaca and forKolynos, the legend, 'Esso Puts a Tiger in Your Tank, and the curiouslycontradictory admonition 'Drive like Hell and you will get there.' Old songs cameback to him from the film Mr. 420, a very appropriate source for his narrator tohave used the hit number, 'Mera Joota Hai Japani,' which could almost be Salim'stheme song, he translates thus into English:
O, my shoes are Japanese These trousers English, if you please On my head, redRussian hat-My heart's Indian for all that.
This song is also sung by Gibreel Farishta as he tumbles from the heavens at thebeginning of The Satanic Verses. Rushdie realized that he was not gifted withtotal recall and says,
It was precisely the partial nature of these memories, their frag-mentation thatmade them so evocative for me. The shards of memory acquired greater status,greater resonance, because they were remains; fragmentations made trivialthings seem like sym-bols, and themundane acquired numinous qualities. Thereis an obvious parallel here with archeology. The broken pots of antiq-uity, fromwhich the past can sometimes, but always provisionally, be reconstructed, areexciting to discover, even if they are pieces of the most quotidian objects. (IH,12)
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The truth of a story, for Rushdie, lies in its telling and is based on the complexprocess of selecting events from memory:



1 say yet again. "Memory's truth, because memory has its own special kind. Itselects, it eliminates, alters, exaggerates, mini-mizes, glorifies, and vilifies also:but in the end it creates its own reality, its heterogeneous but usually coherentversion of events; and no sane human being ever trusts someone else's versionmore than his own." Yes: I said "sane." (211)
In Shame also, the narrator finds the creation of history to be subject to memoryas a powerful independent entity. The narra-tor faces "the problem of history:what to retain, what to dump, how to hold on to what memory insists onrelinquishing, how to deal with change." (211)
Rushdie challenges the imposition of an imperialist view of India's history. TheIndian version of the country's history based on its language and culture hasbeen repressed in the process. Saleem, the narrator in Midnight's Childrenpoints out: "he was the child of a father who was not his father, but also thechild of a time which damaged reality so badly that nobody ever man-aged toput it together again." In his narrative, Saleem attempts to capture the Indianurge to "encapsulate the whole reality." (75) Presenting his view of history, heclaims that history-making involves the "swallowing" of lives:
I am the sum total of everything that went before me, of all I have been seendone, of everything done-to-me. I am everyone every thing whose being-in-theworld affected was affected by mine. I am anything that happens after I've gonewhich would not have happened if I had not come. Nor am I particularlyexceptional in this matter, each "I," every one of the now-six-hundred-million-plus of us, contains a similar multitude. I repeat for the last time: to understandme, you'll have to swallow a world. (383)
Life in the literary world has never been the same ever since the publication ofRushdie's fourth novel, The Satanic Verses, lead-ing to an overwhelming crisisof reading, interpreting and re-sponding to a troubled and troubling text-thecritic, Amin Malak, has convincingly argued. While operating within a
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postmodernist, counter-culture context, The Satanic Verses dar-ingly presentsitself as a historiographical metafiction. It deploys various tropes andencompasses multiple layers of signification.



Rushdie's strategy is "pitting levity against gravity." (3) He de-clares, "it was andit was not... it happened and it never did." (35) The narrative transcends timeand space, moves synchronie-ally between England, India and Argentina anddiachronically between the present and the early days of Islam. And yet, thisexpansive narrative is consciously bounded by the doppelganger motif,embodied by two survivors of a blown-up plane: Saladin Chamcha and GibreelFarishta. These dual "angeldevilish" (5) heroes experience a series of tragi-comic, fantastic-realistic epi-sodes narrated in multi-layered, multi-tonedfashion. The most offensive part of the novel centres on the historical portionwhere the narrative depicts in a deliberately convoluted way the life of theProphet Muhammad, referred to as Mahound. The choice of this name isobviously not innocent.
Rushdie's work is guided by postmodern views on history, which "confront theproblematic nature of the past as an object of knowledge for the present." ForRushdie, history is selective, reconstructive, narrative discourse that challengesthe dominant versions of representation and provokes a counter discourse. Likeall postmodern writers, he sees 'reality" as an unfinished project, a fluxphenomenon that resists limits and closure and remains open to all sorts ofrenderings. Hence, one is aware, with a shock, of the clash of cultures and theconflict of representa-tions.
Analyzing The Satanic Verses as a complex literary text, Amin Malak writes,"While we may mildly or severely critique The Satanic Verses, while we mayquibble with its contentious discourse, while we may impute all sorts ofmercenary, con-spiratorial, or blasphemous motives to its author, the book re-mains impressive." (185) The critic Janette Tuner Hospital puts it this way, "[Thisnovel is] a firecracker of a work whose every page fizzes with linguistic acrobaticsand exuberance, with cross-language puns, with cliches suddenly rinsed andnew(ly)-minted so that they shock and shimmer."
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Following the postmodernist impulse to articulate, appropri ate, parody orsubvert contexts, The Satanic Verses delves dar-ingly into various currentpolitical issues. Rushdie lucidly and unequivocally argues: "politics andliterature, like sport and politics, do mix, are inextricably mixed, and... that



mixture has consequences." (IH 100) Naturally, the response (responses) to sucha polemical text is bound to be political. The text itself elicits and provokes apolitical response. The ensuing suffering and despair led Rushdie to writeHaroun and the Sea of Stories (for a full analysis of the novel see Sushila Singh1992).
In his review of the novel, Khushwant Singh writes: "Ha-roun and the Sea ofStories is Salman Rushdie's answer to Imam Khomeini and his other tormentors.He may have tendered an apology to the Muslims for hurting their feelings withThe Sa-tanic Verses but like Galileo, in his heart of hearts he still feels that hehad every right to write what he did." Haroun and the Sea of Stories is Rushdie'sflight to freedom-into that realm where defeating the forces of the Dark(silence), a writer enjoys full freedom of expression. As a strategy, he adopts thenarrative mode of fable and the stance of a fantasist. In Shame, the writerconfessed, "Realism can break a writer's heart. Fortunately, however, I am onlytelling a sort of modern fairy-tale, so that's all right: nobody need get upset, ortake anything I say seriously. No drastic action need be taken, either. What arelief!"
Rushdie's fascination with Aesop's Fables and Panchtantra is evident from hisvery first novel Grimus crystallizing ulti-mately in the marvellous feat of Harounand the Sea of Stories.
About the element of fantasy, Rushdie says, "I build imaginary countries and tryto impose them on the ones that exist." A fanta-sist normally abstracts orextrapolates things from the real world with a view to pursuing their imaginativelogic. At the same time he has something to say. As he further says, "the writerhas a kind of vision which he tries to project on to other people, and the fitbetween that vision and other people's is the tension be-tween the writer andthe reader. As a writer I am trying to say, "That is the shape of how it is,' and themore I can persuade you that that is how it is, the greater my success."?
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Rushdie claims that books are interim reports from the con-sciousness of thewriter and that consciousness is always in a process of change in accordancewith the changing reality. Like his earlier novels, Haroun is also written in hisresponse to the immediate. The novel is brilliantly structured with twelve chap-ters in the form of twelve stories around a central themewith the central figures



of a father and a son, Rashid and Haroun. This is a protest novel as well as a pleafor justice. It opens with the following lines:
Zembla, Zenda, Xanadu:
A ll our dream-worlds may come true.
Fairy lands are fearsome too.
As I wander far from view
Read, and bring me home to you.
The first letters of these sentences when vertically read, represent his son'sname Zafar. In his forced isolation, Rushdie misses his twelve year old son andHaroun connects the writer to him. In the country of Alifbay (the name comesfrom the Hindustani word for 'alphabet'), there was a sad city located by themourn-ful sea. In that nameless sad city lived Haroun, the only child of RashidKhalifa. In fact, Haroun and Rashid are twin protago-nists, two faces of the sameperson that is Salman Rushdie. Both the characters are named after thelegendary Caliph of Baghdad, Haroun al-Rashid. Haroun al-Rashid features inmany Arabian Nights tales, and stands for creativity. The story-teller RashidKhalifa was famous for his cheerfulness. His unmatched inven-tiveness earnedhim two nicknames: "the Ocean of Notions," and "Shah of Blah." His wife wasSoraya who filled the house with her beautiful singing voice. But trouble was inthe offing be-cause while Rashid, in the words of Rushdie, "sped around the cityand the country telling stories, Soraya stayed home, turning cloudy and even alittle thunderous and brewing up quite a storm." All the same Soraya, like Padmain Midnight's Chil-dren, is a stereotype, a marginal non-being, while Haroun'stale is the story. Soraya is a woman and therefore the cause of Rashid'smisfortune. One does not fail to notice several disturb-
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ing sexist biases in Rushdie's treatment of his women charac 9 ters.
In the flat above the storytellers lived the Senguptas-Mr. Sengupta and his wifeOneeta. Mr. Sengupta was critical of Rashid and said to Soraya: "That husbandof yours, he's got his head struck in the air and his feet off the ground, What are



all these stories? Life is not a storybook or a joke shop, All this fun will come tono good, What's the use of stories that aren't even true?" (19-20) So on a rainyday, Soraya sent her husband on a search for somemissing socks of Haroun, andprecisely at eleven a.m. she eloped with Mr. Sengupta leaving behind a note forher husband: "your brain is full of make-believes, so there is no room in it forfacts. Mr. Sengupta has no imagination at all. This is okay for me." (22) And thenan unthinkable thing happened: "Rashid Khalifa, the legendary Ocean ofNotions, the fabled Shah of Blah, stood up in front of a huge audience, openedhis mouth, and found that he had run out of stories to tell." (22) Rashid's Gift ofthe Gab is lost with the disappearance of his wife. He could produce only alaboured, croak, "Ark." "The Shah of Blah sounded like a stupid crow. 'Ark; ark,ark." (26)
Since the time his mother left home, Haroun found that he was unable to keephis mind on anything far more than elevenminutes at a time. The reason for thiswas that his mother had left at eleven a.m. and his father has smashed all clocksin the house with time arrested practically at that hour. We are re minded ofMiss Havisham in Dickens's Great Expectations who. when jilted at the altar,stops all clocks in the house. Haroun thus was stuck in time and developed awandering mind.
Determined to recover his mother and to restore his father to his lost Gift of theGab, Haroun sets off on a fantastical journey. On the back of Butt the Hoopoeand with Iff the Water Genie as his guide, he reaches the Gup city ruled by KingChattergy. The King's only child Princess Batcheat has been taken prisoner andkept in the Citadel of Chup, the Ice Castle of Khatam-Shud (which means'completely finished,' 'over and done with'). He is the archenemy of all Stories,even of language. He is the Foe of Speech. There are characters called PrinceSolo, Bezaban and
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so on. Ironically the battle for freedom is fought on the plains of Bat Mat Karo,led by the straight-out-of-Sandhurst General Ki-tab, heading his army, fittinglycalled 'library.' The army is made up of Pages, ranked in battalions namedVolumes. The Guppee forces advanced to battle for two reasons to rescueBatcheat and to save the Ocean, The fight between the Gups and the Chupwalas



is the eternal archetypal struggle between the ty-rannical regimes and thehuman desire for freedom of speech and creative thinking.
The novel ends with a great victory for friendship and open-ness over hostilityand suspicion. Rashid Khalifa was given back his story facilities and awarded theLand of Gup's highest deco-ration, the order of the Open Mouth, in recognitionof his excep-tional services. The father and the son return home and discoverthat the sad city in the country of Alifbay, in fact the saddest of cities which hadforgotten its name, was totally transformed. A happy policeman tells thewonder-struck Khalifas, Rashid and Haroun: "I'll tell you what to be happy about,we remember the city's name... Kahani, isn't it a beautiful name for a city? Itmeans story, you know." (209) And when they reach home, Ha-roun's motherwas there who had begun to sing.
Writing about Midnight's Children, Uma Parameswaran em-ploys the phrase"the decolonizing of English." Writing, lan-guage and history are intimatelyconnected. Indian concepts of time and philosophical thinking are reflected intheir language. For example, yesterday is the same as the word for tomorrow.English as the language used by the imperialists coloured, dis-placed, andobscured India's own languages. Consequently, while inheriting a rich literarytradition, Indian English writers must be constantly aware that they arecontinuing to displace their own tradition. They are not only working in, but alsoval-orizing the language of their former colonizers. 10 Rushdie is acutely awareof this split. He tries to come to terms with this problem through irony andtransformed use of language. In Mid-night's Children, he correlates this to theuneasy political situa-tion and confused historical sense of India and Pakistan.Rushdie sees India and Pakistan very different in terms of their sense of
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history and their consequent construction of national "self" In Shame, he hasshown that Pakistanis suffer from a lack of history as migrants. (63) He finds thatthe creation of a new national history of Pakistan is also problematic:



It is well known that the term "Pakistan," an acronym was origi-nally thought upin England by a group ofMuslim intellectuals p for the Punjabis, A for the Afgans,K for the Kashmiris, S for Sind and the "tan," they say, for Baluchistan. So it wasa word bom in exile which then went East, was borne-across or translated, andimposed itself on history; a returningmigrant, settling down on partitioned land,forming a palimpsest on the past. A palimpsest obscures what lies beneath. Tobuild Pakistan it was necessary to cover up Indian history, to deny that Indiancenturies lay just be-neath the surface of Pakistani Standard Time. The past wasre-written: there was nothing else to be done.
Who commandeered the job of rewriting history?-The immi-grants, themohajirs. In what languages?-Urdu and English, both imported tongues. (87)
Rushdie returns again and again to his dilemma of an Indian English writer. Heknows that he will never be able to sever his connections with the east: "I tellmyself this will be a novel of leavetaking, my last words on the East, from which,many years ago, I began to come loose. I do not always believe myself when Isay this. It is part of the world to which, whether I like it or not, I am still joined,if only by elastic bands." (28) Writing in an-other language may further distancea writer from her or his lit-erary heritage. Elaborating his views on this issue, hefurther says: "we know you, with your foreign language wrapped around youlike a flag; speaking about us in your forked tongue, what can you tell but lies?"(28) Rushdie counters this charge by ob-serving, "I, too, am a translated man. Ihave been borne across. It is generally believed that something is always lost intransla-tion; I cling to the notion... that something can also be gained." (29) ThusRushdie's work jolts its readers into an awareness of their "ethno- and linguo-centrism."
Writers in Rushdie's position are exiles or 'emigrants or ex-patriates and areconstantly haunted by some sense of loss, some
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urge to reclaim and look back. Rushdie writes, "our physical al-jenation fromIndia almost inevitably means that we will not be capable of reclaiming preciselythe thing that was lost: that we will, in short, create fictions, not actual cities orvillages, but in-Visible ones, imaginary homelands, Indias of the mind." (IH, 10)
Thus, the most important aspect of Salman Rushdie's work, perhaps, is hisexcessively self-conscious endeavour to connect personal and national histories



to come to terms with postcoloni-ality. For this he uses particular experienceswhich enable imagi-nation and focus memory to create the capacity to grapplewith the alternative reality of the Third world. Rushdie's achievement lies in thestatement he makes through his fiction that we do not live in three worlds butin one, mutually affected and affecting.
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Manju Kapur's Difficult Daughters: A Postcolonial Analysis
GAJENDRA KUMAR
The last quarter of the twentieth century proves to be a T milestone for thetheoretical upsurge in general and crea-tive writing in particular. Indian Englishwriters through Salman Rushdie, Vikram Seth, Anita Desai, Arundhati Roy andManju Kapur hold centrestage in the modern literary ambit. Manju Kapur'sdebut novel Difficult Daughters is a feminist, postmodern and above all apostcolonial work of art. Psycho-analytically, Manju Kapur can be placed in the



group of gyno-critics who deals with the emotional and mental puzzling of aneducated daughter in a traditional joint family. As a postcolonial creative writershe delves into the deep of the male chauvinistic society and offers an authenticconflict between tradition and postmodernity. The tapestry of the novel isstructured around the postcolonial perspective though the novel bears thepartition overtones. R.K. Dhawan, a critic of repute rightly focuses the historicaltrauma snapped and enlarged by the camera of the creative eyes: "A number ofnovels were written on the theme of partition, the destruction it bought and theplight of the refugees. They faithfully recorded the reign of violence thatcharacterized the period and provided a sad, telling commentary on the break-down of human values. A strain of despair and disillusionment is predominantin these novels."!
Manju Kapur is a noteworthy storyteller who without lin-guistic jugglery andgimmickry presents the postmodern novel in a traditional narrative thread.Difficult Daughters manifests autobiographical data and dimension in itssyntactic norms and nuances. The novelist herself asserts that "conflict betweendaughter and mother is inevitable and I suppose I was a difficult
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daughter. The conflict carries on through generations because mothers wanttheir daughter to be safe. We want them to take the right choices-right in thesense that they are socially accept-able. My mother wanted me to be happilymarried, I want my daughters to have good jobs."?



To Irigaray, the beginning of patriarchy as everybody knows represents man asthe legal head of the family or state coincided with the weakening of the female-female bond and especially the dissolution of the mother-daughter relationship."This relation-ship was destroyed to establish an order linked to private prop-erty and to the transmission of possessions within a male geneal-ogy. Such asystem ensured that property and children belonged to the same genealogy."In this factual framework, the texture of the novel has been knitted and knottedaround a Punjabi family consisting women of consecutive three generations.The novelist begins the novel in an unconventional manner with a crypticstatement: "The one thing I had wanted was not to be like my mother." Thegamut of the story revolves around Ida, the narra-tor and a divorcee, Virmatiher mother gets herself engaged in marital knot with professor for love, andKasturi, her grand-mother who comes to termswith a difficult daughter, Virmati.The crux of the novel is the troublesome life and sad demise of Virmati, thecentral character. Ida wittingly expresses that she would not like to be a replicaof her mother as her mother did not imitate her own mother. So, the novelist inher narrative schema weaves the plot of the novel and tells the story of Ida'smother Virmati. By giving full honour to Virmati's will, her dead body has beenconsigned to flame. Virmati in her lifetime used to utter "that some onewill valueme after I have gone." The story moves ahead when Ida, the ever lonelydaughter visits Amritsar and peeps into the past of her mother's life. She comesto acknowl edge the girlhood of her mother and her typical motherhood lookingfor her daughter's safety. In a unique fashion narratology develops by co-existingpast and present. Ida collects clippings and cuttings of Virmati's life from kithand kin.
Virmati is the eldest daughter among her ten brothers and sisters. Thus, Kasturi,the mother of Virmati, is addressed as
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ever-pregnant woman. Her grandfather is a reformer and re-nowned landownerwho attaches much importance to education for women. His sons look after thejewellery business. In a very traditional pattern, Virmati assists her ever-pregnant mother in domestic affairs, caring for the younger children and their



stud-ies. The family set up is thoroughly conservative so Virmati's family takesher to be eligible for marriage as she has expertise in stitching, cooking andreading. This is the focal point where the novel takes a dynamic turn. The neweducation and the life of Kasturi generate a new urge and emotion in Virmati toget herself free from the bondage of patriarchy that denies or deserts herfreedom and choice. Her marriage is final with Inderjit but it is postponedbecause of the death of his father. She does not think of the marriage and child-bearing just after the high school qualification. She falls in love with the romanticOxford-returned professor Harish Chandra who lives next door and is alreadymarried. The professor has illiterate but gentle wife, a daughter and lives withhis mother and daughter. The professor seeks an intellectual companion inVirmati and Virmati's self-affirmation is accentuated by the professor's passionfor her. Their love blos-soms and after a hitch culminates into marriage. Prior tomar-riage, Virmati finds herself in a quandary because of her boring familyduties, the desire to study and illicit affair.
The story takes a new turn when Virmati, out of utter frus-tration and strain ofdaily life, attempts suicide but is rescued. Her younger sister Indumati unites inwedlock with Inderjit and Virmati is confined in a storehouse. Virmati and theprofessor continue their exchange of love letters through the youngest sis-terParo. Kasturi tries her best to enable Virmati to succumb to the wishes of thefamily, but of no use. Virmati is committed to continue her studies at Lahore.Virmati becomes centre of focus because of her revolutionary zeal and gusto.She neither yields to the age old traditions of Arya-Samaj family nor marries theper-son to whom she is engaged. Once the professor visits her in La-hore andVirmati becomes pregnant. Virmati thinks of her own love while the entirenation is entrapped by the fret and fever of the freedommovement. The novelistsays:

Indian Journal of English Studies
194
Strikes, academic freedom, the war, peace, rural upliftment Independence Day,Movement, rally, speeches an outcaste amongst all women. She thought ofHarish who loved her She must be satisfied with that.



Virmati finds that women around her are sincerely engrossed in the freedomstruggle and she is absorbed in her business of love with professor HarishChandra. She thinks of abortion and then goes to Amritsar and joins as aprincipal of a school where pro-fessor continues his visit. Virmati resolves thatif professor does not accept her, she will desert him for good but eventually hegives his consent and both of them unite în nupital tie and she comes to HarishChandra's house as his second wife. Virmati's humble and heroic suffering inorder to secure her love andmar-riagewith the professor who is alreadymarriedto Ganga and has a child symbolizes her assertiveness and 'self' who is destinedto carve out a niche for herself. Suman Bala and Subhash Chandra rightly analyzethe man-woman relationship in their theoretical formulation and argue: "Buther acceptance of the treatment meted out to her by her lover, the professortotally belies these expectations. The professor's pursuit of Virmati even aftershe has been sent to Lahore as a part of punishment to study inwomen's college,his renewing sexual relations with her with full ardor, but his reluctance andconstant postponing of the marriage in spite of her frequent entreaties to do so,are instances of the gratifications of the male 'desire'. "Male ego-centricismblinds men to the situation of women, who may be placed in agonizingcircumstances on account of their relationship with men."
It can be argued that the professor enjoys the bliss of both the worlds. Ganga,as a maid servant who fulfils his everyday needs, keeps his house tidy and hisclothes washed and Virmati satisfies his academic urge which the professorcannot seek in his meek and mild Ganga.
Though Virmati succeeds to marry the professor yet she does not secure anyspace for herself in the family. Ganga and Har-ish's mother compel Virmati tolead a suffocating life in the tight walls of the house. It is significant to note thatVirmati who gets high education despite social odds and obstacles aspires toplay
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the traditional role of a housewife so that shemay look after themundane needsof her husband but she is not allowed to. She is not even acknowledged for herintellectuality. On the other hand Harish commands respect for his scholasticideas and ideologies, At times it seems that Harish and Virmati as a couple donot have companionship. In a wife-husband gossip when Virmati suggests a



name for their baby it is dispassionately rejected by the professor. The professorwas not considerate and calm in his decision and he also inflicts a long lectureon Virmati in order to silence her. Apparently the novel does not seem to professor propagate feminist outlook but there is an undercurrent feminine point ofview which gives a serious touch to the story. Vandita Mishra rightly argues:"Kapur never permits Virmati any asser-tion of power of freedom. Because evenas she breaks free from old prisons, she is locked into newer ones. Herrelationship with the professor, for instance. While it does provide an escapefor a loveless arranged marriage; it is itself furtive and claustrophobic, offeringonly a stolen togetherness behind curtained windows. Even years of studyingand working alone do not give her the confidence to strike independent rootsand grow. She hovers un-certainly at the edge of each new world, neverentering, lest the professor should call and not find her near. Eventually,marriage to theman of her choice is no triumph either. As second wife, shemustfight social ostracism outside the house, and compete for the kitchen andconjugal bed with Ganga, the first wife, in-side it."s
Virmati's father becomes a victim of communal frenzy but she is not allowed toattend and mourn. Ironically, the professor participates in the funeral ceremonybut not Virmati, the daugh-ter of the deceased. Kasturi blames Virmati for thetrauma. In a topsy-turvy situation Virmati plans to do her master's degree. Aftercompleting her M.A. when she returns, she comes to know that all the membersof the family have gone to Kanpur because of communal tension. MeanwhileVirmati gives birth to her daughter Ida, the narrator. Virmati never correspondsto the age-old family tradition but paradoxically she persuades Ida to makeherself fit into the channel of the family. In her futile attempt she
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tries to keep her under control. Ida emerges as a woman of un-controllableperson who is left alone having no issue, "engulfed in melancholy, depressionand despair."
Thematically the novel purports a romantic story of Virmati but the heroineherself creates scene of partition. In the chain of events and eventualities



Virmati becomes the difficult daughter for her mother as was Ida for her.Difficult Daughters has unde-niably an autobiographical tinge and touch. SumitaPal rightly focuses on the autobiographical element in the novel: "Like Virmati,Manju Kapur was born in Amritsar and teaches in col-lege. Her family was victimof partition and was Arya-Samaji like Virmati's family. Manju Kapur's father toowas a professor, like Virmati's husband. Manju Kapur admits that she herselfhad been a difficult daughter for her mother whose priority was mar-riage-andshe, in turn wants her daughters to have good jobs.
In its stylistic devices the novel is straightforward, startling and evocative ofVirmati's pains, puzzling and torn-personality. The use of Punjabi idiom andphrases manifests the linguistic colour and contour to the novel and makes it awonderful work of art. It is rightly examined that "Indo-English is developing adistinct character and identity as distinct as American English, British English,Australian English. Style in a novel generally depends upon the writer's settledconviction of the single, unam-biguous nature of his materials and of the novel'sadequacy as vehicle for their serious presentment."?
Really it is a troublesome task to analyze and estimate the relationship betweenVirmati and the professor, which has been passionate yet misleading andmismatching. Whenever Virmati gets herself in emotional crisis, thepsychotherapy of the profes sor meted out to her is not titillating. In his loveletters to Vir mati, the professor does not think it necessary to mention Gangaand her pregnancy. In fact, Virmati's visits to Lahore and Nahan have beensensitized and scandalized by a trip of the professor. Virmati's academictemperament goes in oblivion before the in-tellectual height of the professor.The professor neither visual-izes the sociological fact nor emotional intensity ofVirmati. He lacks objective correlation in the game of love and everyday life.
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Virmati, like Manisha in Anita Desai's The Voices in the City, raises a million-dollar question through her endurance, passive suffering and suicidal attempt.Virmati's case is very akin to Manisha. Virmati attempts suicide and survives butManisha commits suicide. Both the protagonists around whom the story rotateshave their own urge and argument shaking and stirring the contemporary socialengineering. Woman's voice against injustice and inequality tends to unravel



the fact that feminism is the consequence of the culture or society shaped andgoverned by men to suit their needs and interest regardless of women's ba-sicneeds and happiness. In this man-made society, everything is
meant for the pleasure and profit of male sexuality. In the de facto summing up,the novel can be synthesized in the utterance of angry Ida:
This work weaves a connection between my mother and me, each word--brickin a mansion I made with my head and my heart. Now live in it. Mama and leaveme be. Do not haunt me any more.
Throughout the novel, Ida's declaration echoes that she does not want to be likeher mother. The novelist scrutinizes a pertinent and persuasive subject like self-affirmation, man-woman rela-tionship, and family-feud and above all themother-daughter con-flict and contradiction. The novel without any literarysnobbery deals with a daughter's reorganization of her fractured and frag-mented past hinging on hermother's story. Thewriter has all the fact and finesseof the great classical masters like Dickens, Jane Austen and Emily Bronte increating and producing efficacious result.
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Basavaraj Naikar's The Sun behind the Cloud: A Typical Indian Historical Novel
JIBESH BHATTACHARYA
In India there has been a distinguished past tradition of his-I torical novels. Mosthistorical novels of the past were written Lagainst the background of the reignof rulers of some par-ticular lands. The writers collect some facts of history anduse them for their imaginative reconstruction. While writing a fic-tion, a goodhistorical novelist researches the chosen period thoroughly and strives forverisimilitude. The main aim of a historical novelist is to present human



characters showing the life and manners of a bygone age. Such a novel may betruer than history because it recreates the spirit of the time, not objec-tively,but subjectively. It is not concerned with mere facts or chronology, not merespectacle or pageant, not merely the hu-mour of the ancients but with thechanging physical, intellectual and spiritual environment and the spirit of theancient people.
English has become, in the present time, a common language of expression tothe writers of various nations of the world. Be-cause of the British Empire thatextended its fold over almost the entire world, the English language, thelanguage of the British, was understood by most nations of the world. In India,too, writ-ers are using today this medium of expression to reach a wideraudience and a larger number of readers. Among the Indian writ-ers of thepresent day, who use English as their medium of ex-pression, the name ofBasavaraj Naikar may be mentioned. Nai-kar, however, has not trodden theconventional path of restricting his vision merely to the exploits of a particularking, rather he looked back nostalgically to the past and tried to present beforehis readers a picture of the first ever battle of independence by the Indiansagainst the British, while at the same time unfolding
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the glorious past of a place named Naragund. The author has a sentimentalassociation with the period he is writing about, as he himself has stated in hispreface that his great-grandfather Vi. rabhadranayaka was one of the armyofficers and also a confi. dant of Bhaskararao Bhave, king of Naragund, whoserise and fall he narrates in his novel. This is his first attempt at writing a historical



novel in English, although he has to his credit a num-ber of critical works andtranslations in his own native tongue, Kannada, as well as in English.
The Sun Behind the Cloud (2001) presents a native king's revolt against thepowerful British rulers and may be treated as an account of the first battle forfreedom by the Indians during the first half of the nineteenth century. The novelis a wonderful recreation of the age and the locale where the incidents tookplace. A historical novel gives an artist's view of a thing and not a photograph. Itis an imaginative recreation of events or char-acters giving out the secret aromaof the past. As W.H. Hudson writes: 'The historical novelist is evidentlycompelled to rely upon indirect information for the specific characteristics ofany period he undertakes to describe and it is the sheer power of re-alisticimaginationwhich will often enable a writer to seemore clearly and depict moreconvincingly a scene he has only heard or read of than could an ordinary personwho had himself wit-nessed such a scene or even taken part in it." The historicalnov-elist provides us with the human side of great events. And in this respect,Naikar is quite successful. He describes common inci-dents of daily life in somuch detail that the readers are able to visualize the period in which they tookplace. Naikar uses his creative imagination to present his own vision of the worldhe portrays. Walter Allen observes: 'Every novelist, then, gives us in his novelshis own personal idiosyncratic vision of the world. A wide knowledge of historyand a romantic interest in the past are very essential for a historical novelist. Mr.Naikar has certainly gathered the relevant historical facts from different sourcesabout the important events of Bhaskararao's time. This is evidenced by thevarious dates of occurrences he has mentioned in different parts of the novel.This adds to verisimilitude.
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Naikar has not divided his novel into various sections or chapters, givingsubtitles, as generally the novelists do. Instead he seems to have createdbreathing spaces in the continuous nar-rative by putting five star marks inbetween the narration, at sixty-nine places. I call them breathing spaces as thebreaks in many places appear to be rather arbitrary. It would. have been betterif the entire narration were divided into several sections with such subtitles as:



(i) The birth and early youth of Bhaskara-rao, (ii) Bhaskararao's confrontationwith the British on the question of adoption, (iii) Krishnaji Pant and Bania Bapu-chief conspirators against Bhaskararao, (iv) Manson and his men killed bysurprise attack of Bhaskararao' s army, (v) Malcolm's attack of Naragund andBhaskararao's defeat, (vi) Escape of Bhaskararao and his family from Naragund,(vii) Death of Ya-munabai and Savitri, (viii) British atrocities after the capture ofNaragund, (ix) Raghopant's capture by the British and his death, (x)Bhaskararao's arrest and death sentence by the British, (xi) The end of thetraitors Krishnaji Pant and Bania Bapu, (xii) Bhaskararao's providential escapeand his last life.
The entire novel, however, has its own organic unity. It tells the story of anillustrious son of Naragund from his birth till death. The various ups and downsin his career have been me-ticulously dealt with. Naikar mostly used thecommon method of narration, which is the epic method in which the authordistances himself from themain story and narrates it as an omniscient nar-rator.R.J. Rees has described this method in his own inimitable manner: "Plainnarrative is, of course, the techniquemost com-monly employed by the novelist.He takes the position of an 'omniscient observer,' and describes not only theevents of his story, but the thoughts and feelings of his characters, taking a sortof 'God's-eye view' of them. 3
Naikar has used dialogues in many places. He has made the narration lively, nodoubt, but had there been appropriate varia-tions in the dialogue according tothe nature and status of the speakers, it would have been more realistic.
A historical novel may necessarily have a large number of characters. The Sunbehind the Cloud is no exception. But Naikar

202
Indian Journal of English Studies
has introduced only those characters that are relevant to the main action of thenovel and are somehow related to the main charac-ter, Bhaskararao Bhave. Thegolden rule for the historical nov-elist is to give a subordinate position to realhistorical persons and incidents and to allot a prominent place to imaginarychar. acters and invented situations. For, the danger of introducing im-portanthistorical personages lies in the fact that existing records or traditional



conceptions would hamper the creation of a truly living or a transcendentallyimagined character. That is why historical characters are assigned a minor partor a subordinate position in historical novels. But Naikar's novel is somewhatdif-ferent from the conventional historical novels. Here he has at-tempted toportray the life history of a glorious freedom fighter. Hence all his attention isfocused on the protagonist, Bhaskara-rao Bhave. And for this he haspainstakingly gathered detailed necessary information available in print. As hehimself writes in his Preface: "I made a systematic study of the topic by readingthe major recorded material in print and tried to reconstruct the history of thecolonial encounter in a realistic manner without re-sorting to sentimentalism orglorification." In fact, there has been scope for glorification of the principalcharacter as the author himself has an emotional connection with him. For, his"great-grandfather Virabhadranayaka happened to be one of the army officersof Naragund and a confidant of Babasaheb." (viii)
Yet the novel does not 'exactly read like hero-worship. With his historicalimagination, Naikar has presented before us a com-pleteman in flesh and blood.By referring to minor and insignifi-cant incidents he has been able to point outthe various facets of the character of Bhaskararao. Thus we can have an idea ofhis courage and boldness when on a day of 'Holi,' a Hindu religious festival, hejumped, riding his horse, over the burning effigy of 'Lord Kama,' that blocked hisway, and also when he defied the orders of the British Deputy Commissioner ofDharwad to sur-render to the British Government all the arms he and his menpossessed. His heroic demeanour is further illustrated by his at-
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tempt to capture Manson and compel him to sign the order of adoption.
That Naikar has not attempted hero-worship in his novel is amply illustrated bythe fact that he is not blind to the human weaknesses of his protagonist.Bhaskararao is heroic, brave, cou-rageous, patriotic, yet a. bit sensuous, too.Mr. Naikar has, at least, given two instances of his hero's weakness for feminine



charm when he mentions Bhaskararao's affair with a danseuse namedBhimasani and later, Bhaskararao's lust for Annapurna, daughter-in-law ofGangadhar, a merchant and friend of Bhas-kararao. This may remind one howMarlowe humanized his king Edward II, the eponymous hero of his tragedy,although a com-parison of the two works is not exactly tenable.
Besides presenting the graphic figure of the protagonist, Naikar has taken muchpains to portray the loyalists and the con-spirators. Bhimaraya, Vianu Kulkarni,Virabhadra Nayaka, Raghunatharaya and others are bright examples of loyalty,obe-dience and heroism and they never deserted their king in times of need.But, Krishnaji Pant, Bania Bapu, Chandralal Despande and others, who secretlyjoined hands with the British and brought about the ruin of Bhaskararao, havebeen portrayed in the darkest colours. Their cupidity, selfishness and meannesshave been brought out by their behaviour and activities. Naikar has shown hisimaginative perception of such characters.
Naikar has also portrayed the British officers like Manson, Thomson, Malcolm,Oglivey, not with 'my patriotic rage, but with the calm and dispassionate outlookof a psychologist. The British officers were in an alien land. Besides they wereduty bound to serve their superior authorities. Hence, although some-timesthey were sympathetic to the natives who had been ar-rested for some allegedcrimes of sedition, they could not but give those natives the severest ofpunishments, including capital punishments to satisfy the whims of theirsuperior masters. The presentation of this human side of some of the Britishofficers
made them realistic and convincing. There are only a few female characters inthe novel. But less attention has been paid to the development of thosecharacters.
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Yamunabai and Savitri are pathetic figures. When left to their fate, asBhaskararao escaped from the palace to save himself, the two women becamepanicky and to save their honour they com-mitted suicide by drowning in theriver Malaprabha. Towards the end of the novel, we meet one Kashibai whose



only role seems to be giving her niece, a young girl, in marriage to Bhaskararao,an old man of sixty-two. The other female characters are just passing figures.
The title of the novel, The Sun behind the Cloud, is sym-bolic. 'The sun' as asymbol is applied to both Bhaskararao and the East India Company. This is saidby the author himself in the Preface: "Bhaskararao means 'the sun' who shinesbrightly and then is hidden behind the clouds as it were. Similarly the East IndiaCompany or the British Government which believed that the sun never sets inthe British Empire was behind a cloud as it were until it annexed the kingdom ofNaragund and began to shine brightly." (viii) Considering the spirit of the novel,the sec-ond interpretation of comparing the British Government to the sunseems to be rather inappropriate. For, certainly the writer's purpose is not toglorify the British Government. He has made an effort to show how an Indianking bravely stood against the mighty British for gaining freedom of his ownpeople. The word 'Bhaskar' means 'the sun,' and this sun of Naragund wentunder the cloud of ignominy of defeat and lost all his brightness of kinglysplendour and power and ended his life incognito, unwept and unsung, just asthe sun covered by a dark cloud may pass. unnoticed by people, to the westernhorizon and set. In this re-spect the title may have got some significance.
The use of many native words in the novel makes smooth reading andcomprehension of the text by a foreigner rather dif-ficult. The glossary of eighty-six native words appended to the end of the novel does not give the Englishequivalent of many more native words used in the novel. Instead of this glossaryit would have been more convenient for a reader if the English equivalent of thenative words used in a page are given at the end of that page, with theirindication numbers. Another small addi-tion to this book would have made itmore helpful to a reader.
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This is a list of characters introduced into the novel with their mutualrelationships. It might have been placed after the Preface. Again, the novelwould have been livelier if some sketch of some significant incidents andcharacters were depicted at the relevant places in the novel. Last but not least,



the medium of expression used for the narration of such a glorious tale needscareful attention, power and smoothness.
But despite all this, the novel as a whole is engrossing in its narration. Thewriter's patriotic zeal, ancestral pride, romantic imagination and attention totrivial details make the novel inter-esting reading. E.M. Forster says that thefinal test of a novel will be our affection for it, as it is the best of our friends, andof anything else which we cannot define. And we feel an affection for Naikar'snovel for the qualities already mentioned. The patri-otic Bhaskararao's betrayalby some timid, selfish and unscru-pulous hypocrites has been dealt with, withextraordinary skill. The past glory of an almost unrecognized place and its bravepa-triotic king has been effectively presented by Naikar before a large numberof readers eager to know about this almost un-known chapter of India's freedomstruggle.
NOTES
1. William Henry Hudson, An Introduction to the Study of Literature (1913;London: George G. Harrap, 1961), p. 136.
2. Walter Allen, The English Novel: A Short Critical History (1954; Middlesex,England: Penguin, 1962), p. 17.
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Morbid Morality: A Study of Tennessee Williams's Sweet Bird of Youth
ISHWARCHANRA PANDEY
TennesseeWilliams, one of the best known andmost con-T troversial dramatistsof America, is welcomed by the critics for his original talent and for his daringwill power to explore the dark areas of human desire and compulsion. His playshighlight the theme of rape, castration, cannibalism and desperately



troublesome, lonely, immoral and forgotten people. Sweet Bird of Youth (1959),a play of his later phase, is one of the most prominent plays dealing with thetheme of immorality. It presents fleshy corruption and crippled sensitive life. Itis the story of two fragmentary and bitter characters who live the mis-erablelives of hopelessness. Their lives are a struggle between real and ideal and theplay faces a crisis of identity. The Princess Kosmonopolis (pseudonym ofAlexandra Del Lago), a dissolute movie star and Chance Wayne a self-centredgigolo are close to each other at St. Cloud, a small Southern town on the Gulf ofMexico, Both have lost their charms and rhythms of life-one is an aging lady andhas lost her beauty and charm and the second is a desperate and spoilt person.
The major part of the play is set at St. Cloud. We see Chance and Princess sittingin a hotel, Royal Palms's bedroom in the opening scene of the play. On a finemorning, Chance comes to meet Princess with hope of getting a chance to enterthe beautiful world of the film industry. He is a "good-looking (15) "finest. nicest,sweetest," (49) young man of "twenty-nine years." (23) His aim is to find hischildhood's sweetheart Heavenly Finleys the daughter of Boss Finley, a localpolitician, and an established person in the film world.
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Boss Finely and his son Tom Finley Junior are figures of hate. Both are ready toavenge Chance who has infected Heav-enly with a venereal disease. Chanceneither knows about the in-fectious disease of Heavenly caused by him nor ofhis mother's death who was staying in the town. He couldn't get the message of



death of his mother because of the changed address. The church authoritiescremated her, and she was buried in their family graveyard.
Alexandra Del Lago, who is quite aged now, has been a suc-cessful film actressin the past. In her last premier of the film, she experienced herself the pale andwrinkled shadow of the old Alexandra. Now she is worried of the reality that herchief asset of youth has left her. On hearing the gossip of the people, she left thetheatre and has been travelling since the time of the pre-mier. Coming at St.Cloud, she met Chance at this hotel, where he has been working as a beach boy.Now both are fellow trav-ellers and Chance is attending all her physical andmental needs. Most of his time passes in bringing her oxygen to relieve short-ness of her breath and helping her in every way as a male nurse.
Though Chance stays with Princess, he thinks for his career in film world ofHollywood and his love for Heavenly humiliates him. He tapes Princess'sconversation to pin down her because he thinks that he has been given falsecontact of the movies. She is ignorant of his dubious motives and recounts herexperiences. Chance is very happy and tries to blackmail the Princess by askinga real contact of movies at the cost of the taped cassette. She denies to do sobut comes to know that Chance is hopelessly miscast in his aim of blackmailing.Now he doesn't want to de-bate about her but has no other way to accept.
After sometime, both share the same bed and Princess asks him the story of hispast life and family. Chance explains his handsomeness of infancy which madehim different from his family and generation. He has not enjoyed the companyof the right social circle. He has only craved to look more handsome in uniformand, therefore, has joined the Navy. But he was always afraid of death, and bypresenting a false certificate, he made himself free from the restrictions of thesoldiers and returned
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home. Except Heavenly Finley, nobody welcomed him after his return fromNavy, and she became the most lovable figure of his life.



Chance and Heavenly have been in love since their youthful days. Her father wasever against their relationship. Chance wanted to marry Heavenly for selectingthe political field of her father. She was faithful to Chance until she caughtinfection of his venereal disease.
Princess is very influenced by Chance's sincerity and offers to help him. Chanceproposes to organize a false beauty contest in which they (Heavenly and Chance)want to be winners and plan to grab a new film at the prize of contest. Thisproposal of Chance is turned down by Princess. Meanwhile, Boss Finley or-ganizes a political rally the same evening and the rival group ar-ranges thepeople to shout Heavenly's corruption for perplexing Boss Finley. He turns angryand wants to keep Chance far from the city and he decides to present Heavenlyon the stage for clearing the rumours. After her objection, she is threatened toface similar consequences for her lover Chance and he has to meet the samefate like Negro who was castrated after messing the white woman.
Once again, the next scene takes place at the hotel in a big rally. Chance goesthere with some of his old friends but their cold responses deeply hurt him. Hetoo sings a song but nobody joins him. Miss Lucy, Boss Finley's mistress, takespity on him and informs that her master intends to castrate him. But Chancedoesn't want to leave the place without Heavenly. Even he wants to see her fora while who is taken away by her father. Her father warns her to castrate him ifhe stays in the town but Chance does not care for his warning.
At last Chance telephones a Hollywood reporter and forces Princes to tell abouther discoveries to realize his reverie. But Princess does not respond properlyand talks only about herself Now, she is very much happy and realizes that hercomeback in movie is successful. She offers Chance the job of her companionwhich he refuses due to the fear of castration. He decides to re-
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pent for his sexual transgressions and the play ends with a self-illuminativestatement of Chance:



I don't ask for your pity, but just for your understanding-not even that-no. Justfor your recognition of me in you, and the enemy, time, in us all. (93)
In the play, Chance and Princess sell their youth for money. The loss of theirsweet bird of youth is like a blow of death for them. Both cannot rise above thecrushing disappointment. They are defcated by their high ambitions. ThePrincess has sold her eve-rything-heart, soul and body-for getting the topposition. She is a shameless opportunist, who picks up young men; uses themfor her sexual gratification, and then casts them away. Chance has whoredhimself and recalls his past as an act of good will:
I gave people more than I took. Middle-aged people I gave back a feeling ofyouth. Lonely girls? Understanding, appreciation. An absolutely convincing showof affection. Sad people, lost people something light and uplifting. (38)
Chance and Princess live in the world of illusions. Princess wan-ders in her daysof sweet youth and takes refuge from the bitter reality of life and enjoys thenourishing diet of sex, hashish and pure oxygen etc., while Chance wants to cashhis sound body be-fore it fades. She insists Chance to act up to her wishes. Sheshows claws when he tries to outsmart her and reminds him of dictating termsin their relationship but after some time says:
I want to help you. Believe me, not everybody wants to hurt every-body. I don'twant to hurt you, can you believe me? (41-42)
In her life, Princess has been too busy to climb up the ladder of Success forgetting a faithful soul mate. After a great success also, she couldn't win a singlepermanent-mate. "For Alexandra, sex is an end in itself, rather than as for D.H.Lawrence, a means for exploring the otherness of the other partner." Chancebe-slave any more. She offers him the role of a lap dog on a golden comes awareof the fact about her and refuses to be her sexual chain that Chance refuses ashe is fearful of castration. However, she too is aware of reality.
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The play is tragic in the sense that Chance, the protagonist, could not go to hishome again. His youth, the beautiful sweet bird-of-youth, is lost and he issexually dying. Chance, a per-verted creature, attempts in vain to reach his goaland Princess, devoid of human concerns, attains her goal in the most condem-nable and animalistic way. Princess lacks love and human warmth.



An intimate relationship is seen between ChanceWayne and Alexandra Del Lagoin the very beginning of the play as also the end of it. They use each other in theplay in their downward journey. On the other side, Heavenly is always loyal toChance. She opposes her father:
Don't give me your Voice of God speech, papa, there was a time when you couldhave saved me, by letting memarry a boy that was still young and clean, insteadyou drove him away. (53)
Once again we see the dramatist involved with an Oedipal situa tion in whichfather is prepared to destroy the life of his daugh ter. Here, a father is destroyingthe life of his daughter in the same way as a mother destroys the life of her sonin D.H. Law-rence's Sons and Lovers. The portrayal of Chance is very close toBirkin the phallic prophet in D.H. Lawrence's Women in Love. But "Birkin, likeChance, never ceases to proselytize 'the dark knowledge you can't have in yourhand.
Chance is himself responsible for his downfall. The whole town treats him as acriminal. When he states to Aunt Nonnie that everyone treats him as a criminal,she asks him to realize himself in his works:
Chance
Why does everyone treat me like a low criminal in the town I was born in?
Aunt Nonnie:
Ask yourself that question, ask your conscience that question.... You can't betrusted. (61
Chance has different faces for different people and he has differ ent rolesthroughout the play: "Chance is an actor, obviously as-suming various rolesthroughout the play-son, blackmailer, lover, young romantic with Aunt Nonnie,sophisticate in St. cloud and at the bar, and finally Fatalist, appealing to the audi-
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ence for understanding He exhibits self- destructive tenden-cies and accepts hiscastration He is a combination of cheap values and has no real worth. In hispersonality, we find a vol-cano of hatred. His relationship with Princess isshameful which creates hatred in audience; they don't sympathize with him on



his castration Though he is himself an evil, he has great love for Heavenly. Hetells Tom: "I know I've done many wrong things in life, many more than I canname or number, but swear I never burt Heavenly in my life." (77) Again, hedescribes his love for Heavenly to Miss Lucy: "Don't ask me her name. I respecther too much to speak her name at this table." (70) But Chance's love for hisyouthful relationship is not Williamsian; it is defi-nitely Lawrentian who carriesthe naked photograph of Heavenly when she was fifteen:
This is a flashlight photo I took of her, nude, one night on Dia-mond Key, whichis a little sandbar about half a mile offshore which is under water at high tide.This was taken with the tide coming in... This was her at fifteen. (40)
Chance's sinful past becomes the tool of his castration. He is the same kind ofsinful creature as Val Xavier in Orpheus Descend-ing. He represents the lostinnocence, which can never be re-gained. But he differs from Val in the sensethat if Heavenly's father had agreed, they would have been married a long timeago. He and Boss Finley are the opposite sides of the same coin. Chance becomesvictim of the sex envy because of the uncon-scious feelings Boss Finley harboursfor his beautiful daughter who reminds him of his dead wife. Williams describeshim:
It's important not to think of his attitude toward her in the terms of crudelyconscious incestuous feeling, but just in the natural terms of almost any agingfather's feeling for a beautiful young daughter who reminds him of dead wifethat he desired intensely when she was the age of his daughter. (52)
Here, Signi Falk presents the same point of view, "This ageing politician watcheshis beautiful daughter with the same lust he had felt for her mother, at the sameage when he had desired her so intensely."
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Boss Finley is a symbol of hatred and fascism in the play. His image is not lessthan a monster who wants to use his own daughter for his political purposes.He cares less for her life by curing her from sexual disease caused by Chance butis more interested to castrate Chance for causing her infection: "Boss Finley



desires his own daughter, an incestuous motif which re-flects Freud'sassociation of ineest with anarchy. Himself impo-tent, or so it seems, he urgeshis daughter into a relationship which will serve his political purposes. She,meanwhile, has contracted venereal disease from her lover and is incapable ofbearing children while that lover is himself emasculated, at Boss Finley'scommand, on Easter Sunday.
The play mirrors a universe of inferno. In the end, as Gerald Weals observes:"Alexandra and Chance, for whom the loss has made desperate," become fellowtravellers in their journey to hell. Both share moments of life and feel that timeis running fast. Like Val and Sebastian, Chance is an artist who attaches himselfto an older lady. He also infects Heavenly whose cure requires removal of uterus,a kind of castration. She is unable to be a mother and to have a happy marriedlife. Therefore, his punishment like Sebastian Venable in Suddenly Last Summerfits his crime.
The study of the play highlights a long tale of destruction in forms of impotence,sterility, frigidity and castration of major characters. George Niesen observes:"Indeed the entire play is one of destruction, castration, and impotence. BossFinley disen-franchises voters. He is responsible for the Negro's castration andis more at fault than Chance for Heavenly's sterility.
Still, the Princess and Chance are alive at the end of the play though alone,powerless, and futureless.
Chance and Princess have surrendered and atoned for their sins. The greatestpunishment in life is that they will never be capable to enjoy a family life. Chancesuffers more than Heav-enly and Princess. But Williams is a dedicatedexistentialist phi-losopher who perceives his characters in light of his insightsand values and tests them at the touchstone of reality of life. His
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characters are sufferers as they deviate from the realistic bond of life and humanvalues.
NOTES
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BOOK REVIEWS
O.P. Mathur, New Critical Approaches to Indian English Fic-tion, New Delhi:Sarup and Sons, 2001, 146 pp. Rs. 300.
New Critical Approaches to Indian English Fiction by O.P.Mathur contains fifteenpapers on eminent modern and contem-porary writers of Indian English fictionand one article on a piece of writing by some critic that had appeared in The



Hindustan Times on 29 August 1982. The book as a whole displays matur-ity ofcritical judgement, vast learning and full command of the critical idiomcharacterized by compactness and mot juste.
The most important aspect of Mathur's criticism is that he concentrates on aclose reading of the texts and comes out with new interpretations that had gonegenerally unnoticed. For him the valve that opens into the deep levels ofmeaning is the sym-bolism employed by the writer The leading symbols maycome from Nature, Indian mythology or Indian philosophy and relig-ion.
Anand's Two Leaves and a Bud has been shown to be much more that a realisticnovel about the sufferings of workers in the tea gardens of Assam. The title ofthe novel suggests not only the mighty trident of Lord Shiva but also the three-pronged arrows of love, the charm of nature, and the strength and the hope ofre-newal "that enervates the hearts of men and women." (2) Taking intoconsideration the chief women characters in R.K. Narayan's The Dark Room, TheGuide and The Painter of Signs, Mathur explains how the mythologicalarchetypes of Sita, Urvashi and Amba in the legend of Bhishma and Santanu areinvoked in or-der to "trace the roots of the present in the past of traditions andbeliefs." (7) "The Guide: The Novel and the Film" not only fills a gap in Narayancriticism but is also a fine specimen of cultural studies. Mathur compares thenovel with the film Guide directed by Tad Danielewski in English and by VijayAnand in Hindi. He
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shows how some of the changes made by the directors are justi-fied but othersintended to serve commercial gains are flashy and theatrical and miss the finereffects of Narayan's prose narra-tive. Thus the film "is not so much a version asa 'conversion"" of the novel (17).



In the three articles on Arun Joshi that follow, Mathur finds his true ambience.He explores the fiction of Joshi deeply in or-der to reveal this novelist'sinspiration in the philosophy of the Gita. I admire the learned critic's use of theoriginal Sanskrit sources, when most scholars and novelists depend entirely onEnglish translations. The third paper presents a well-researched study of"Imagery and Symbols in the Novels of Arun Joshi" in twenty-two pages. A leadhad been given to this kind of analysis by Caroline S. Spurgeon, but her studiesof Shakespeare's plays are static and depend on statistical calculations. On theother hand, Mathur presents a flowchart of imagery as it changes sym-pathetically with the movement of the theme. For example, as Sindi in TheForeigner proceeds from the state of confusion to that of enlightenment, theinitial image of a cheap distorting mir-tor is replaced by symbols of clarity andprofundity.
Neither Rushdie's Shame nor Rohinton Mistry's A Fine Bal-ance exhausts itsthemes by being treated as a story of gruesome reality in two different historicalmoments and locales, Below the surface of the first, we must discover throughthe fresh per-spective of the filter of horror "the basic reality, the quintessen-tial spirit of Pakistan"; and in the second, we must discover the panorama ofchange and permanence beyond the despair caused by the Emergency, afterthe achievements and miseries of which have been weighed in the fine balanceof the novelist's percep-tion.
There are two articles concerned with Amitav Ghosh's The Shadow Lines. Thefirst discusses, with a profoundly cosmo-politan approach, what may be calledthe intimations of immor-tality, the reality of spiritual strength and noble self-sacrifice. while the other explores the Indianness of this Indian novel in English.
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In Paper 11, Mathur creates a strikingly new effect out of a familiar approach,namely comparative study. Using the method as a strategy he shows how thetreatment of sex leads D.H. Law-rence in Lady Chatterley's Lover to the highestvision of human desire and fulfillment, while Khushwant Singh's writing in The



Company of Women descends to the level of pornography which provokes.titillates and even tills with disgust. There is, however, a mitigating element inKhushwant Singh's novel which must not be ignored, in the interplay of heredityand environment in the character of the protagonist." (111)
The next article deals with the complex vision of Arundhanti Roy. Through hersymbolism, which covers both the natural set-ting and characters, in The God ofSmall Things she invokes the workings of Divine Providence which lets smallthings suffer and also assume a supernatural dimension. It must have been feltby the readers of Interpreter of Maladies that like Jane Austen (on a broadercanvas) Jhumpa Lahiri is an artist in miniature but it was for Mathur to analyzethe small acts of omission and commission for their importance in the schemeof the story. La-hiri makes small unselfconscious gestures to carry a lot of cross-cultural meanings. The first title of Mathur's article, 'Meaningful Whispers,' isitself highly significant.
Coming to The Great Indian Novel, we know that its alle-gorical implications,view of Indian culture and character and narrative technique have beendiscussed by scholars. Mathur in his paper draws our attention to a cardinalelement present in the Hindu way of life which underlies the various segmentsof In-dian reality represented in The Great Indian Novel. Thus, Mathurelaborates on the element of tolerance which is suggested rather than explicitlyfictionalized in the novel. With the help of suit-able excerpts from the novel, heargues that tolerance emerges from the story as a positive and fundamentalconcept of Dharma.
It is to be welcomed thatMathur has devoted one article to the work of two newwriters, Anand and Ranu Khare. Their method of gaining prominence has,probably, overshot its mark but there is no gainsaying that their work representsa humanistie purpose which is well served by their imaginative utilization of
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the latest ideas in science, technology and psychology of desire. Mathur hasexamined the three novels that comprise Passion's Creation. There is a passingreference to the other works of the Khare couple, including their poetry.



The general stance of Mathur as a critic is that of a benevo-Jent judge: he seeksto discover and bring out the positive ele-ment in a writer without condoningthe serious lapses or without forsaking high seriousness. This will be clear to anyone who reads the articles discussed so far. Still, lesi we overlook his ear-nestness in evaluation, we must turn to the last piece in the book entitled,'Sharply Speaking.' The object under scrutiny is an arti-cle published in TheHindustan Times of August 29, 1982 in which the writer had cried down thewhole "Anglo-Indian World" and advanced the thesis that the Indo-Angliannovels published upto 1947-48 were superior to those that appeared af-ter1948. Mathur chooses to formulate a hard-hitting reply: both the pointsmentioned above are demolished by advancing factual evidence and theposition of the author of that article is shown to be ridiculous and Gilbertian.
There is no doubt that a fresh intellectual wind blows through the pages of thisbook. It is not only a solid achievement in responsible criticism, it also opens upnew avenues for critical practice and interpretation. The book is anindispensable addition to our scholarship in Indian fiction in English.
Varanasi
R.S. SHARMA
M.K. Naik and Shyamala A. Narayan, Indian English Lit-erature 1980-2000: ACritical Survey, Delhi: Pencraft Interna-tional, 2001, 303 pp. Rs. 495 (Hb), Rs. 350(Pb).
"Indian English Literature began as an interesting by-product of an eventfulencounter in the late eighteenth century between a vigorous and enterprisingBritain and a stagnant and chaotic In-dia, and is now nearly two hundred yearsold. It is a literature written originally in English by authors Indian by birth,ancestry or nationality Sahitya Akademí has accepted 'Indian English Literature'as the most suitable appellation for this body of writ-
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ing," says the blurb of an earlier book by M.K. Naik, namely, A History of IndianEnglish Literature, 1982 (New Delhi: Sahitya Akademi, 1999), which has beenreprinted five times and con-tinues to be in print still, to which the book underreview is a se-quel. The earlier book, while tracing the growth of Indian Eng-lish



literature from the beginning, quotes Kamala Das's answer to those who thenhad questioned the very raison d'être of this body of literature:
Don't write in English, they said, English is not your mother-tongue. Why notleave Me alone, critics, friends, visiting cousins, Every one of you? Why not letme speak in Any language I like? The language I speak Becomes mine, itsdistortions, its queernesses, All mine, mine alone. It is half English, half Indian,funny perhaps, but it is honest, It is an human as I am human.
It voices my joys, my longings, my hopes. It Is human speech, the speech of themind that is Here and not there, a mind that sees and hears and Iş aware. (290-91)
Indian English literature was not yet "settled" then. Despite vari-ous literaryforecasts predicting the early demise of this litera-ture, Henry Derozio, the "firstIndian English poet" shared his optimism with the students of Hindu College,Calcutta, in the early years of the nineteenth century:
I see
Fame in the mirror of futurity, Weaving the chaplets you are yet to gain. (291)
The earlier book concludes on this hopeful note and the last two decades haveseen not only the survival but also a great prolif-eration of quality Indian Englishliterature. Hence the need for a sequel to the earlier book!
With the publication of Salman Rushdie's Midnight's Chil-dren in 1981, a "newera had dawned in Indian English litera-ture." Not only that, The New YorkReview of Books claimed it as
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one of "the most important novels to come out of the English-speaking world inthis generation." Therefore, the book under review considers the Rushdie booka landmark and a reference for all Indian English literature after that. point of



However, the first chapter of the book "The Lie of the Land" goes back a littleand traces the scenario since the 1971 war, "the first major war won by theIndian nation since Inde-pendence" to the dawn of the new millennium. Theprogress and prosperity of early Seventies include the 1974 atomic explosion byIndia, which put it on the nuclear map of the world. But on the political front thelatter half of the Seventies saw the dark pe-riod of declaration of Emergency in1975 and the suspension of fundamental rights, which eventually led to an eraof coalition governments and emergence of various regional parties in India.Assassination of two Prime Ministers-Indira Gandhi in 1984 and Rajiv Gandhi in1991-tells us the tale of terrorism which continues to haunt India still. Issuessuch as the opening up of economy in the Nineties, the menace of black moneyand cor-ruption, religious fundamentalism, "increasing corrosion of val-ues inthe Indian middle-class" are some of the continuing con-cems of the times. Thechapter notes India's achievements in the area of information technology,internet economy and cyber culture. On the literary scene, emergence of themarginalized groups such as dalits and women are specifically discussed. Apartfrom all this, "the leaders of the new fiction have mostly been a part of Indiandiaspora," which incorporates significant modern western literary movementslike postmodernism and magic realism.
Apart from this introductory chapter, the book contains four chapters on fiction,out of which one each deals with women novelists and the short story; three onpoetry, out of which one is devoted to women's poetry. Then, there is a chaptereach on drama and prose, apart from the concluding one.
"Twilight of the OldMasters: The Novel-l" serves as a bridge between the earlierand latter writings of masters like Mulk Raj Anand, R.K. Narayan, Raja Rao-thebig three and others like Manohar Malgonkar, Khushwant Singh, S. Menon
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Marath, K.A. Abbas, Arun Joshi, Chaman Nabal, Ruskin Bond, Timeri Murari,Victor Anant, Ahmad Ali, Raj Gill, Pratap Sharma, Romen Basu and variousothers. "Midnight's Children's Children: The Novel II" deals with what is termedas "new" fic. tion which has been published by "prestigious firms on both sidesof the Atlantic." This indicates "the ready acceptance of Indian English literatureabroad now," both in terms of quality and money paid to the writers. Writers



such as Vikram Seth, Arundhati Roy stand out in terms of advance money paidto them for their novels. Salman Rushdie, Amitav Ghosh and Amit Chaudhari aresome of many names who have left their mark on the Indian literary sceneforever. This chapter devotes an exclu-sive section to Rushdie, while talking of"Other Practitioners of Magic Realism" such as Amitav Ghosh, Shashi Tharoor,Boman Desai, Farrukh Dhondy, G.J.V. Prasad, Indrajit Hazra, Mukul Kesavan,Vikram Chandra, Makarand Paranjape, Kiran Nagarkar and Randhir Khare. In thesection on the "novel of social real-ism," one finds names such as Vikram Seth,Rohinton Mistry, Alan Sealy. Upamanyu Chatterjee, Anurag Mathur, Ranga Raoand others.
Borrowing from Virginia Woolf, "A Room of their Own: Women Novelists"categorizes women's writings under various heads. The section on the "OldNovelists" discusses the later works of Kamala Markandaya, Jai Nimbkar,Jhabvala, Anita De-sai, Nayantara Sahgal and a few other writers. The sectionon the "Domestic Novel" clarifies that it is "not necessary to be awoman towritea domestic novel: Bhabhani Bhattacharya, for instance, wrote five women-centred novels." Later works of Shashi Deshpande, and works of younger writerslike Raji Nara-simhan, Anjana Appachana, Mrinal Pande, Githa Hariharan findplace for discussion here. Besides, the first novels of writers such as Indu K.Mollah, Befinder Dhanoa, Zai Whitaker and her elder sister Shama Futehallymake their impressive debut mention in this section. Interestingly, the works ofSuniti Namjoshi. Anuradha Marwah Roy, Nina Sibal and Chitra Banerjee Divakaruni are categorised as the novels of "magic realism." Then there are sectionson what are called the "Campus Novel." The
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"Regional Fiction" (which discusses the works of no less a per-son thanArundhati Roy among those of the others), the "Other Novelists" (perhaps, thewriters who defy categorization) and then "Diasporic Writings." Granting thefact that all categoriza-tion is for the sake of convenience and various categoriestend to overlap, putting Arundhati Roy in the "regional" category makes hernovel rather a work of limited appeal. Or, how would one deal with Bharati



Mukherjee who refuses to be considered as an Indian writer and a part of IndianEnglish literature? She asserts that she contributes to the literary scene of thecountry of her adoption.
The two chapters on Indian English poetry reaffirm the rele-vance of poetry intoday's world despite various hardships the practitioners of the art talk about.Keki N. Daruwalla laments that it is difficult to get poetry published as there isa dearth of poetry readers, but the scene in the last twenty years has not beenall that bad. Apart from the well known names such as Nissim Ezekiel, DomMoraes, A.K. Ramanujan, Gieve Patel, K.N. Daruwalla, Shiv K. Kumar, JayantMahapatra, Keshav Malik and Pradip Sen, the new entrants to the scene arepoets like H.K. Kaul who find place in the first of the two chapters on poetry.More recent poets find place in the second chapter.
The chapter on women's poetry laments that only "less than half a dozen seniorwomen poets have continued to write." But then, the "new" poets such asEunice de Souza, Tara Patel, Kavita Ezekiel, Imtiaz Dharker, Charmayne D'Souza,Melanie Silgardo, Menka Shivdasani and Mukta Sambrani (all "Bombay Poets"),Sunita Jain, Meena Alexander, Vasantha Surya, Lak-shmi Kannan, Sujata Bhatt,Debjani Chatterjee, Rukmini Bhaya Nair, Rachna Joshi and a host of others amplycompensate for the "dearth" and emerge with a voice of their own.
The "drama scene" in Indian English literature remains lean and still looks up tothe earlier practitioners like Girish Karnad, whose later plays enrich the fielddespite the lack of "opportunity of actual stage performance." However,promising playwrights such as Mahesh Dattani andManjula Padmanabhan keepthe flag high. Naik observes that the "sad Cinderella of Indian English
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literature from the beginning, drama remains its Cinderella still, waiting for herprince."
The book under review has a chapter each on the genres of short story and prosealso, which are usually neglected in the collections of essays on Indian Englishliterature. Apart from these two, the most important and useful inclusion in thebook is the bibliography at the end of the book.While themain body of the book



takes care of the primary works, this list focuses on the secondary material,including bibliographies and research aids, bibliographies of individual authors,anthologies of creative writing, books an postcolonial theory and studies ofEnglish in India, collections of critical essays and also studies of individualauthors. Shyamala A. Narayan surely has done extensive re-search for thiscompilation. This is certainly a valuable contribu-tion to the study of IndianEnglish literature-useful for both the scholar and the layman alike.
In addition to that, the book has been brought out very well and is delightfullyfree from editorial lapses. But the index at the end of the book is rather limitedand incomplete. Since it is an important site for dissemination of information, acomprehensive index is always handy. Here, for example, an important entrylikeMidnight's Children is missing, while the book not only dis-cusses it at lengthbut also regards it a watershed in the field of Indian English literature. The nextedition of the book needs to take care of that. In any case, the book remains animportant and useful survey of the last two decades of the last century and a"must" for the student of Indian English literature.
University of Delhi
VIJAY K. SHARMA
Bijay Kumar Das, Shiv K. Kumar as a Post-Colonial Poet. Atlantic, New Delhi,2001. 133pp. Rs 295.
Bijay Kumar Das, an eminent critic of Indian English literature, deserves a pat onhis back for the wonderful job he has done in giving us a fine, perceptive criticalassessment of Shiv K. Kumar as a postcolonial poet. Shiv K. Kumar who receivedthe Sahitya
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Akademi (National Academy of Letters) award was also a dis-tinguishedProfessor of English, had several stints abroad, a Fellow of the Royal Society ofLiterature of United Kingdom, and like Eliot whose influence can be discerned inKumar's po-etry in echoes, resonance and reverberations, Kumar has broughtto bear his enormous learning on his poetry which is generally jerse, measured,



diverse and clinically precise. It is not an easy task to sum up the achievementof a poet of Kumar's stature.
In addition to a short Preface the book contains an Introduc-tion, four chapters,Conclusion, Bibliography and a Postscript. In the Preface, Das tells us the reasonfor writing the book: "Having thoroughly enjoyed his poetry, I would like to sharesome of my ideas with the readers" (v). In the Introduction, Das gives us shortcritical overview of the poet and his poetry. He starts with the conviction thatShiv K. Kumar, "an academic turned poet has few peers but not many equalsamong postcolonial poets in In-dian English literature" (1), and proceeds tojustify this claim. Postcolonialism is a "state of consciousness" and Kumar, weare told, right from the beginning of his career is in search of truth and his poetryseeks to come to terms with reality in terms of Kumar's growing perception oflife. In "The Making of the Poet" we are told how Kumar's first book of verse,Articulate Silences (1970) confronts life in the raw, tells us of the sufferings ofthe teeming multitude and, in consequence, does not sing the glory of the pastbut focuses on the agony of the present. In this very first collection it becameclear that Kumar was determined to distil and transform felt experience andlived emotions into verbal artefacts. The poems become, by and large,profoundly autobiographical and not infrequently confessional.
Kumar's second book, Cobwebs in the Sun (1974), rein-forces the theme of lovealready introduced in the first book. Like Eliot's The Waste Land where one ofthe major themes is the death of love and the love of death, Kumar's poemsrecord different kinds of failures in love including failures of marital love onaccount of the physical incapacity on the part of the lover.

224
Indian Journal of English Studies
The third book, Subterfuges (1976) contains a number of love poems in the samemode and Kumar, Like Eliot, sees woman as an instrument of moral corruptionand voluptuous-ness. The third chapter begins with a discussion of Kumar'sfourth book of verse, Woodpeckers (1979) where in addition to the theme oflove frustrated, tortured, unfulfilled--a new de-velopment is discerned inKumar's strong preoccupation with death. The fourth chapter examines Kumar'stechnique and con-firms Kumar's own statement: "Ironic perception or irony as



a mode of perception is there in all my poems" (68). Das goes on to show withillustrative references how imagery forms an inte-gral part of Kumar's techniqueof poetry and shows how Kumar's imagery culled from different walks of life hasan un-mistakable postcolonial orientation. In course of his discussion of Kumar'sfunctional imagery, Das calls attention to the striking affinities of Kumar in thisrespect with poets as widely different as Eliot and Kamala Das. Das thinks, andrightly, that "Kumar being a Professor of English brings all his knowledge ofEnglish literature and literatures in English (including American litera-ture) intothe realm of his poetry. Thus his poetry becomes vi-brant and enjoyable" (87).The fifth chapter brings us back to the title of the book and examines the poetryof Kumar from a post-colonial perspective with the intention "to place Shiv K.Kumar on the map of postcolonial poetry in the global context in the light of hisachievements as a postcolonial Indian English poet" (88). Das has done this jobextremely well. Starting with the ba-sic premise that "postcolonial literature(poetry included) is the result of the interaction between imperial design andnational culture on the one hand and 'imperial language and local experi-ence'on the other" (95) Das shows how Kumar's poetry abun-dantly fulfils thiscondition in his choice of themes, treatment of them and the techniqueemployed. Das arrives at the intellectual conviction that the "themes of East-West encounter, hybridity, resistance to the former coloniser, and above all theIndian Eng-lish idiom give his poetry a distinct identity, called postcolonial poetryin the recent critical parlance" (103). Das in the conclud-ing section of his bookneatly sums up the distinctive features of
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Kumar's poetry-"a repository of knowledge derived from expe-rience andintuition" (109) and charts out the course of develop-ment of his poetry andconcludes: "Kumar's poetry which began in pain and moved in passion hasbecome a tragic affirmation of life. This is an achievement that has not beenequaled by many postcolonial poets in our time" (116).
The book also provides a good bibliography which any re-searcher will find quiteuseful. In the short "Postscript" that fol-lows the Bibliography, Das offers a



review of Kumar's forth-coming book, LosingMyWay which further strengthensthe po-sition of Kumar as a postcolonial poet.
Bijay Kumar Das has really done a good job. Just in course of 133 pages he hasopened up before us the fascinating world of Shiv K. Kumar's poetry, hasidentified all his special features and has finally placed him in the context ofglobal postcolonial literature. Das carries his scholarship lightly and the book,though concerned with difficult theoretical issues, is lucid and eminentlyreadable. More so, because of copious quotations from Kumar's poetry given insupport of his critical utterances. The book is a valuable contribution topostcolonial Indian English criticism in general and Kumar scholarship inparticular. I am sure both the scholars and the general lovers of Indian Englishpoetry will find this book useful and interesting.
Burdwan University
MOHIT K. RAY
Louis Menezes and Ignatius Menezes, ed. The Cradle of My Dreams: SelectedWritings of Armando Menezes (1902-1983).
Chennai. 278 pp.
The Cradle of My Dreams is much awaited commemoration vol-ume offeringglimpses of the varied aspects of an Indian English romantic poet, delightfulprose writer, able translator, popular teacher, educationist, a great patriot, apious Christian and a pil-grim. The cover design displays a portable Remingtontype-writer, the only material possession that happened to be a means ofarticulation of Arnando Menezes' vision of life.
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Armando Menezes was a romantic poet and a contemporary of Tagore, SriAurobindo, Sarojini Naidu and Harindranath Chattopadhyaya. Sri Aurobindodescribed him as "one of the few Indians who really can write English poetry:poetry that will ap-peal even to the English, who have so far looked askance atthe efforts of most Indian poets" (blurb). The first and substantial section of thepresent volume contains a selection of his poems written from 1933 to 1971,their themes ranging from the beauty of human life to that of Nation, Natureand God. Though in-spired and influenced by the British romantic poetry,



Armando Menezes has retained his distinctive individual stamp in his po-etry.The rhyme, rhythm, the flight of imagination, the tender-ness of his feelings andthe musicality of his language are amply evident in his poems. Like a mystic,Armando Menezes wants to be part of the divine design by converting his painand agony into delight and ecstasy:
Crush me in your ruthless wheels Infinite Pain!
Let me feel, Love, how it feels To be your cane
Cut me till the hardened rind Is peeled from me, Press me till my fibrous mindKnows ecstasy
Ready to be sweet and white Pure and free-Turning to the world's delight Myagony.
In addition to being a poet, Armando Menezes was an able translator. HisChristían piety and mastery of the Biblical lan-guage enabled him to completethe monumental task of translat-ing the Virasaiva scripture, Sunya Sampadanein five volumes in collaboration with S.C. Nandimath, R.C. Hiremath, S.S. Bhus-nurmath, M.S. Sunkapur and the vacanas of Siddharama. Basa-vanna andAkkamahadevi in collaboration with S.M. Angadi. The four poems included inthe section "From the Mystics" show
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ArmandoMenezes' interest in translation and cross-cultural re-sponse to mysticexperience. It is rather unfortunate that the pо-etry (as also the prose works) ofArmando Menezes was ne-glected by Indian English critics partly because oflack of proper distribution of his works by small and private publishers and partlybecause of the parochialism and groupism of critics .



The second and equally substantial section of the volume contains selectedpieces of Armando Menezes' prose. Through these essays Armando Menezesemerges as a great lover of Na-ture in general, Goa in particular which is thecradle of his dreams and of Konkani language. His identification with Goaenables him to define a Goan's dream. "For the cradle of a Goan's dream is notin Goa only, in the Goa he knows or thinks he knows. That is why the Goan maybe alien in his own home-land; and also why the Goan exile is at homeeverywhere." The essays included in "The Motherland" section show his viewson the humanism of Mahatma Gandhi, national integration and de-mocracy.The section, "The Story of My Education" contains es-says dealing with histeaching career at Rajaram college of Kol-hapur and Karnatak college of Dharwarand his educational en-gagement with the establishment of the prestigiousKarnatak University at Dharwar. The essays in "Some Eminent Goans" of-ferbrief but delightful biographical sketches of Goans like Fran-cisco Luis Gomes,Tristao de Braganca Cunha, Leopoldo Gama etc. and throw light on the historyand mystery of Goa, a land af-fected by Portuguese and Indian cultures.
The articles in the section, "Tributes down the Years," con-tain the views andopinions by the members of his family as well as by his friends, admirers andstudents about his multilingual scholarship, sense of humour, rare humanism,artistic sensibility, and Spartan simplicity. "Milestones" records the importantevents of Armando Menezes' life. The bibliography of all his works including themiscellaneous poems, speeches, radio talks and critical articles is of great helpto the diligent researcher. It is high time for Indian English critics to take a seriousnote of this significant writer who has been unduly neglected by them.
Karnatak University, Dharwad
BASAVARAJ NAIKAR
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Chhote Lal Khatri, Kargil: An Anthology of Poems. Patna: Cyber, 42 pp. 2000. Rs.50.
Hegel said that war would awaken the patriotic feeling among the people of anycountry and unite themby enabling them to forget theirminor difference amongthemselves. Quite in tune with Hegelian opinion, the Kargil war between Indiaand Paki-stan has awakened the patriotism and unity of Indians in spite of their



conflicting interest. It is a matter of pleasure to note that the young poets ofIndia like Chhote Lal Khatri have responded to the disturbing event at Kargil andarticulated their deep-seated patriotism. Khatri has rightly dedicated the slimanthology to the Veer Jawans of Kargil. In one of the poems, the poet offers hissalutations to the heroic soldiers of India:
Veer Jawans of Kargil salute to you
Who have reduced enemy's pride to nill
Before whom the enemy says new mew
While crawling in the caves, fleeing from the hill.
In another poem, Khatri deplores the proxy war and hypocrisy of the Pakistanis.Although Kargil war is to be the immediate point of reference, the poet extendsthemeaning of the situation from the political to the universal, ethical and everyday experiences of life. Apart from the Kargil war, the themes of the poems inthe anthology range from the cosmic and mythological to the con-temporaryand the style ranges from the ironical to the spiritual. from the affirmative tothe interrogative. In "The Poet's Com-mitment" the poet affirms that
Swear, I won't keep mum Mortgage my tongue Or wag my tail.
Khatri's poems in this slim anthology hold a mirror to his fine sensibility andcontemporary consciousness. With a rigorous dis-cipline, he is sure to emergeas a significant poet in future. My best wishes go with him.
Karnatak University, Dharwad
BASAVARAJ NAIKAR229
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Amar Nath Prasad, ed., Indian Writing in English: Critical Explorations. Sarup,Delhi. 288 pp. Rs 600
The present book contains 24 illuminating essays by eminent teachers andscholars including O.P. Bhatnagar, R.S. Pathak, Ba-savaraj Naikar, JaydeepSarangi, Dushyant B. Nimavat, G.S. Jha, Indrani Acharya, to name just a few. O.P.Bhatnagar's essay "East-West Encounter in Indian Poetry in English" studies theencounter as a happy cross-fertilization. He says: "Indian poetry in English is a



poetry of encounter. The encounter is not merely with language but with all thecontent of religion, culture, values, thoughts and attitudes which it unfolds aschallenge to our sensi-bilities." He pleads for the regional writing and itsincorporation into the national stream. He considers it a step towards nationalintegration.
The article by the editor Amar Nath Prasad is on ironic re-versals in The Guideby R.K. Narayan. He has rightly observed: "Right from the beginning up to theend, the novel rings the note of contrast and affinity, romance and realism. Andirony height-ens the effect of these confrontations going on in the charactersand situations and sometimes in the core of the heart of the pro-tagonist." R.S.Pathak beautifully analyses feminine sensibility in Anita Desai's novels. AnitaDesai has rightly been called the Virginia Woolf of Indian English fiction. He says:"Desai's nov-els give an expression to the long-smothered wail of a laceratedpsyche. They tell the harrowing tale of blunted human relation-ship."
The third section deals with drama. Basavaraj Naikar pres-ents a throughanalysis of Mohan Rakesh's famous play Halfway House. He has rightlyobserved: "Halfway House may be de-scribed as an existential play in the Indiancontext." He also says: "But there is a difference between the European existen-tialism and the so-called Indian existentialism. The European existentialistpredicament was the result of a metaphysical angst caused by the loss of faithin God. The existential dilemmas of the Indians are mostly social, economic andmoral rather than metaphysical."
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The book throws light on some new areas of fictional tech-nique. S.P. Swain hastraced the use of stream of consciousness technique in some of Indian Englishnovels. He finds its use in The Untouchable. He quotes passages from it. Thenhe discusses its use in R.K. Narayan's The Dark Room. It is Anita Desai who hasused this technique extensively and elegantly. Then he finds its partial use inShashi Deshpande.



The foreword, written by O.P. Bhatnagar, contains some valuable suggestionsfor the promotion of Indian English writ-ing. "The slavery associated with Englishcan be overcome bymaking it serve as a tool of our needs and practice." He says:"Basically I am of the opinion that the whole English literature syllabus shouldbe restructured by prescribing more of Indian lit-erary masterpieces in Englishwith selective British masterpieces to contest the British hegemony of literarytastes and judgement. Fifty years of independence should be enough for theIndian academic to free itself from the belief that there is no match to Britishliterature in the world." In fine, the book by Amar Nath Prasad makes a valuablecontribution to the world of Indian English writing.
J.P. University, Chapra
U.S. RUKHAIYAR
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A Glimpse into Some New Publications
Mithilesh Kumar Pandey (Hindu P.G. College, Ghazipur), Studies inContemporary Literature (Anmol Publication, New Delhi, 2002).A collection of nineteen scholarly essays on contemporarypoetry, fic-tion and drama. Divided into two sections, the volume deals with thecommonwealth writers like Nissim Ezekiel, A.K. Ramanujan, Jayant Mahapatra,Kamala Das, Bharati Mukherjee, Margaret Atwood and Arundhati Roy, andBritish and American contemporary authors like Donald Davie, R. W. Emerson,



T. Williams and Arthur Miller from dif-ferent angles. The volume opens up freshvistas of critical inquiry and interpretation in respect of contemporary literaturein English.
Aroonima Sidha (C.M. College, Darbhanga), The Chaos of Experi-ence andKingsley Amis (Janaki Prakashan, Patna, 2002).Kingsley Amis is one of the most significant novelists.He was awarded the prestigious Booker Prize for his novel The Old Devils in1985. The study argues that Amis's novels present a panoramic view of the soci-ety he lived in. He exposes the hollowness, the pretensions, the foibles, andabsurdities of life and conveys the view that wisdom lies in ac-cepting comicallythe world of incongruous and disparate experiences.
Rosy Misra (Jabalpur) The Fiction of Nathaniel Hawthorne: A Study in the Themeof Morality (Prestige, forthcoming).The book breaks new grounds in the corpus of Americanfiction. Going through Hawthorne's fiction, one notices that his treatment ofmorality is comparable to that of John Milton. Since all human beings are freeto act according to their own conscience the virtuous must be rewarded and theevil punished. The author takes up the traditional charge against Hawthornethat he is pessimistic and argues that he is not pessimist as far as the realm ofhis writing is concerned.Suman Bala (S.B.S. College, University of Delhi), V.S. Naipaul: A LiteraryTribute to the Nobel Laureate (Khosla Publishing House, New Delhi, 2003). Rs.500. V.S. Naipaul is one of the best-known English novelists of the moderntimes; his popularity reached its zenith when he received the Nobel Prize forliterature last year. Naipaul has been appreciated immensely both by critics andreaders. He has been hailed as one of the greatest living writers in the Englishlanguage, one who is an adept craftsman and master storyteller. The volume, acollection of recent essays on his writing, aims at paying the fittest literarytribute to the Nobel Laureate.Creative Writing
AN INVITATION
With apologies to Mr. Prufrock
Oh comemy love then let us go And have a coffee cup or two. The lecture's dull,and I am bored, A steaming sip, I'd be restored. Besides, 'twere sin to wasteaway So fresh, so bright, so crisp a day. And when we are passing through thegarden. I'll pluck a rose-I know the warden-And plant it in your raven hair. Howyou will blush and smile, I swear! Why must you falter? Be more steady. How oftI've told you this already.What, if the boys are rowdy there?What if they gossip,



wink and leer? We surely do not live to please them? If I were you, I'd rathertease them. For well I know when they see a belle With another lad, they roastin hell. Then good, my girl, do not refuse But let's be off to the coffeehouse.
VINOD SENA University of Delhi
WON AND LOST
"Does the imagination dwell the most Upon a woman won or woman lost?" Buthere's a different case, so sad, so shocking, In the twentieth circle of Christianhell.
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What of the woman won and lost? You saw all the signs of good rain Her cloudwas heavy with thirst And positive power to receive The passion's primal burst.
Her hiding was the most revealing The averted face's crafty smile, The headyperspiration held in check, And desire swirling like a whirling pool,
Then you fail to meet your death, To rise to the occasion, to, to... To let thewaters race and plunge Turn, return, and foam and fuse.



O tragedy of the over-subtle thought That nipped the nature in the bud Brokethe wires of life in shreds And gave the wound will not go.
R.S. SHARMA
B.H.U., Varanasi
IO UNO SOLO
You leave me in the lurch You are a lurcher You entice me, you lurk behind I amnot a fish that shall be baited And die for want of water Save yourself the troubleI have learnt to live in the mother earth Need no love, no gas, no water I shallwrithe in pain and die I shan't beg for water, that would be stooping SaidBrowning, and I choose never to stoop.
VINOD BALA SHARMA University of Delhi
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TIME-AN INSIGHT
No more can I endure The agony of semi-sanity.
I am scared of everything, every thought, sacred. But I preserve it with love andcare I popped it today in the dust-bin The same that I had put on my table Asdecoration last evening.
And I cannot describe to myself The agony of semi-sanity



Blossoming flowers look withered Visible are the wrinkles in the infant faces
Time is being transparent. Such insight did I gain All visions appear blurred, Theveil between evil and divine, Love and hate, mirror and image Has vanished.
Thought like a lotus-root. is uprooted with blade, And what I view is a mix ofslush and saffron, light and darkness, Pathos and satire.
What times are we living in, What moment is this, No More can I endure, Theagony of Insanity
V.T. GIRDHARI
People's College, Nanded
DIVINE BLAZE
Standing confused and bemused Knowing not what to do Everything seems staleand stolid Inner turmoil ruins me all Leading me in a great fall Before me lay aweary path
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Troubles and ailments stall my every walk
I raise my hands To Him for help Lurching forward with staggering steps Leavingaside all the fake cures Deftly slid in Thy hands Gazing like a child with slight hope
Suddenly I feel A divine light Flashing before my inner eye Some force pullingme out How blessed I am to see His holy image Showering an enchanting smileSoothing my wounded soul Oh Great God! Thy bestows sanity and wisdomneeded Guiding me through the blind alley Fondling me with hopeful valley



PUSHP LATA
1.I.T., Pilani
MEMORIES
The end of December Showers of memories Of lost companions United withson, stars and the moon. Part of light Still reflecting on my life Changing my daysand nights The everlasting presence Still looks after The essence Left behind.
H.A. SINGH
University of Delhi
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MINGLING
They walked hand in hand, swinging in unison, singing the same tune. keepingthe beat perfectly.
Then they stopped looked around at trees, grass, flowers, butterflies. inhalingthe horizon. the two parts, each likeness of the other.
Softness to softness. lusciousness to lusciousness, mounds pressing mounds,fragrances mingled, arithmatic redefined. one plus one. is equal to one.



SUBHASH CHANDRA
University of Delhi
GOA
Golden Goa, Rome of India Idyllic Queen of the East On whose beaches white allcreeds light Lamps of love, dance and feast
Sanctuaries threewith wild life free Lure the trekkers, hikers; Verdant, lushgreenWestern Ghats screen Secret spots for lovers
Fauna and flora beckon fora In Goa next to meet; Milk cascades, jungleescapades Sea, hill resorts will greet.
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During rains Golden Goa gains Glory, glamour and glow Dark clouds land onfields green, white sand Blue sky rides the rainbow.
KEDAR NATH SHARMA
Samrik Institute, Gurgaon
WHAT INDIA MEANS TO ΜΕ
There is nowhere like India And people like Indians



I am fascinated by the past In all its forms Every inch a sacred land Here, the godscame down to earth And Lord Krishna, the saviour Delivered sermon to Arjuna,the warrior
There is nowhere like India Tempting fortresses, mighty citadels The Taj MahalThe Forts of Rajasthan The sacred temple Konark
The great heroes Gautam Buddha Mahatma Gandhi Sunil Gavaskar LataMangeshkar
The stable democracy The middle-class society Intimate relationships Ethos andculture Human bonds The sacred rivers
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Ganga JamunaIs India today at crossroads?Has it no future?I value the heritageI trust the valuesThe rampant corruptionThe growing indisciplineThe vicious politicsThe religious fanaticism
Are all a passing phase



R.K. DHAWAN University of Delhi
THE SINKING BOAT
No one cares the loss of culture
No one dares to water and nurture.
Faith and belief are losing ground
Folklore, dance are seldom found.
Culture is now a withered flower
Urgently needs irrigation or shower.
A man of worth always yellsA notorious man never fails.He is praised everywhereHe is leader and a mayor.What he does is always goodCorruption is his favourite food.
Classical songs depleting fast Seldom we value the things of past. The boat ofinnocence sinking deep The pilot drives a radarless ship
Cold philosophy dominating all239
Creative Writing
Science is master, man is doll.
I want to save the sinking boat Though I am now a tattered coat. I want to divethe depth of time The world is now a bundle of crime. I want to breathe a life inart This way I should play my part.
A.N. PRASAD
Jagdam College, Chapra
POETRY MAKES A LOT TO HAPPEN



We tend to forget much, but suddenly sometimes we recollect a fascinating faceor an innocent smile or a sweet body-smell or a few intimate words whisperedway back into once very willing ears.
Then, in a flash, we are transported into another world, transformed into adifferent creature than a nagging woman or a short-tempered man, every otherthing recedes into oblivion, even for a few moments we listen to a differentmusic altogether.
And then if we have a heart that lives a little, poetry makes a lot to happen.
PASHUPATI JHA I.I.T., Roorkee
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A RAINY AFTERNOON
After the agonizing heat the rain a fresh-faced bliss walked with stretched armsacross the earth scrunched-up deep-cut in those loose sections slipping,diminishing down the hill. You sop your face straightaway nearly at eighty's endignoring the childhood's suffering from a severe rain-bath with friends who leftyou with cherubic smiles in a country hospital with cries hovering like flies.
Shreya's three-year old son sifting at the broken door-step throws chunks oftentative delight at those brimming teenagers with full-throttle action pushingone another into those pools of assorted water driving full-mouthed povertyaway to arm's length



A soft slow pang hangs between those cumulous clouds taking shapes likewater-hyacinths behind the frayed temple wall when the sole cry of the woodpeckerfrom the trendy suburb presses down the spine rises like a vision or plea.
KRISHNA BOSE
F.M. College, Balasore
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