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Editorial

Notwithstanding the craze amomgsection ofstudents in Indian universities amdlleges to
pursue English literatur@y whichthe majorityunderstandBritish Literaturg as their course of
studymorefrom a sens®f expediencythan out of genuinénterest therehasbeen,during the
lastdecades, ashiftr om t h e the® N Bir ii g thakkk tithe overseatrces at play

The paradox of English studies in Indian colleges and Universities isfteattheirmasters
researchaspirantsquarantine themselves agairtisbse writerson whom theythrived What a
06rever sal 6 df @GhaucdnShakéspear®onnearal dthersThe number okcholars
undertaking research iBritish Literature hasdropped dramaticallyKeeping in mind the
pressing 0 dacadaemmcdcommarfityatténipts have been made to dismember the
university curriculum wth a view to replacing somé d a foreigh product®  wthetdhtest
indigenousmarketabléones resultingin the reduction of the British literature to bare essentials
Restructuringof the canon is a kindf pruning which may resultin significant growth and
branching but unchecked denudatiaf the boughs of the mother stoclay lead to the death of
the main trunk That there is a middlground between thpolesi puritanicalrecoiling at the
mentionof theword colonial on the onband andloting upon the postcolonial on the otlhdras

been hinted atin an essay included herby Professor Purkagha who, while lauding the
fhistrionically charged readings tfie playsof Shakespeateby some legendary teachers, has
looked towards thefipostcolonial adaptations/reorkingd of the immortal bard.While
commenting uporthe use of thewo r domiant i ¢ 0 of cultural contexts iPrefesgor
Singha hasliscussedhe iidivergent echoemhabiting the gardeof romantic literature. Wh at 6 s
wrong if there bed d i v e r g emdirémixe®dnto eo acondertof Englishliterature studies

too? Another site of reconciliation is the study of the relationships betweenamémature
touched upon in this volume by Kaustav ChanBg. establishing a link betweeAr nol d 6 s
AEmpedoc | e andthen BhRgavad Gita Parneet Jaggi hawell argued thatfian
Empedocleanwith a painful awareness of enduimay find solace from oriental philosophy
enshrined irthe Bhagavad Gita Sourav Pal has rightly undertaken an enquiry as to whether the
fictional wdindtedn EghForma g | Mdhh@ave any rel evance
i no.

All the papers included here exceptitigpse of Professor Purkagha and Professor
Singha the inclusion of which is theprivilege of the editor, have been duly referred and
recommendedby our esteemed reviewerBhe launching of the third volume &fiddle Flight
would hardly be possible without the unstinted support from all concerned. Documentation has
not been impeccably uniform. Some of our reviewers accepted sorentieh but differently
documented papers and it has been mmciple to honour their desion. Congrats to all
concerned for making the publication of the journal possible.

t
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Shakespeare and Our Pedagogical Practices

Tirthankar Das Purkayastha

Abstract: This paper pays tribute to a constellation of Shakesgeaohers from

West Bengal whoskeaching of Shakespeare in the clemsm unveiled the
beauty of his plays to their student$eir histrionically charged readings of the
pays coul d provi de aoetty gogheiestudehts, Bhich, koe s pear e 6
lack of access to stageroductions in the citplayhouses, most of them could not
possibly have. This laid the foundation of the domimaatle of Shakespeare
teaching, not onlyn West Bengal but almost everywhere else in ¢bisntry,

where the appreciation of Shakespeare has depended almost solely on the reading
of the plays on the printed page with little or no reference to actual-stage
productions. Th@aper makes out a cader the study of the postolonial
adaptations/revorkings ofShakespeare in this country as plays in their own

right.

Keywords: pedagogy, theatrical experimentationsingeription.

The occasion of the 45@nniversary of the birth of the great Bard of Avon which falls this year
prompts some thinking on the long tradition of pedagogy centering on his works in this part of

the country. It has included names of some eminent teachers who have deservedtilages

than the dramatist they had done so much to popularize. In the following pages, | shall try to
remember the significance of their role as mediators between cultures at a crucial moment of the
countrydés political h i sdpeare ys. meadt| primaily to be réall,i s ¢
rather than acted, and nate versajt is to this sphere of interpretive activities that one must

turn to account for the changing fortunes of his popularity.



The literati of the Indian subontinent, it is welknown, owed their early exposure to
Shakespeare to the educational policies of their colonial masters. The study of Shakespeare or
Milton was enjoined upon the brightest of the native population to inculcate Christian piety, in
default of any direct moral dheological instruction. The appreciation of Shakespeare in those
early days of his inclusion in the academic curriculum was assisted no doubt by the labours of
some renowned teachers of the day who brought their innate histrionic talents to bear iupon the
readings of Shakespeare in the classroom. Henry Vivian Derozio and David Lester Richardson,
both of whom taught at Hindu College in Calcutta, left lasting impressions on the minds of their
students that included some of the finest minds of Young Beexjabsing them to the strains of
Shakespearebds poetry. Macaul ayds ff aimblusmavwr ds
forget everything about India, but not your reading of Shakespeawvep ( qt d. Tiane Sen E
in acknowledgement of his greattility as a teacher.

All this shows the role played by the academia in determining the nature of
Shakespearebds reception in this part of the ¢
exclusively on teaching, rather than perfonoe, of his plays. Despite occasional instances of
performance of certain scenes dllius Caesar, The Merchant of Veni@nd other
Shakespearean plays by the students in the colonial era, these were mainly in the nature of
training in the art of recitip Shakespeare rather than filddged stagg@resentations. Whatever
passed muster as genuine Shakespearean plays in colonial Bengal were invariably those
performed by the British actors and actresses for the entertainment of the ruling class, to which
the native population, by and large, had no access. On 17 August 1848 was staged at the Sans
Souci theatre, a famous English playhouse in Calcutta, a productiothelio, which created
some sensation by including hen ridlse cafstt Hea GO
Although Baishnav Charan Adya, the native actor, had made his way into the jealously guarded
territory of the O6Sahibs6 by dint of his tale

on the part of thereviewers refe i ng to him as the fireal unpain

The European viewerso contempt for the nat
stage, however, was matched by the average Be
Shakespeare. The unfamiliarity of the English tongue did not seem to be the only cause of the
apat hy. Girish Chandra Ghosho dMaghathtaitedito drawo n o f



crowds on account of the al i entilthe exsticismfof theh e p |
plays was tempered by relocating their stories in the familiar setting of their own country or
society that they began to interest the native viewers. What motivated the adaptations of
Shakespeare by the native playwrights viresrtown sense of joy that they wanted to transmit to

the less privileged sections of their countrymen. If the inept productions here and there made
mockeries of Shakespeareds creations, t hese i
plays, regated as if by common consent as the ultimate statements on the universal human
condition. Despite the native playwrightso o)
stories they adapted, their work, involving departures from Shakespeare, howésigd en

degree of artistic autonomy that rendered their role as mediators somewhat ambiguous.
Undertaken mainly to enrich the native dramatic tradition with borrowings from abroad, these
attempts to adapt the Shakespearean plays to theadtical milieu of the Indian audience did

not even remotely suggest the irreverence of some of their postcolonial counterparts.

It was, however, in the classrooms rather than in the playhouses of this country that the
foundati ons of whaobnialnbwgaegn &Sifnghrc 84) w
Shakespeare as a universal bard, loved by the ruler and the ruled, whose meanings transcended
the specificities of place and time. Calcutta metropolis, the capital of the country during British
rule until December 1911, witnessed a long string of illustrious teachers shouldering the onerous
task of teaching Shakespeare to their native students. The list included besides teachers of
European origins, Bengali scholars that excelled as teachers asswalrapulators of the
language of their colonial masters. What separated the project of disseminating the knowledge of
Shakespeare through teaching of his plays in the classroom from its counterpart in the arena of
theatre is its concern with the verbalsnuc o f Shakespeareds plays t
eminently fitted to capture and communicate. The memoirs of the students who sat at the feet of

Richardson are eloguent in their praise of this particular trait of their great teacher:

D. L. Richardsonés readings from Shakespeas
reading Shakespeare, he attained a state of delirious ecstasy and the students succumbed

to his powers of seduction. It is undeniable that he was responsible not &ofittie

fl owering of Mi chael Madhusudan Dattabs po

felt that there had never been a poet like Shakespeare nor any language richer than



English. Ramtanu Lahiri O Tatkalin Banga Samaj/Ramtanu Lahiri and Contempora

Bengali Societyfqtd in Ghose 40).

The great legacy of Richardson, who, incidentally, was also one of the founders of the
Chowringhee theatre of Calcutta, was passed on to other teachers whose interpretations of
Shakespeare relied heavily on their pgtove reading of the plays. It was not only the lack of
exposure to the performance of Shakespeare on stage but also a decided privileging of reading
over acting by the teachers that determined the dominant mode of reception of Shakespeare in
Bengal. Wha P.C. Ghose, one of the foremost teachers of his time, remembers about the
distinctiveness of H. M. Percivalods art of tea

It revealed to us a new world of beauty and thought into which the profashefhaitics
were never allowed to intrude. € A philoso
the ethical i mport of Shakespeareds plays,
nearer than many of the present day critics to whom only theiplélye thing and

anything else nothing. (qtd. in Sen: 61)
Al so in his |l ater communications with his stu

You ask me if | go to see Shakespeare plays acted in the theatres here. | went to two
plays, R. and J and Macbeth.It would be unkind and unjust to run down the acting
because it did not come up to my expectations. But the fact remains that your and my
expectations are those studentsof Shakespeare characters and of human nature, while
the performancen the stage are those afctors And students and actors of
Shakespeare often differ in their interpretation of the meaning. | was deeply disappointed
T this is all that | can allow myself to sdyand have not been to a theatre ever since.
(Ghosh: 17)

The exclusive engagement with the text on the printed page, unaffected by the knowledge of any
contamination of its purity by the theatrical representations, enabled the students to enjoy the
sheer power of the book. The ahistorical line of interpretatpparted by Richardson and his
foll owers placed Shakespeareds poetry above

formerds claim to timel essness. Thi s enabl ed



natured in the Sharkimuse mdhisrceuatty andd thencéasourtob thec o

nationalist movement for the rejection of all material commodities of British trade.

The editori al l abours of H. M. Percival, th
penchant for the apprc i ati on of artistic workmanshi p, S.
text, to name only a few great teachers, comprised an august pedagogical tradition to which
many ot her s have subsequently contributed.
trarscendental appeal as a dramatist shaped the native response so radically that the transfer of
political power in 1947 left his place in the critical estimation of him in this country unscathed.

In 1964, the Indian nation, as a whole, celebrated th& y@ér of his birth with much fanfare. A
volume of essays by eminent Shakespsatwlars published on this occasion from a small town

in North Bengal was representative of many others brought forth from different parts of the

country, proclaiming the univeasl appeal of t We carg adlagmahim ad oua mat i S
owno, wrote the editor of this volume, fAno | e
paying respect to his memory, we onl yAnacknow
offshootof t he criti cal preoccupation with Shake

mankind was resistance to critical attention to ephemeral details of topical significance, apparent

in the following excerpt from a scholarly article on the subjeavitéhcraft in Macbeth in a

prestigious volume on Shakespeare published by the Department of English, University of
Calcutta in 1966:i For whoever cares to study the socia
60t he sower and thesonde&dd Semd &t7Hhe aprkesditdel aut
tradition of the O6universal Shakespeared rema
the colonial phase, to encounter any challenge in the sphere of the institutional pedagogy in this
county. This has led, on one hand, to the ossification of Shakespeare into a mere literary text, to

be devoured by the students expected to answer a limited number of questions repeated
endlessly over the years, and, to the prevalence, on the other, ofical practice that is
fessentially imitative and derivativeo( Singh

Recently, however, the English departments of this country are coming under increasing
pressure to accommodate in their syllabi authors from outside the pale eAfencan literary
traditions, who might represent the marginalized or peripheral voices of the erstwhile empire.

While this has often resulted in the curtailment in the number of Shakespearean plays to be



taught, there is, till date, little indication of rdsisce to his preeminence. The abandonment of

the earlier convention, prevalent in the majority of English departments, of devoting a full paper

to Shakespeare in favour of studying ratong withother playwrights, leading apparently to a

6di mi nutakoens peefar 86s statured (Johnson: 230) i
indicate any adversarial stance on the part of the syHadakers in this country . Despite the

fact that the teaching ofhe Tempedtas now become almode rigueurin most urlversities,

this has rarely amounted to any radical shift in our pedagogical perspectives on this play, where
the traditional view of Prospero as a magidiamedmagus persists alongside the seemingly

incompatible view of him as a tyrant.

The conservatism, inherent in the academic system, is responsible no doubt for the lack
of free flow of ideas between the mutually exclusive spheres of academic pedagogy and
theatrical experimentations. To the latter belong many daring, if somewhatremeve
postcolonial adaptations of Shakespeare that reflect urgent engagement with contemporary issues
of cl ass, gender and soci al Machetht | Hasb. i bUt Tpaanl v i
production of A Mi dsummer Ni ght 6s Dr asantrRitf KasBapmegnd e v K a
B. V Ka Banam YWahare some of the most celebrated adaptations of Shakespeare to the
performancécodes of the indigenous dramatic traditions. Unhindered by any compulsion to
remain faithful to the O6authenticd Shakespear
perception of the mental horizons of their actors and the audiences in following certain aspects of
the Shakespearean dramaturgy and ignoring others. The loss entailed by such selective fidelity to
the text, justified in terms of the need to overcomesthese of otherness, is amply compensated
by the gains in audiengeception. Each of these productions, negotiating between diverse

cultural traditions, enacts a-mescription of Shakespeare in popular understanding.

While the importance ofhe sensitive reading of the text in the classroom cannot be
overemphasized, there is the equal need of recognizing the complex process of hybridization that
has marked Shakespeareds reception in the | ar
inclusion of the filmversions of some major Shakespearean plays in the syllabi of the English
departments of a few Indian universities is indicative of a shift in the mindset of the academia, it
is expected that there will be shown equal tolerance, im¢he future, of the indigenous stage

adaptations of Shakespeare. There cannot be a greater tribute to the great bard than to study him



not only in the context of the Western dramatic traditions but also in relation to the many re

inscriptions of his playin the ideologically contested field of modern Indian theatre.
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A Green Readi ng AoYoulikkelakespeareds



Bipasha Majumder (De)

Abstract: The present paper proposes taead the representation of nature in

Wil liam ShakespearAs §au Likeal$rano anaekocritical me d y
perspective.  Shakespeare did not write in response to our pdesent
environmental crisis. The explicitly activist position of Silko, Abbey or Thoreau

is not, therefore, found in his plays. Nevertheless, as Simon Estok reminds us in
An Introduction to Shakespeare and Ecocriticism: The Special Clusiernot

easy to avoid in Shakespeare the feelings
In As You Like [t Shakespeare has advocated the ecocentric philosophy of life
instead of theeigning philosophies of Western Civilization which were deeply
anthropocentric; that is, human beings were viewed as opposed to and superior to
nature, and free to exploit the valuable resources of nature to meet their own
needs. The ecocentric valuescotlective ethical responsibility and the claims of

the natural community beyond ourselves receive expression in this play.
Key words: Anthropocentrism, Ecocentrism, Ecocriticism, Ecodespair, Ecophobia.

Ecocritical Studies of Early Modern iters such as Shakespeare are still fairly few in number.
6Shakespeare and Ecocritici s mKinfALeadA rmal ySs inso no fC
Est ok, and 6Shakespeare and Ecocriticism: Th
Pi ct u GeénShakespeare: From Ecopolitics to EcocriticisgpnGabriel Egan are the most

influential writings in this field of study. However, this is only a beginning for an ecocritical
scholarship of Shakespeare. In this article | propose to explore an ecocripiczcptowards

Wi | | i am S hAsRreusLike laHowebes, to many Shakespeare scholars, ecocriticism

does not seem to be new. They consider it similar to old thematicism and nature studies. They
raise questions the potential of ecocriticism to shed hegiwt, either methodologically or
theoretically, on their field of study. To address this complicated issue, we may first analyze the
term Oecocr it iread thenrépresemadion bfhnature Ag ¥ou Like Itfrom an

ecocritical perspective.



As adistinctive critical approach to literature, ecocriticism was not inaugurated until late
in the 1980s in the USA. 06Green Studiesd6 is a
this new approach to literature began in the early 1990s. It is @ here to stress that
though ecocriticism as a separate discipline emerged in the 1990s, it is a fact that the relation
between man and his physical environment had always been intriguing to literary critics. This
interest can be explained in two waifrst, man could realize in the last decade of the twentieth
century that the greatest problem of the twdist century would be the survival of the earth
with all her living and no#iving beings. Secondly, it is within some physical environment that
man al ways exists and there cannot be 06i sd6 wi
man feels threatened in the ecologically degraded world. The last decade of the twentieth century
clearly showed that man should do something to help thie gamtive. Ecocriticism is one of the
ways in which humanists strive to save the earth from destruction. However, one can trace the
term Oecocriticismd back to Wi lliam Rueckertd
Ecocriti ci s mdv8. ghetyll GloHeltyerevived the term in 198Bhe Ecocriticism
Reader: Landmarks in literary Ecolod$996) edited by Cheryll Glotfelty and Harold Fromm is
one of the most important books in this new field of criticism. The term ecocriticism is a
O0sa@miol ogi stic l evel 6 for a ounidoctrinali st
Literatur es o fThetModernLBnguagerAssaciatom df Amerid®9). 6 Ec o6 i s
an abbreviated form of 6ecol ogydé whilwbng i s ¢
organism (biotic component) and their natural environment (abiotic component). Similarly,
ecocriticism is concerned with the relationship between literature and environment or how the
relationships between living organisms and their physical emvient are reflected in literature.

Simon C. Estok argues:

. . ecocriticism has distinguished itself, debates notwithstanding, firstly by the ethical
stand it takes, its commitment to the natural world as an important thing rather than
simply as anobject of thematic study, and secondly by its commitment to make
connectionsé. Ecocriticism , therefore, IS
in literature; rather it is any theory that is committed to effecting change by analyzing the
function - thematic, artistic, social, historical, ideological, theoretical, or othenoishe
natural environment, or aspects of it, represented in documents (literary or other) that

contribute to material practices in material worlds -1¥%



Now, twentieth and twentfirst century environmental writers are explicitly political in
their comments regarding nature and various aspects of it and, therefore, require less of the
kind of explication that Shakespeare requires. Obviously, he did not wmritsn age of
environmental crisis or in response to our pres@yt environmental crisis. So, the explicitly
activist position of Silko, Abbey or Henry David Thoreau is not found in Shakespeare.
Neverthelessd and this is significan® as Simon Estok reimds us in An Introduction to
Shakespeare and Ecocriticism: The Special Cluster, it is not easy to avoid in Shakespeare the
feelings of what Scott S| o v iTbe Greening sf Literarg o d e s p ¢
Scholarship Nevertheleslst thad tavicsi dditfife f eel i ngs of

mentions in his Foreword tbhe Greening of Literary Scholarshiys Simon C. Estok has put it

in 6An Introduction to Shakespeare and Ecocr.i
term deadphwhi ch in clinical psychology design
|l oss of agency and control to Nature. . . . I
|l and and animalsdé(112). One ma yy-six eecseslofitheGo d 6 s

Genesighat man must have dominion over everything. Control of the natural environment by
man had started since The Neolithic Revoluti
relationship with nature were quite visible. Control efture as a Gaodifted right of man

became obvious in this time. The reigning religions and philosophies of Western Civilization

were deeply anthropocentric; that is, human beings were viewed as opposed to and superior to
nature and free to exploit the vahle resources of nature to meet their own needs. Shakespeare

was much concerned about this anthropocentric attitude which must needs be replaced by a
biocentric worldviewd the view that all living things and their earthly environment, possess

value, sigificance and even social and political rights.

Let us now expl ore ShakesAseYaulL&kdlonerfehigr esent
most popular pastoral comedies. It is set in a duchy in France, but most of the action takes place
in a location calledhe Forest of Arden, which may be intended for the Ardennes, a forested
region of northeastern France, but is sometimes identified with Arden, Warwickshire, near
Shakespearebds home town which was the ancestr
green landscape is almost always there in the background, allowing us to breathe in our
imagination the fresh air of the forest. Yet, the forest presented by Shakespeare in this play is

not the same as we find in any other pastoral romance. It is not ndgessanequivocally the



6gol den worl dé of our i maginati on. It i's neyv
world of Arden has not the rarefied atmosphere of an unearthly utopia. It is not idealized as in

any other pastoral comedy. Rather isigject to seasonal changes. The struggle for existence

is as acute here as in the city. The shepherds and shepherdesses are not ideal and innocent
persons of the golden age breathing in the idyllic atmosphere of Arcadia. A heartless coquette

like Phebe adh an illfavoured Audrey, easily capable of deserting her true love to be the
snobbish wife of a courtier, are found to dwell within its extensive air. The sentimentality of a
traditional pastoral is entirely absent in this play. From the time of Thescritt 0 S hakespea
day, the pastoral had become increasingly artificial and presented an increasingly idealized
view of the eternal bl i SResalynde the immeadiate source eof. I n T
the play, the conventional view of the pastosapresented, where the country is all sweetness

and light, and city is all intrigue and suspicion. But Shakespeare, while following the basic
aspects of pastorals, is more complex and realistic than the writers of the traditional pastorals.

The ForestoAr den i n Shakespeareds play is not the (
Here feel we the penalty of Adam,
The seasons6 difference, as the icy fang
And churlish chiding7o0f the winteroés wind

True, Charles makes the Forest of Arden sound like an enchanted ptabayven of eternal

bliss when he tells Oliver about the old Duke
They say he is already in the forest of Arden, and a many merry men with him; and
there they live like the old Robin Hood of England: they say many young gentlemen
flock to im everyday, and fleet the time carelessly, as they did in the golden world.
(1i. 107-11)

But this passage seems to be incorporated into the play in order to set the pastoral tone as
Shakespeare intended this play to be a pastoral comedy, thoughendim differences. In
fact, this play is a critique of the pastoral sentiment, an examination of certain familiar ideas

regarding the simple forest life and the golden world of ancient Greek pastorals. Nature,



represented in this play, is a realistic @ssociated with wild beasts and bitter cold. Orlando
speaks of the o6uncouth foresté, oOthe bl eak ai
6a wretched ragged mandéd threatened by savage
play an easily be identified with nature of our presagay world (though hardly as polluted as

ours), and Shakespeare with any environmentalist of the twentieth or the-fisgntgntury

(though he is not as explicitly political as Thoreau or Silko). Hefioan
Atongues in trees, books in the running br
Sermons in stones, and7)good in everything.

The discomforts of nature, says the old Duke, provide the valuable experiences of life and,
therefore, are preferable to political intriguelte and perils of court life with its envies and

deceptions. He says:
... these are counsellors
That feelingly persuade me what | am. (I1.i-10)

He indicates that the natural winds compared to the frosty breezes of court intrigues seem
balmy.Infact he ol d Dukeds words here are a beautif
moral experience that assures us that nature is a great spiritual illuminant ministering to the
moral regeneration of human beings. However, the Duke who has been victimizddvam

out of his home is soon heard regretting his need to victimize and kill the natives of this forest

0 the deer that must be killed for food. Thus it becomes clear that in this pastoral world, the

real world must be reckoned with. In this contexte anay recall the lines spoken by the old

Duke:

Come, shall we go and kill us venison?

And yet it irks me, the poor dappled fools,
Beings native burghers of this desert city,
Should, in their own confines, with forked heads

Have their round haunches gorédli. 21-5)



Mor eover, Shakespeare has cr e aRosatyndethdseno c har ac
melancholy philosopher like him) who serves to add a realistic touch to the pastoral by pointing
out a great flaw in the wounding and killing of innocent deer. In his opinion, the old Duke and

his followers exiled in the Forest of Arden
Are mere usurpers, tyrants and whatos wor se
To fight the animals and to kill them up,
I n their assigndéod and3)native dwelling pl ac

Here Shakespeare wishes to replace the anthropocentric philosophy of Christianity by
ecaentrismd the view that animals, no less than the human species, possess importance,
value and even moral and political rights. In fAst You Like lhas an enduring message to

conveyd the message that man and nature should live in amity and thatalm®mwnunities

0 the human and the naturdl shoul d O6coexi st , cooperate and
(Glotfelty and Fromm 107). Otherwise, the ecological balance of the whole world will be
disturbed, thus endangering human survival on earth. It is fosatke of our survival that we

should protect the environment. And this is what, | think, Coleridge means to convey in poetic

language to his readers when he says:
He prayeth well who loveth well
Both man and bird and beast
He prayeth best who loveth best
All things both great and small
For the dear God who loveth us,
He made and | oveth a6ll417) (6 The Ancient Mar.i

Both the albatross in Coleridgeds O0The Anci er
33) in the Forest of Arden are symbolicMditure recklessly destroyed by human beings. Thus
AsYoulLikelcl early il lustrates Shakespeareds bioce

the Forest of Arden and Jaques are only the mouthpieces of the dramatist advocating the



ecocentric philosophy folife. Shakespeare has emphasized here the ecocentric values of
collective ethical responsibility and the claims of the natural community beyond ourselves. We

may do well to recall what G. M. Hopkins wrot
What would the world be, once rie¢t
Of wet and of wildness? Let them be left,
O let them be left, wildness and wet;

Long live the weeds and the wilderness yet-163
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D o n nEhiddsSatire A Re-reading



Debdas Roy

Abstract: Donneds satires elicited mi xed resp
contemporaries. While Jonson and Walton praised the satires, Dryden criticized

them for their Arough cadernrlbird8atireoaf hi s papert
Donne in the |ight of the poetds | ove of 0
the components of Western intelleciysiilosophical traditions of scepticism, is

the cornerstone of his thinking as poet and preacher. Many of the basic tenets of

scepicism meet and merge in this masterpiece of satire written neither from the

point of view of a Roman Catholic nor from the standpoint of an Anglican but by

an honest, candid Christian who wanted toc
farewell to the dogmatidendency of unthinking acceptance. This attitude of
guarded acceptance, faithful tol erance anc
message to those people who, during those windy days of strife, involved

themselves in religions strife and reformativenma

Keywords: Satire, Montaigne, scepticism, faith, religion, devotion.

Donneds Satires, five in number, made a migh
mi xed response from John Dryden who, while ct
msl eading the fiminds of the fair sexo preferrt
t hat Donne gives us fAdeep thoughts in common
(Qt d. i n Smith 150). The fact that wiJomsbao ¢
Donnebds satireso (perhaps prompted by Henry G
both them and °(Rebbinsayts. indHatthway 424e5) is significant because it is
suggestive of contemporary interest in satremrgo Donnedés patrons and f ar
to make a survey of critical responses to the satires of Donne is not my purpose here. This paper
purports to read th€hird Satreof Donne in the |l ight of the poe
6faithé.giDesbh a per manent cast to Donneds thin

doubt is a quality of the mind of a creative artist is supported by John Keats. Keats, in a letter



written in December 1817, is of the opinion that a creative artistimest icapabl e of [
uncertainties, mysteries, doubt s, without an
6doubt & and Ouncertaintyé that Keats speaks h
concerned wi t h 0 d 0 u brteriis ofn Westerm iatellecttigdhilasdpkical c 0 mp o

traditions scepticism.

Donneds sceptical bent of mind in matters
than in theThird Satire It was written probably between 1594 and 1595 when Donne was
leavingthehns of Court and seeking the patronage o
to a moment of transition in his I|ifeo (79).
philosophy of doubt. Many of the basic tenets of scepticism meet and mehie nmasterpiece
of satire which was written neither from the point of view of a Roman Catholic nor from the
standpoint of an Anglican but by an honest, ¢
by bidding farewell to the dogmatic tendency ofthinking acceptance. John Carey writes,
ASatire 3, written in 1594 or 15i%oyghmohyet&as he

convinced Protestant eithero (xxii). The sol e
Religion worthyofo ur s oul es -6d)e.v oAdocomrodi(nig .t5o Wil Il i am Z
to the religious changes of the century: to t
According to P. M. Ol i ver it i s al ifgsiuosntoai (n®=d
There is affinity between this satire and what Donne Says iRdesadeMartyr. In thePreface

to the | atter work Donne says that he Aused
conscience to any | oc ahellfeBReathiofythi® satire i¢ fedt,gat e

guestioning and earnest inquiry. Milgate says that the central idea of this poem is found in an

early prose composition of Donrféroblem 5where he sayk

nor was (the Devill és) Kingdome ever so m
(Though with some aspersons of Error) as by a dull and stupid security, in which

manygrose thingear e swal | owedé (Donne gtd. i n Mil

The satirist is pained atheartme t hat hi s countrymen have gone
and are accepting many unjust things blindly
refers to the Pr€hristian period when people lacked the light of true religion. If thgmg®n

l' i ke this, t he poet says apprehensively, t hi



phil osopher i n heaveno (I . 12). He rails agai|
polarized debate in matters of faith. People have forgottere lamms t he poet, t h
devotionbo, not hair splitting argumentati on,

close to Agrippa who in the first chapter@é incertitudine et vanitate Scientiarwsaid:

And so large is the liberty of the truthnd the largeness thereof so free, that it
cannot be perceived with the speculations of any science nor with any straight

judgment of the sense . . . but with faith only . . . (Agrippa gtd. in Chaudhuri 7)

In chapter 101 of the same book Agrippa writesth il ear ned opinionod cons
of pride: AFor they are so stiff and obstinal
holy ghosté. o (Agrippa qtd. in Chaudhuri 7).

Agrippa when théormer writesi
€ shall thy father spirit
Meet blinde philosopher in heaven whose merit,

Of strict |ife may be i ma83ted faithdteé

Milgate says that Donne is using the key Lutheran concepts of imputation, and faithsexe the

gua nonof salvation, to suggest what would have horrified Luther: that men can be saved by
their own fAmerits of betrnimptutleidf ¢ oan cd etmh ats t his
Afeasie waye and neare to followd shown by Chr
To the supposed objection of some section of clever people that total devotion is the other name

of &f eDoornene answers with conviction:
This feare great courage, and high valour is (I. 16)

Such earthly o6valouré as aiding the fimutinou:

Ashi ps wooden Sepul chercfo,t e ve amrgt HiGs,e apsqQ s aerds i

to thaw the ice of Afrozen North discoveriesboé
l ined is to Donne, ACourage of Strawo (I . 28)
appointede.fihredawen()i in his preference for Af o

The satirist exhorts his countrymen not to pa
intell ectual and sensory pleasur esfarepoadly t hi s



soul e, which, doth [/ Give -#2).iTheclinhcécdinecomesvater t o

lasti
Seeke true religion. (I. 43)

I n order to find true religigoanesome hG@emre \g na&
have stayed at Ohomedé not because their fai
Preacher so (Avile ambitions baudso) bid then
uso (i . e. England). oDomeé¢éi Jeoudedbet hef aabi 06&
touching upon such contemporary issues as imperial expansion, war against Spain, exploration,

capitalist enterprises like diving and mining, amatory bullying etc., Donne reveals his attitude to

fourbasictadi t i onal Il ssues | i ke fAthe deivdl)lDonné he wo
i's not so sceptical as to |l ose all confidenc
(Mil gate 141) . Donne satiri zesulaheéecdesiastmal nt r y m

all egianceo (Zunder -aprisdousnassthatBid chavasteri&i® of DonnElse s e
absent here. Il nstead there is a plunge dAint
expeditions and religious dissent whose evocatiake the imagined worlds of Gascoigne and

Lodge seem |literary and artificialo (Oliver 5

his country reminds us of the way Montaigne criticized his:

We receive our religion only in our own way and with @auwn handsé We

happen to have been born in a country when

The i mages employed here wildl fitly ~convey

fanaticism: Owithered and wor n gteclathnperettie, o6 F
Prince sate yesterdayé6 , 6Lecherous humor s 6
ambitions baudsdé , onew | i ke fashions6é 6Godf a
Guardians offer 6, Oanatbtude of €trong disapprovaleandideep disgusty i t
Let us take up the image which comes last in the list. Donne says that people who embrace a

religious faith because their godfathers have dictated them to doiso are

é as Wards stil]

Take such wies as their Guardians offer, or



Pay valewes. 61260

Wards who refused marriage arranged for them by their guardians had to pay them a sum called

0t he val ue of dyhhe reouaantthadagaydor not&itending has parish church.
Donneds satire is double edged here. 't stri|
followers of Christianity on the one hand, and the royal policy of punishing the followers of

Roman Catholicism on the other.
Donnedbdéds satire in the next few |l ines i s even

Graccus loves all as one, and thinkes that so

As women do in divers countries goe

In divers habits, yet are still one kinde,

So doth, so is religion, and tHiind-

ness too much light breeds . . . -6Bp4

1. The Gracchi were champions of democracy and they found all religions to be of equal
worth. Since all religions are of equal worth and are not without error, ingy that one can
follow any religion. This is again another form of blindness. It echoes Montaigne who wrote
against the fAvanity and pride in conceiving
seriously digested is one thing; another thing is thegerBaial impressions, which, born of the
disorder of our unhinged mind, swim about heedlessly and uncertainly in the imagination.
Mi serabl e and brainless men indeed, who try t
light of truth everywhere (i.en every sect), Graccus is blinded to true religion when he comes
across it. Man must, of necessity, approve and follow one form of religion and the right one.
Here we catch an echo &hagavad Gitawhere the divine Charioteer commands the fabled
bowmanAr j una fAnot to be del uded &fimad&Bhagavkdgimw!| e d g ¢
lll, 32. Ed. Ramsukhdas. Gita Press, 2010). It is noticeable that Donne is consciously rejecting
here ali dismissive negative scepticism which holds that all sects areHmdearch for truth is
never so radical as to destroy everything, as is the case with the Academic sceptics. Rather like
Mont ai gne, Donne believes i n 6di versityo an
somewhere. One has to undertake a questdoolut truth. This attitude of acceptance, tolerance

and conformity iIis the satiristds message to t



involved themselves in religions strife and reformative mania. Truth and falsehood, says Donne

in this Sdire, cd exist in society
€t hough truth and falsehood bee
Neare twins, yet truth a little elder is H73)

So the Satiri sftodlsd.prFoiprossta,l fiBse thwiosi e t o seeke
truth which thou hast foundo (I .89). Both the
come very near the question of wise doubt, a weapon which Donne wields against the attitude of
blind acceptance. Donne says in this oft quoted section gidém that truth belongs to none.
There is no such static thing as the O&ébest
Catholics), the ot her mi gihCathdicS)cand stll s@me othema g e 6
mi ght al ways 0 P stants)eDonné land all df themtwhihea sifgte stiolee:

May all be bad; doubt wisely; in strange way
To stand inquiring right, is not to stray;
To Sleepe, or runne Wrong, is -oy7

This is too egalitarian tbe a satire. Gosse says that at this point the poet drops satirical attitude
and admits us to the notion of his own consci
to do with the pungency and bite of satire. Those who are inclined to consideorthioff

positive scepticism as the effusions of a young poet of the Renaissance era had better read the

following extract from one of hiSermonsvhich was written during the fag end of his life:

This very scruple was the voice and question of God in him; to come to a
doubt, and to a debatement in any religious duty, is the voice of God in our
consciencewould you know the truth? Doubt, and then you will inquire
(emphasis mine): And facilsolutionem accipit anima, quaeprius dubitavit,
says St. Chrysostome. As no man resolves of anything wisely, firmely, safely,
of which he never doubted, never debated so neither doth God withdraw a
resolution from any man, that doubts with an humble purpose tle bet

owne faith, and not with a wrangling purpose to shake another in mans (Qtd.
in Milgate 146).



The question is how can man who is so weak in his intellectual faculty, doubt and debate

owi sely6? The fact i's t hat hoabte plrpose totsettle izt e st i
owne faitho. Any wise doubt must be permeated
who is beyond alll doubt and i n whom all wi sd

one significant metaphor of not takingetbeaten path. In order to inquire one has to be daring
enough to walk along an unfamiliar road. Such is the nature of this way that the traveller might

go OGastrayo (i.e. be misled), but that does |
right . Wil liam Zunder terms it as fAdispassionat
inquiry, according to Donne, has positive aspects. The stand that Donne takes here is essentially

a Pyrrhonian stand of Areser v &dnder gidl igp Blooemnt 6 a |
81) . I n the | ast years of the sixteenth cent
81) . What i s abominable to the satirist is

mid-journey). The metaphor of a todws journey is sustained in the succeeding lines
On a huge hill,
Cragged, and steep, Truth stands, and hee that will
Reach her, about must, and about must goe;
And what the hills suddenness resists, winne so;
Yet strive so, that before age, deaths twilight
Thy soule rest, for none can work in that might. 8459

This is a classic expression of tHeficulty of reaching truth. William Zunder has pointed out
that Donne took great care to write the lines. The manuscripts are marked by revisions. And it is
one that F. R. Leavis, in a piece of criticism which is itself classic, singled out as an eyempla

instance of enactment of the verse movement acting out the sense, in this case a sense of effort

(2362 37) . Of cour se, Donneds stand differs from
way. A thoroughgoing sceptic distrusts any truth butDénse s cept i ci sm admi t s
trut h. AThough difficult to reach, truth is,
Zunder . Thus Donnebés scepticism admits of Co

What we find moctaei savtpeenessadadeZunder qtd.



The second suggestion of the satirist (fAke

significant. This |liberty to form oneds own i
faiths and varied pat i ces f ol |l owed by many. Ti me and &
concept of Il ibertinism. Donneb6s openness turn

the poem. The king with his scepter can not be the dictator of faith. Donne expressas simil
feelings in one of his sermons. Gbaharterats n o't
kill whom they hateo, (lI. 90)] to dictate man
but hangmen to Fateo) teheofkiangi hiasn grmachuwc e dT hteo
laws but not truth which is the outcome of an arduous personal search. Truth knows no sect.
There can be Catholic Laws or Protestant practices; but truth can be given no such label. William
Zunder says, theAdominant diew noek itvioh granted that rulers decided their
subjectsi@ hi sl iigi can revol utionary stand to tak
stand is in consonance with the contemporary developments in the continent. In France wars of
rei gi on t ook pl 8ixleres dé @aépubliBug dbiSn &s Books on the
appeared in 1576, four years after the notorious massacre of French Protestants, the Huguenots,
on St . Barthol omewds Day, 1572 Gedavanhdckalreadyt d . [

stressed the right of resistancea right which is very much a feature of Calvinism. Zunder

writes:
And Donneds poem stands as a | andmark in
and liberty of conscience in England. It stands near ¢iggnhing of a tradition
that was to include such classic, if diverse, defences of freedom of thought and
expressi onReligo MBdich wihbés Religion of a Doctor
the mid 1630s and first printed 1642, the year the Civil War brokeaout,
Mi | t Areopagitica published two years later. It is a tradition that was to
culminate in the seventeenth century in the philosophy of Locke and in the
Toleration Act of 1689 (Zunder qtd. in Bloom 83) .
The poem almost becomes univéahe end where the poet, by employing an exquisite
metaphor from the world of natur e, vi sual i zes

doubt in the wisdom of devotion to god

As streames are, Power is; those blest flowers that dwell



At the rough streames calme head, thrive and do well,

But having left their roots, and themselves given

To the streams tyrannous rage, alas, are driven

Through mills, and rocks, and woods, and at last, almost

Consuméd in going, in the sea are | ost:
Soperish Soules, which more chuse mens unjust

Power from God c¢clayméd, then GblG) hi msel f t

The concluding Iines record Donneds hatred of

sanctioned by God. Of courghere is no denying the fact that despite its thematic strength, the

poem sometimes assumes the toneofa Seimion he f i rst i1 ts author pre
(Gosse 39).
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Political Co n tBEmquiry€ontcemingdoliioaliJustice

Shivika Mathur

Abstract: Wi | | i a m Ralitidalnusticésaw the light of the day as a classic

response to the French Revolution (1789). After the writings of Burke and Paine,

Godwi ndos work was the popular response an:i
view between Burke and Paine. This paper explores the ¢dndex which this

political work stems. The paper argues that in the process of responding to the

revolution, Godwin propounded a whole new concept of government, bordering

on what we now call Anarchy. His ideas on revolution and political justice invite

us to shift our focus from the rule of an external authority constituted in a
government to the i nitTaecmage in the fade ofrthet vy of t |
French Revolution and the onset of the Reign of Terrerf | ect ed i n Godwi
illustration of his political principles This paper attempts to revisRolitical

Justiceby situating it in the volatile decade of the 1790s and bring to light the

ramifications and the contemporary appeal of the political tradition in which

Godwin placed himself while propinding his political ideas.

Key words: French Revolution, Revolution Controversy, Anarchy, Political
Justice, Government.

William Godwin (b.1758, known to be a political reformer and a philosophical radical, is a
prominent voice at a time in history wh@&ritish political, social and literary circles were being
impacted by the revolutions that occurred in America and France. These revolutions had
political, economic and ideological underpinning and gave rise to a whole new discourse under
the rubric of vhich questions of freedom, self, society, duties and rights, notions of private and
public were being debated with fresh rigour. The British literature in 1790s is marked with
critical and vigorous response, reaction and reassessment of the revolutieditefary
response was embodied in a variety of genres such as treatises, tracts, pamphlets,
autobiographies, novels and poetry. While on the one hand, the ideals of the French Revolution
(1789) were being used to promote reforms in Britain, there wbsr kinds of responses too.
Three prominent writings in the aftermath of the French revolution have been at the centre of

what i s described as -tHhdemudlde vERéfledtieangosn the ont r o



Revolution in Francg 17 90) , T h Righessof Maa(i In7e962s) and William

Enquiry concerning Political Justice, and its Influence on General Virtue and Hap§iiE3)

After the writings of Burke an@aine Godwin's work was the most popular written response to

the French Revolution. The focus of this paper is on Godwin's work, which was received by
contemporary readers as offering a balanced approach between the fiery extremes of Burke and
Paine. HowevewhatGodwi n real ly underscored was not th
to the revolution but tap these intellectual currents to ponder over the very idea of society and
governmentThe then Prime Minister of Englan@illiam Pitt famously said that there was no

need to censor it, because at over £1 it was too costly for the average Briton to buy. However, a
number of "corresponding societies” picked Bplitical Justice sharing it with people.

Eventually, it sold over 4000 copies and brought literary fame to Godwin.

For Godwi n, 0 p o | thetadoptian of gnyupsnciplecoé noralityeaadrtruth
into the practice of a communjty(Book 1, chafer4) and therefore the avowed aim to the text
was to undertake an inquiry into the principles of societygoMernmentand ofmorals Given
the context of the French revolution, it can be argued that Godwin began to look at the tenets of
the revolution through the prism of philosophy. For many years Godwin held the view that
monarchy as a species of government wasvaidably corrupt. But from a point where a
government in its simple form was still desirable, Godwin moved onto a thorough repudiation of
government. i@ gradually came to consider thgbVernment by its very nature counteracts the
improvement of originainind,” illustrating these ideas in his nowehleb Williams or Things as
They Are(1794). These beliefs were later considesgrrchist Godwin articulated that all
coercion and violenceas not always immoragler se He recognized the need for government in
the short term and hoped that the time would come when it would be rendered unnecessary.

Thus, he can be described as a gradualist anarchist rather than a revolutionary anarchist.

The tendency to reaBolitical Justicein a primarily moral sense was widespread among
many of Godwin's contemporaries. William Hazlitt called it "a metaphysical and logical
commentary on some of the most beautiful and striking texts of Scripture36§353ich
readings projected Godwin as a moralist and an anarchist sometimes resulting in skewed
understand of the many nuances of his political thought. If we consider this as a lacuna in the
readings of Godwinds text, igtGodwia, situgtirghiman@s b e
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his text in contemporary nascent English radicalism that, understand the motivations behind his

political treatise and the extent to which these ideas could gain sustenance in the volatile times.

Context

Wil liam Godw lbedoptacedvia the immediate background of the Revolution
Controversy. Thé&evolution Controversyefers to a series of debate in Britain over Finench
Revolution which lasted from 1789 to 1795. Occasioned by the overthrow of monarchy in

France, a pamphlet war ensued following the publicationBofke's Reflections on_the

Revolution in Franc€1790), in which he supported the French aristocracy. Because he had

earlier supported the American colonists in theipellion against Englandis views sent a

shockwave through the country. Many writers responded, defending the revolution in France,

among thenThomas PainandMary Wollstonecraft Wh i | e , PolEcaldusiicedées not

directly address the contemporaevents but only the underlying principles of political
philosophy, it is nevertheless firmly rooted in the contemporary war of words and beliefs raging

in Britain.

Marilyn Butler, in her analytical work, provides an overview of the level at which
radicalism was allowed a space in contemporary England. She notes the absence of any overt,
public agency or organisation of reforms in England. Among the reformers were the Dissenters
who relied on the support of Whigs to bring up their appeals in the Parnta@odwin was a
Dissenting clergyman trained in the Dissenters academies. Richard Price and Joseph Priestly
were popular contemporary Dissenters. Another outlet to voice radical ideas and bring them in
the public domain was the publishing industry, again by Dissenters like Joseph Johnson and
Ralph Griffiths. As Butler notes, Joseph Johnson was indeed influential and hosted a close knit
circle of 6informed opinioné constituted by
Maria Edgeworth, William Wordsworth, William Godwin, Thomas Paine and Mary
Wollstonecraft among others. It would not be an exaggeration to suggest that their ideas
facilitated mobilisation and recognition of political opinions in the public domain with emphasis

on the political ature of the opinion.

William Pittédés administration had adopted

radicalism. The Seditious Meetings Act, which restricted the right of individuals to assemble
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publicly, and theCombination Actgestricting the formation of societies or organizations that

favoured political reforms were imposed. In December 1792, Paine was tried and sentenced (in
his @sence though as he had already left for France) for his seditious wRigigs of Man
Interestingly the argument given was that it was cheap in terms of price and intended to be used

as a political tool in the hands of the masses. This pressuresedelaby radical publishers.

In the meantime, the change in the face of the revolution in France necessitated a
reassessment of the aims and objectives of the revolution. Furthermore, the disconcerting
September Massacres (1792), the execution of thg &nd Queen of France (1793), the reign of
terror and war between England and France (1793) made it increasingly difficult for the radicals
and the critics of the Pitt administration to sustain their celebration of the ideals of the
revolution the libery , j usti ce an dPoktigauJadtiderecprds these chvangaso s
While the 1793 version exudes optimism of the early phase of radicalism, in 1795 Godwin

embarked on its large scale revision.

The relation bet ween GoRbNicainJdssceandntle iEgglish a s
radicalism of the 1790s can also be seen in terms of the role played legabg of English

dissent that culminated in ti®®litical Justice
Heritage of Dissent

The origins of eighteenth century English Dissent can be found in the Puritan theology of the
seventeenth century. The avowed aim of dissent was to demystify the Christian faith and to
consider its tenets in accordance with human reason alone. It thusdnaashift from reliance

upon external authority in moral matters to the internal authority of the self which is informed by
reason. Parallel to this were the efforts to preserve the virtues of Christianity while adjusting
them to a rational and scientifiemper. There were many dissenting academies in contemporary
England such as Daventry, Warrington, Hoxton, Hackney or Northampton. It was during the
reign of George lll that the radicalism of the Dissenters assumed a more active role in the affairs
of naional politics. They became increasingly political by the time the French Revolution broke
out in 1789.

For Godwin, nothing was more productive of vice than blind obedience to external

authority. Hence government and law receive his most compelling eemmsRolitical Justice
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Michael Scrivener informs that Godwin secularized "a notion from his Nonconformist heritage,”
and gave "the Puritan plain style anarchist twist, altering the emphasis for the sake of a pure and
democratic humanism." The regenerati@insociety, for Godwin, was to be the result of a
revolution in public opinion, guided by the tenets of sincerity, benevolence and rational

discourse.

Having situated Godwin in this background, we now look at his arguments pertaining to
the role of govarment and the concept of political justica. drder to understand them, it is
necessary to consider briefly Godwin's interpretation of the writings of two authors whose

influence is also evident in his text: Rousseau and Montesquieu.

Rousseau's idea thtite vices of individuals arise out of the vices of governments was
taken a step further by Godwin. For him, government in all its forms only inhibits intellectual
independence. Anot her writer wh o shaped Goc
Montesquie (16891755). Godwin responded to the extent to which Montesquieu appeared to
favour a certain amount of geographical determinism in his analysis of the forms of government.
This was natural for Montesquieu given his background as an anthropologistjnwhisre
political anthropology gave rise to his theories on government. But for Godwin, this was

tantamount to inhibiting the natural growth of reason and love of liberty.

What explains Godwinbs intellectual ofmoveme
government to an opposition to governmpet s& The progress of events in France, especially
during the writing of Political Justice (September 1791 to January 1793) may well have sown the

seeds of this transformation.

Godwi nb6s basi estepthat mtoosal persuasion is thegpgoper instrument of
social and political progress, and that violence or coercion in any form is incompatible with the
use of that instrument. However, when it came to applying this principle to concrete political
prodems, Godwin's ideas underwent modification. This is reflected in his statements on ideas of
resistance and revolution. The chapterBalitical Justicedevoted to this topic, were completely
rewritten in the light of contemporary political experienceslT93, when the first edition made
its appearance, the French Revolution had not yet entered upon its oppressive phase, and was

perceived as an expression of a desire for reforms. While emphasizing the general principle that



changes should be accomplistmdrational persuasion rather than by coercion Godwin was able

to present himself as a supporter of the revolutionary movement. By the time the final revised
edition saw the light of the day, the violent character of the revolutionary regime had become
fully apparent. He consequently eliminated all the passages which had suggested that the modern
world was sufficiently enlightened to benefit by revolutionary action, and argued that
revolutionary violence, by inflaming irrational passions and by interfasiitly the freedom of
intellectual communication, can only hurt rather than help the cause of human progress. For
Godwin, the excesses of the French Revolution came as a shock to the rationalist optimism, and

led to a drastic reassessment of the power ait wiere now seen as noational forces.

Godwinds endorsement of the ideas of anarc
government is somewhere hinged on the gap between his radicalism and his disdain for popular
political actionsHis repudiation ofictivism was soon tested in the arena of Jacobin politics. As
Isaac Kramnick notes, 1795 and 1796 saw a clash between Godwin's philosophical anarchism
and the politics of radical agitation. The London Corresponding Society (L.C.S) existed as a
popular ouet of public dissatisfaction. It comprised artisans, mainly hatters, bakers, grocers,
booksellers, and shoemakers described as "the thinking part of the working people." The
ideology of the group, shared by all reflected in its principles: annual panfigmeniversal
suffrage, and parliamentary reform. In May, 1794, Pitt's government tried the leaders of this
society for treasonLate 1795 and early 1796 saw the introduction of Pitt's notorious Anti
Sedition Acts abrogating freedom of speech, freedorassémbly, and freedom of the press.
Fearful for its survival, Pitt's Government was lashing back. Inflammatory tracts appeared at the
same time with titles lik&ing Killing, theReign of the English Robespierar theHappy Reign
of George the Last

Wha was Godwi nds r e shioposten istfaundtinhhis pamphéet; k | a s |
Considerations on Lord Grenville's and Mr. Pitt's Bills Concerning Treasonable and Seditious
Practices and Unlawful Assemblies pu bl i shed anonymou=lpamphtey " a |
begins with a general lecture on the principle of philosophical anarchy, as differentiated from
false anarchy. For Godwin, organisations like the L.C.S (operating like the Jacobin Party in
France) comprising such zealots posed a nthjeat tothe security. Its immense multitude was

antithetical to civil order. Godwin also went on to accuse its leader, Thelwall, of violating all



reasonable tenets of political life. What invites our attention is that Godwin was alarmed at the
absence of "persor eminence, distinction, and importance in the country,” at the meetings
organised by the L.C.S, who could temper the enthusiasm of those "not much in the habits of
regular thinking."'What is it they desire? They know not. It would probably be easydw sh

that what they professed to desire is little better than what they hate" (Book I). This was certainly

no | ess arrogant than Burkeb6s depiction of th

How did Godwin envisage the desirable social order? Despotism, power and force were
inherently incapable of facilitating progress. The same wad held for the clergy and aristocracy.
The middle class composed of newly enriched commoners were ruled out salfteh to be
champions of reformThe only social group capable of facilitating human progress was then
literary and intellectual eliteK r amni ck notes that there was no
who these people were. They were to be found in tleatly and philosophical circle comprising
Godwin, the circle of Holcroft and Godwin's wife, Mary Wollstonecraft, and that of Coleridge,
Hazlitt, and Godwin's sem-law, Shelley. Writing to a friend, Godwin had once unabashedly

described himself and hi®eespondent as "of course among the few enlightened.”

It was this uncanny confrontation between radical theory and pragmatic politics that led
to the evolution of modern political attitudd® Godwin's charge that in the politics of agitation
and reform, one "bids farewell to the patient lubrications of the philosopher, and the labour of
the midnight oil", Thelwall responded through fisbunethat, onthe contrary:

Al't is in the mixed and crowded audiences i
real lover of his species must principally expect to inspire that generous sympathy,
that social ardour without which a nation is but a populous wilderness and the
philosopher himself only a walking index of obsolete laws and-tleadt t er 1 nst it ut

(Xiv-xv).
Conclusion

Even today, while many react to the ills of society with a political response and like Thelwall
seek political goals through political action, a smaller number, however, still cling to Godwin's
philosophical response seeking betterment ofespthrough education and enlightenment. One

cannot deny that Godwin stands as the father of modern anarchist thought, one of the earliest to



think and write of society without government. But one also agrees with Kramnick that the
political discourse afir Godwin is torn between the liberal values of individuality, independence,
and seHdetermination, on the one hand, and the non liberal values of community, solidarity, and
the encouragement of virtue through social pressure, on the other. This issagt tteat the
Political Justiceor any such work of huge sogpwlitical ramifications is fractured in its ideas

but a reinforcement of the fact that ideas may arise and alter with political contingencies.
Wi | I i am 6mury Caondming Political Juste thus mirrors altering phases of a

revolution and a revolutionary mind.
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Mapping of Individual Perception onto Physical Geography:

A Reading of Blakebdés ALondono

Subrata Sahoo

Abstract: William Blake (1757%1827) a seminal poet and artist in the history of

English poetry, o was largely unrecognized during his lifetime, was solicitous

of the multitude of apocalyptic ideologies of his time which spread like wildfire

among urban populationblo doubt,as a lifelong city-dweller, Blake had a far

more complicated relationship the city of LondonThe poems of his celebrated

volume entitledSongs of Experienc€l794) no less form a platform through

which we take ourselves into the streets, schoolrooms and chapels of the London

city to see the effects of Empire on human minh.eT poem A@ALondono,
particular, can be viewed as the microcosm of Hpusciallydesigned volume;

andwh a't I want to project through this pap
provides a unique map of the fundamentals of city life, showing us what we

cannotsee with our open eyes

Key Words: London, map, citjife, ideology, time, etc.

Bl a k e 6-4827) tyricdd goems irBongs of Experiencl794) are, in general, scathing in

their criticism of the then prevailing spirit of London, the city that plajeyrole in shaping

and renovating his poetic imagination. The poems of this celebrated volume no less form a
platform through which we take ourselves into the streets, schoolrooms and chapels of the
London city to see the effects of Empire on human mindk.e poem ALondono, i n
but a microcosm of thispeciallydesigned volume anshat | want to project through this paper

is that how Bl akedbs London provides a wunique
what we cannot see with oapen eyes This small text of only sixteen lines can be read as the
poetds singular experience of the city.

I n his fALondono, t he Ami ght il1#4S)thas phraseel it, poen
Blake has used London city as a potent symbol of metropolitan catastrophe. He shows how the



transition of country values to city life gradually made London city aséimére of corruption
and oppression. In his poem, London city has become a 8pdicecognizes industrial London
as a setting of corruption, prejudice, and oppression

In fact, Blakehas experienced direct and quick changes that occurred in Londan at th
dawn of the Industrial Revolution and was mindful of the complex texture'dbédi@ury urban
life. Blake has exposed the multitude of apocalyptic ideologies of the time which spread like
wildfire among urban populationdlo doubt,as a lifelong city-dweller, Blake had a far more
complicated relationship to the city of London. Commenting on the relationship of Blake to the
city, Jennifer Michael opines,

The city for Blake is not the absence or the negation of nature, but rather an unstable
synthesis ofhuman artifact and organic environment, both imaginatively constructed
(29).

Obviously, Blake has painted a vivid picture of London in 1790s when the rapid transition in
social, political and economic fields caused by the Industrial Revolution affecipte pe many
ways:

Ilwancer t hrod each charterdéd street,
Near where theoehHowrtero6d Thames d
And mark in every face | meet

Marks of weakness, marks of woe(London)

Here, language and imagination conjoin to delineate the apocalyptic ideologmsdoi during
1790s. One such apocal yptic i Urireoisong gfthefour Ur i z e
Zoas (the other three being Urthona or Los, Luvah, and Thathesjesult from the division of

the primordial manAlbion, and he continues to represent reason. This rational philosophy is
suggested through the word Acharter 6do. I n p
guilds with a view to ensure liberty of trade. But Blake was very much conscious of the
manipulative dimension of the word because he has laid emphasis on the significance of
materialism. Thomas Paine (173809) has remarked in hiights of Mar(1791}

It is a perersion of the term to say that a charter gives rights. It operates by a contrary
effect, that of taking rights awdyE-Book #3742).

So, the word carries specific Urizenic implications of constrictions and restrictions imposed on
the common people of Lond by the capitalists. The poet has suggested thahémeLondon

society provided privileges only to the rich businessmen who for the sake of their trade privately
owned the streets and river of London. This capitalist society cares for a straw fomimerc

people. This is, of course, the oppressive nature of early capitalism. The illustration of the poem
also shows that a little vagabond is trying to keep warm and a little boy is seen to guide an old
man on crutches past a closed door. Approachindnefotd man towards a closed door is a
powerful symbol of entrapment and entombment because here the door is but associated with


http://en.wikipedia.org/wiki/Albion_(Blake)

Deat hds Door . The repetition of the word @Ama
verb and then as noun. It is a \asumage for the signs of sickness and misery of the common
people.In this connectiorProf. Subir Dhar opines,

I n ﬁLond no the city is powerfully imagine

Therefore, the city London of 1790s became dbeaetic source of all troubles as if it were a
living entity.

The feeling of entrapment and entombment, hinted at the first verse, prepares us for the
picture of the city in chains in the second verse:

In every cry of every Man,

In every Infants cry ofear,

In every voice; in every ban,
Themindf o r gabatles | hear.

The sense of entrapment is absolotgdydg magael
The phrase literally means restraining cuffs made of metal devised by the mind of man to
subjugate people by physical force. But the phrase is loaded with connotations. Prof. Dhar
writes,

The phrase unites in a single image the affective impositions of the Urizenic ideology on
both the human consciousness and its productive actions. The ohag@nacles
constitutes a graphic realization of all the implications of constriction and
i mpri sonmenteée (132).

Truly, the imprisonment in the city of London is the outcome of mental and imaginative
oppression. In other words, the ideological frame is hekponsible for oppression and
exploitation. The very idea is presented al so

The Gods of the earth and sea

Sought hr o6 Nature to find this Tree;
But their search was all in vein:

There grows one in the Human Brain.

Noticeablyapr esented in the poem, t-hergdbtdymhoandbas
this enslavement results in bringing forth two exploited classes of @etmechimneysweeper
and the soldier:

How the Chimneysweepers cry



Every blackening Church appalls,
And the hapless Soldiers sigh
Ruining blood down Palace walls.

The chi mney and the soldier are two concrete
time, the boy sweep was a w&hown figure. The rapid growth of industry in the last quarter of

the eighteenth century felt the overwhelming need of a definite teenage group of children for
sweeping chimneys emitting out smoke of the factories. Consequently, the city witnessed the boy
chimney- sweepers. The church also witnessed it but remained iraiffdt is embellished with

the colour fAblackod as it nsweeps. The soldierewhose sight h e
ARuns in blood down palace wallso is anothe
exploitation.

The corrupted city pois@neven personal relationship at the deepest level, and this is the
cul mination of the poetdés apocalyptic vision
blight and plague of marriage hearse as a powerful metaphor:

Butmog t hr od m3ldear ght street
How the youthful Harlots curse

Blasts the nevborn Infants tear

And blights with plagues the Marriage hearse.

That London city of 1790s was a world without bonds or relationship is suggested
through the synecdochic -Egmbpod wmaénadleedhar | dma
is a powerful phrase. This potent oxymoronic phrase hints at the unproductivendéatistate
of marriagelife. The marriage sacrament is implicitly compared to the vehicle of death and
separation; owing to the evircreasing materialistic mind and social corruption, love has been
perverted into sex; the harlot who has been forced to choose the job of prostitution is robbed of
her chance to love her baby as the marriage has become the graveyard of love.

Thus, Blake draws the map of London with words and picture. The audi@l images
contributing to the architectonic merit of the poem help us to study the-pa@mmap and
extract its meaning. The alternate paytposition of both the auditory and visual imagessdaot
only make the poem artistically attractive but also make us realize how Blake crops with his
feeling, sight and insight to present the picture of the City in threat. His individual perception
about the status quo of the city makes hima-magerad hi s poem ALondonod a
a node through which the true nature of London society of 1790s can be glimpsed.

Notes
1. Al | references of WiBiaraBtakedSelecped Roansdited wigh ai r o m
Introduction andNotes by G.E.Bentley,JR. Penguin Books, 2005.
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Other Echoes Inhabit the Garden: Rereading Nineteenth Century British Romantic

Poetry

Sankar Prasad Singha

Abstracty ¢ KS 42 NR GNRB Yl YyGAOE Aa tdmeSiRa Ay |
widely different things. But in general reading the emotional aspect of
romanticism is foregrounded to the exclusion of other equally important
dimensions. Yet the most scholarly developments in the last quartdise of
twentieth century relate to the poststructuralist, new historicist and feminist
readings of romantic literature. If deconstruction exposes the conceptual
tensions and contradictions in the romantic texts , new historicisousés on

the political sukexts . Indeed, the concern with the interiority of the
individual mind and the celebration of subjectivity in romanticism is explained
in terms of the disillusionment with the sogolitical devéopments of the
time .The abandonment of radicalism by the first generation of rbcngoets

has been criticed even by the second generation romantic poets . Feminist
readings , on the other hand, hold that Nature amantic poetry is always
characterised as feminine but the feminine there is confined merely to the
level of sensory perceptions. In contradistinction to the sensory the spiritual is
always presented as the masculine ahdt is shown to be fofundamental
significanceThus divergent echoes inhabit the garden of romantic literature.

Keywords PRost structuralist, new historicist, feminist, Stext, echoes,
contradistinction, humanitarian sympathy
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meanings associated with the word. More intriguing perhaps is the fact thaethesanings are

often vague andlidistinguished from each other. The waslused in aariety of cultural



contexts covering a wide timgcale. Besides, it suggests a notion, a tide of feelings and a set of
expressive attitudes with application in almost everynficof art¢ literature, painting, music

etc. However, as a chronological labels used to describe the imaginative literature of the

early part of the nineteenth century. In fact, it flourished during one of the most momentous
epochs, of western cultural history. Margaret Drabble in the fifth editiomiué Oxford

Companion to Erigh Literaturg1985) describes Romanticism as:
GXlI fAGSNIYNE Y20SYSyld FYR I LINRBF2dzyR aKAT
throughout Europe roughly between 1770 and 1848. Intellectually it marked a violent
reaction to the Engjhtenment. Politically it was inspired by the revolutions in America
YR CNIyOSX 9vY2iAz2zylttée Al SELNB&a&aSR Ly SE
AYRAGARIZ £ SELISNASYOSX &2O0Al ft-283) Ad OKI YL 2
It is a brilliant summy of the fundamental aspects of Romanticism from multiple perspectives.

But in general reading the emotional aspect of Romanticism is foregrounded and in the
classroom we lay emphasis on the wmegess of individual experiencés universal value, its
O2yOSNY HAGK yIFddz2NBE FyR YeadAaAoraye ¢KS GAdGfS
intends to draw attention to the possible other readings of Romantic poetry. In fact, the most
striking critical and scholarly developments over the last quastahe twentieth century that
have radically altered our ideas about Romantic poetry relate to Deconstruction, New
Historicism and Feminism. Deconstructive criticism of Romantic poetry exposes unsuspected
conceptual tensions and contradictions inapoe@. A¢C At 240G Y wl 2Fy &ale&axz
text . . . is to assume that it is a disunified and contradictory structure tacitly involved in
contesting its own meanirfg46§. She impressively analyses a number of Romantic poems to
focus on the fragmentationof personal identity which renders the poems incapable of
LINE RdzOAYy 3 |ye O2KSNBy (G \dokdaworkhFardQhekigurihgs of thiel GA R



Real (1982) provides another sensitive poststructuralist reading of Romantic poetry in

general and Words®@ NI K Qa LJ2 SGNE Ay LI NIiA Odzt NI

Simpson argues that in Wordsworth the more that the real is recognised as the
WFAIAdZINBERQS (GKS Y2NB AYLRNIFIyd AG 0S02YSa G2 1
tries to show us the strategies through which Wosdsth tries to avoid the premature closing
off of possible signification. In the process the poem foregrounds multiple conflicting figurings
to people of different backgrounds. Thus emerges a sort of endlessly complex distinctive
gualities rendering the tet openended. Concomitant with this kind of reading is a tendency to
favour ur-texts, to print the earliest, sometimes incomplete versions of texts. We may refer to
{ G S LI S WillidbnAWofdsvarth(OUP, 1984) which makes it a point to present a rougher,
more provisional Wordsworth by including the skeletal early versions of many poems. This also
32Sa | t2y3 gle& AYy RAaAYlIyldtAy3a GKS 2fR adloAft

Similarly, the last quarter of the previous century has also semmaber of illuminating
studies on Romantic literature from the feminist perspectives. The most significant name here
is that of Anne K. Mellor whose two books are of seminal importané&manticism and
Feminism(1988) andRomanticism and Gend€1993). Itis argued that Nature in Romantic
LI2SGNE A& OKFNIOGSNARASR Fa FTSYAYAYS odzi GKS
sensory perceptions. The feminine is never presented as being of ultimate importance in itself;
it merely facilitates the subme moment of apprehension which is always represented as male.
CKSNBE Aad y2 R2dzod OGKIFIG Ay 22NRAG2NIKQa LIJ2S0NE
illumination. If sensory perception is represedt as feminine and the moment of
transcendental ilimination stands for the masculine, then the masculine is unmistakably
privileged over the feminine. Natural objects are always presented by Wordsworth as symbolic
of some higher meaning; higher than what they would ordinarily mean in the actual world. The
visionary experience of a sublime force always follows the descriptive passage about nature in
The Preludeln fact, this is a principle that pervades the whol@bé Preluden which we find a
recurring pattern: Wordsworth describes an incident and thestollects the imaginative

AYyaraKid GKIFIG AG AYyRddzOSR® 2 2NRag2NIK dzaSa (GKS



experiences which remain within us as a resource from which we can obtain restoration and
renewal. He suggests that the¥¥pots of timeCare scattered everywheréut are particularly to

be found in childhood. Wordsworth explicitly identifies only two incidentS e Preludeas

WA LJ2 G & ¢Bre octukred SvEen he was five years old and described in-Baofll. 279

326) while the otler took place when he was thirteen and described also in book XI (H. 345

389). Although these two incidents have been explicitly described, it will be fair to apply the
GSNY (2 GKS L1SYQa 20KSNJ SLJAaz2RSa 2 Ftosuen IAY L G
episodes a the robbing of snares, therdw Qa4 y Said FyR GKS ai2ftSy o2l
perceptions. In all such incidents our sensory faculties play a part but they are subordinate to
imaginative power. So ifihe Preludéeminine natue is not d fundamental significance; that is

reserved for the spiritual, the transcendental which in contradistinction to the feminine is

always presented as the masculine.

This is true not merely aboufhe Preludeéd dzi G KA & | LILJ AS& joi2 I €€
poems. In fact, Wordsworth is interested not so much in celebrating the beauty of the natural
objects as in celebrating the power of the observing mind over the objects perceived. Thus in
GCAYUSNY ' 00Se¢ (KS 2 LR)ydoyfdms @ $hedadproattl dida3 NI LIK
traditional poet celebrating the beauty of nature which is uncharacteristic of Wordsworth. We
find here a pictorial description of a rural scene but on closer analysis it is revealed that the
fFyR&aOFLIS A& | LINE @dD Ulinatgly \BoFdswinrkh $oes dth Soideséribez ¢ y
an intense moment of sublime apprehension in which he is aware not of the material forms of
nature but of an inner life force which permeates the world of nature. Communing with this

spiritual reality he is ot even aware of his material self:

Until, the breath of this corporeal frame

And even the motion of our human blood

Almost suspended, we are laid asleep

I n body, and becom& 183) | i ving soul é ( 1|1
At such moments the poet is released from all material doubts and worries; experiences a
profound understanding of the nature of thing

descriptions of visionary experience ad'ime PreludeThe point willbe clearer if one compares



the poetic treat ment of nature in Wordswortdtf
Journalsof 1798 and 1800 1803. HerJournalsrecord nature in a way that genuinely allows
nature a life of its own. She never imposes nregamon nature; rather she allows a sort of
autonomy to natural life. This refusal to find infinite and eternal meanings in the objects of
nature has been interpreted by feminist critics like Margaret Homans as an act of subversion by
Dorothy of her broth&rs over weening male attempt to | mpos
the visible wdourhatsi nn cbotobabBydd o her brother
gathers a sort of power and luminosity. Meena Afeder ha pointed out that the women writers
of the end of the eighteenth and the beginnin
the abstractions or the high sublimity of their male counterparts, to the concrete acts of nurture
and care associated with manhessai byoDOE68) hy Wi
interest in nature and her rejection of the sublime runs distinctly counter to William
Wordsworth's interest in the abstraction of masculinised sublimity. Feminists have argued that a
comparable point can be made about théinvgs of other Romantic poets including Blake,
Shelley and Keats.

Whereas deconstruction exposes the conceptual tensions and contradictions in a text, new
hi storicism asserts that every writerods posi
econanic developments. The most widgnging and influential exponent of this school studying
Romantic poetry is probably Marilyn Butler whos&omantics, Rebels and Reactionaries:
English Literature and Its Background, 176830 provides a classic example. Weush not
forget that the period in which Wordsworth and his fellow Romantic poets wrote was one of
great political and economic upheaval. Politically, it was a time of revolutions in America and
France; in Britain revolution was averted but the demand dostdutional change eventually
resulted in the Reform Act of 1832. Economically, it was the period of industrial Revolution
which made the society increasingly more reliant upon mass production. This brbaghia
shift of populationtowards the factogeis of the North and the Midlands. Agricultural revolution
in the countryside resulted in a steady erosion of the small and independent landholders. This
background of massive social and economic change has to be borne in mind in understanding
Romantic poet. A considerable segment of contemporary theory seeks to foreground these
issues and focus mainly upon theisepolitical dimension of a téxEven a poet like Keats who

is generally looked upon as an aesthete, received extensive attention paidbtiitiaé subtext



of his writings. Let me refer to one periodical and one book to substantiate mySiagies in
Romanticism an i mportant journal on the period br
Politicso (Vol. XXV, .NNatkihseublisiZ2edl a hook ertit@Be6a.t sdan i €
Poetry and the Politics of the Imagination1989.

In fact, social concern and humanitarian sympathy was part of the groundswell of radical
political feeling in the last quarter of the eighteenth century. iBhitearly evident in many of
Wordsworthoés early poems. There is, for i nst
version of this poem forms a part of a longer w8disbury Plainwhich was initially composed
though not published in 179794. The spaker in the poem, the female vagrant recounts how
her father, a poor cottager, was driven out of his property by a wealthy and acquisitive
nei ghbour . Initially the cottager refused toc
neighbour. Consequently s subjected to much cruelty and hardship:

His troubles grew upon him day by day,

Till all his substance fell into decay.

His little range of water was denied;

All but the bed where his old body lay,

All, all was seized, and weeping side by side,

We sought a home where we uninjured might abide.

(11.4954, p.46)

One notices a remarkable similarity with Upen
Jami 0. Li kfe tthhies ffaetnhaelre ovagr ant i n Wordswort h©é
own small plot of land tdbecome a vagrant without anabod of hi s own. Wor dsw
radicalism is also evident in his spirited plea for the extension of voting right to eviuiguradi
Il n a |l etter to the Bishop of LIl andaff , Wor d-
Great Britain who has no suffrage in the election of a representative, the will of the society of
which he is a member i s Gardiner 27).dtmnseurmiding that thex pr e s
same Wordsworth in an anonymous pamphfatdress to the Freeholders of Westmorland
written before the general election of 1818 argued against the parliamentary reforms and pleaded
for restricting franchise only tthose who owned property. But that is a differgioty which is
in keeping with Wordsworthés growing conser V:

antislavery society in England was formed by the Quakers in 1783 and in the 1790s one notices



a lage number of ans | avery poems. William Bl akebds fAThe
equality of souls between a black boy and a white English boy. Robert Southeyl84B)4
wrote in 1794 a series of sonnets protesting against the institution of slewvé®09 William
Campbell complained against slaveryTine Pleasures of HopAnti-slavery sentiment became
common in the magazine poetry of the time as wdllimately slavery was abolished
throughout British colonies by an act of Parliament in 1832 @laim for equal rights for
women was al so voiced dur i ngA\indicason of the Rightd i n M
of Womenn 1792.

Thus indignation at the injustices of contemporary society and a strong commitment to
progressive social causegdmm the early poems of the so called Lake poets at the initial stage.
It is against the backdrop of the indignation at social injustices that one has to understand the
growing concern with the interiority of the individual mind in later years. The ceiebraf
subjectivity is a reaction against the increasing mechanisation and the consequent evil generated
by it. Another important cause behind the emergence of the concern with the interiority of the
individual mind in romantic poetry was the disillusiosm with the developments of the French
revolution. In hisNatural SupernaturalismTradition and Rvolution in Romantic Literature
(1971) M. H. Abrams writes AFor Wordsworth
not come. The millennial pattern a@fiinking, however, persisted, with this difference: the
external means was —replaced by an internal n
Abrams suggests here is that the sgmbtical energy was transformed into internal or spiritual
energy owilg to the despair born out of the failure of the French Revolution. In other words the
salvation that was denied in the real world was sought to be achieved in the inner world of the
individual mind. This is an idea which has been treated in different lsagslarge number of
commentators on Romantic literature since the 1950s. This shift of focus from society and
practical politics to the mind of a singledimidual may be viewed as an ewan of the
engagement with the soeplitical reality. In fact, oe of the lires of development traced in the
autobiographical narrative ofhe Preludei s Wor dswort hdés gradual s h
internal modes of fulfilment. Wordsworth tells us how he had enthusiastically supported the
cause of the French Revolution:

Bliss was it in that dawn to be alive,

But to be young was very heaven! O ti mesé



When Reason seemed the most to assert her rights.
(X, 69293 & 697)

But disillusionment soon struck him and he turned for consolation to the contemplation of the
depths of his own mind. This shift from the social to the individual mode of fulfilment stands in
sharp contrast to Wordswor t hhg freludeghataHodeavibot i on i
supported the French revolution at its outset were no utopian idealists but people who knew:

éthe ugly world which is the world

Of all of us, the place in which, in the end,

We find our happiness, or not at all. (X, 11.729
This shift from the problems of the real world to an apprehension of an illusory, invisible world
may be said to represent a conservative, even reactionary attitude. In fact, the spiritual fulfilment
that The Preludeas a whole endorses can be viewed asnagervative evasion of the social and
political responsibility. Political conservat
poem,The Excursion Agai nst hopes for O6soci al mané the
to be found in retreatingdrm s oci ety and in hol di22).dNotérflyai t h a
that, the athodoxchristian faith is even couched in an imperialist rhetoric. The Wanderer feels
that the world will look up to Britain for leadership and Britain must have to be sate hér
glorious future. Britain must think about her imperial duty of teaching those who are born to
serve her. The poem thus expresses a sort 0 1
famous phrase O0The White Manekig a dfiniteccennedtion | n
between Romanticism and imperialism which has been excellently examined in Marlon B.
Rossb6s article ARomantic Quest Ramednticilm anq u e st 0
Feminismedited by Anne K. Mellor and published in8®by Indiana University Press. Not
surprisingly, when Shelley and Mary Shelley r8dee Excursionn September, 1814 they were
mu c h di sappointed. Mar y wr ot e omen Woeerrdsdvout h
AEx cur s iwhichowe readf a part, much digapi nt e d. He i s a sl av
Wordsworthoés unstated conservatism has been e
who tries to trace this conservatism even in some of thekwelkn poems in thé.yrical
Ballads.In her bookWo r d s wo r td Pdems : ParEssay4986) she makes an elaborate
examination of the famous poem ATintern Abbey

poem is ALines Written a Few Miles Above Tint



Duringa Tour,Juy 1 3, 17980, there is no description
the abbey in the title raises the expectation that the poem would describe the ruined monastery.
Indeed, the institutionally religious place was still a potential space fotatiediand hence had
a very significant value for Wordsworth. But in 1798 the abbey was also associated with
something very different. It had become a shelter for a large number of homeless vagrants,
people who had become dispossessed because of the gyindirstrialisation around the area.
Thus the once spiritual retreat had turned into a retreat for the destitute and denoted a
problematic social reality which Wordsworth was unwilling to acknowledge. This explains,
according to Levinson, why the abbeyadvertised in the title but avoided in the poem itself.
Thus Wordsworth seems to be more concerned with achieving an erasure of unpleasant social
real i ty. To quote Levinson, Athe primary poe:
success of the sionary poem turnsonitsabily t o hi d e é 39)hBatinkpitesofati r i ¢ a |
such attempts there is at least one point where Wordsworth seems to register the dispossessed
population of the Tintern area. At the end of the opening description lafrtiecape, he notes,

eéé.these pastoral far ms

Green to the very door; and wreaths of smoke

Sent up, in silence, from among the trees,

With some uncertain notice, as might seem

Of vagrant dwellers in the houseless woods,

Or of some herbyhistits cave, where

The hermit sits alone.

(. 17-22,112)

Wordsworth noticeshe smoke and is aware of the vagrant dwelbenisseeks to obfuscate the
whole issue by equating the vagrants with tiermits. What Wordsworth seems to forget is that

hermits choose their poverty whereas vagrants have to suffer it inspite of themselves. What is

happening in the poem, Levinson argues, i's a
the radical poti i ¢ a | position of the early 1790606s. | n
t hat ATi ntern Abbeyo, dramati ses a contrast

attitudes and the late socially evasive and inwardly focussed conservativetshough
This kind of shift from the liberal to the conservative thought was not confined to

Wordsworth alone. Paul Hamilton points out that in Coleridge one notices a movement towards



Aorthodoxy in religion and <cons elsoevibcesstime i n p
same kind of change. Hisi r st Laur e at eumphala fer the Com@encementnof T
the Year 18140 was a celebration of British v
British state as the saviour of the world becausadteseded in defeating Napoleon. The poem
seeks to establish that Britain Afought t he
generation Romantic poets expressed their frustration at the abandonment of radicalism by these
poets. The most pungent atac pr obabl y i s to be DenWwuwdbyi n t he
Byron. Responding to the reactionary attitude of these poets, Byron iwrites

Bob Sout hey!iPdebLabeate, a poet

€é you turned out a Tory at

Last,- Yours has lately been a common case.

And now my Epic Renegade! What are ye at?

With all the Lakers, in and out of place?

é é

Coleridge, too, has lately taken wing,

é e

Explaining metaphysics to the nation

| wish he would explain his explanation

And Wordswort h, i n a rather | ong AEXxXcur si

Has given a sample from the vasty version

Of his new system to (685 pl ex the sagesé

One may also recall how Shell ey r Addrestetde t o Wo
Freeholders of Westmland( 1 818 ) : A Wh at blewrbtehdahattMorgswath!dhatpi t i a
such a man should be such a poet! o Keats sh

know that Wordsworth was working for Sivilliam Lowther, the Earl of Losdale against the
Whig candidate Brougham in the generalcate of 1818. Keats exclaimedfi Wor d swor t h
versus Brougham! Sagkd-s a d ! doin Gargdiner 17)The reademay even recall Br
| amentation in AThe Lost Leader o:

Just for a handful of silver he left us,

Just for a ribanarisan875)sti ck to his coato (



It, therefore, goes without saying that Romantic poetry can not and should not be read merely in
terms of its concern with nature and the interiority of the individual mind. The concern with
language and its ultimate vacuity, the concern vgdnder, the conflict between political
radicalism and political reaction, the conflict between the claims of the individual and the claims
of the communityi inform much of the interpretation of what is known as Romantic literature. It

is not surprising tht the literature of the period has been ceaselessly reinterpreted and different

echoes inhabit the garden of Romantic poetry.
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Rer eading fiThe Rime of the Ancient Marin

Joyjit Ghosh

Abstractad ¢ KS wAYS 2F (GKS ! yOASYyld al NAYSNEZ 27Fi!
of S.T. Coleridge, provoked an eddy of criticism almost immediately after its

LJzo f AOF GA2Yy ® t SNKILA FY2y3 /2t SNARISQa 02y
Lamb who appreciated the poem witmderstanding. In the appreciative words

2F [FYdoX AG Aa F aKdzYlry dFtSéd ¢KS LINBaSyd
NBLINSBaASYGFrdAz2y 2F | RA&GAyYyO(Bidgtpndl y Ay (i SNB
Literaria ) to which the supernatural elements of the poemre fairly

adzo 2 NRAY I GSRZ YIS a¢KS wAaYS 2F GKS ! yOASYy

Key Words Human, supernatural, imagination, dream, tale
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The future of poetryis immense, because in poetry, where it is worthy of its high

destinies, our race, as time goes on, will find an ever surer and surellstay

Arnold had his own idea of a 'classic' and he believed that poetry of 'high destinies' would ‘console’ and
'sustan’ mankind with the passage of tim@he Rime of the Ancient Marinesften considered the
masterpiece of S.T. Coleridge, may not have 'high destinies' in the Arnoldian sense but the excellence of
the poem lies in its impassioned expression of a humanimesd which the supernatural is time and

again subordinated.

Coleridge's poem provoked almost a uniformly hostile reception from the contemporary critics. It

was called "the strangest story of a cock and bull that we ever saw on p%p%er‘haps among
Cokridge's contemporaries it was only Charles Lamb who appreciated the poem with understanding. He
wrote: "For me, | was never so affected with any human tale. After first reading it, | was totally

possessed with it for many day%.The title of my paper usethe phrase of Lamb, 'human tale', and the
present paper attempts to explore how thiepresentation of human interestin the poemY I { S& da ¢ KS
' YOASY(G al NAYSNE | OflaaAxo0 2F Ada {AYyRO®

¢KS LIKNI} &S WKdzYly AYyGSNBaldQrI K2 goSs@déIn cakdial y2 3G Y.
element of the discourse on his endeavours as a romantic poet:



In this idea originated the plan of thieyrical Balladsin which it was agreed, that my
endeavours should be directed to persons and characters supernatural, omstt le
romantic; yet so as to transfer from our inward naturehaman interestand a
semblance of truth sufficient to procure for these shadows of imagination that willing
suspension of disbelief for the moment, which constitutes poetic faith. (Coleridge 190
91)

[emphasis added]

This is a celebrated and afuoted passage frorBiographia LiterariaObviously, the most loaded
LIKNF &S Ay GKS LI aal3aS Aa aeAtftAy3d adzallSyairzy 27
supernaturalLll2 SGNE ¢S GF1S NBO2dzNBS G2 Aldo . dzi a0l NOSt @
critical perspective. We either ignore it altogether or give it a cursory glance. But a close analysis of the
poem reveals that in order to penetrate its mystery anéaning we have to understand the gravity of
this phrase.

Wordsworth inPreface to Lyrical BallagsNA 6§ SayY a¢KS t2S4G GKAyla |yR 7
LI dairzyadéd 1S gNARGSE FdzNI KSNY
Poets do not write for Poets alone, but for men. Unless thereforeareeadvocates for
that admiration which subsists upon ignorance, and that pleasure which arises from
hearing what we do not understand, the Poet must descend from this supposed height;
and in order to excite rational sympathy, he must express himselfteer oben express
themselves. (Wordsworth 1767)

Wordsworth makes this statement with reference to the debated issue of poetic diction as he vindicates

Gl asStSOtAaAzy 2F GKS NBFf fFy3dz3sS 2F YSyé¢ F2N LR
use F GKS 62NR WNBIfQ YR KAa O2yidaSyidirzy Aa GKI G
(Coleridge BL 208). But if we keep aside this debate on diction between Wordsworth and Coleridge we

will see that on one basic point these two senior Romaptiets agree: both of them believe in the
authentic expression of human thoughts and human feelings, both of them are basically concerned with

human destiny in their poems.

Let us now look at the text. The poem has seven parts and has an epical scopehémavev
plunge into the poem we find that the narration of the Mariner has a joyous beginning:

The ship was cheered, the harbour cleared,
Merrily did we drop

Below the kirk, below the hill,

Below the lighthouse top. (Part I. Il. 224)

The Mariner thus Bgages the wedding guest (who at one level of interpretation represents the
readers) in his tale and as the Part | concludes we find that the albatross, which appeared as a bird of



good omen, is wilfully shot down by the Mariner. All on a sudden the fagZe stops blowing and the
crew burst into a silent sea :

Down dropt the breeze, the sails dropt down

Weglta arR a aFR O2dAR o0ST
And we did speak only to break

The silence of the sea! (Part Il. Il. 1DI0)

The note of exclamation with which the stanzancludes makes the atmosphere thoroughly

Of  dAGNRLIK20AO YR ¢gKIG AyGdSyarFTaisSa (GKS 3Ftz22y 27
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riddensituation:
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Water, Water, everywhere,

And all the boards did shrink;

Water, Water, everywhere,

Nor any drop to drink. (Part Il. 11119-122)
At this juncture Maurice Bowra succinctly writes:

The Mariner and his comrades are hardly characters in any drarsatise. They lack

lineaments and personality. But perhaps this is well, since what touches us in them is
the basic humanity of their sufferings. They are more types than differentiated human

beings, and for this reason their agonies are simply and urdihgdsuman. (Bowra 60
61)

The observation is compelling. This is how Coleridge evokes in us a human interest. We feel in our

inmost hearts that these mariners are our felld&ings and their agonies are ours. Thus out of

desperation when the Mariner tas his own arm and sucks blood a cold shiver runs down our spine. We
seem to cry aloud but we are possessed by fear. And we feel like echoing the words of the Mariner

himself:
Fear at my heart, as at a cup,
My life-blood seemed to sip! (Part Ill. Il. 2Q05)

The personification of fear and the imagination that Fear sips theblded from the cup of the
Mariner's heartt all contribute to a chilling effect. Interestingly, the element of fear sometimes lurks in
the description of nature where nature isldimated and touches the border of the supernatural:

¢KS {dzyQa NRAY RALAT GKS ailNB NHzaK 2dziy

At one stride comes the dark;

WithfarK S NR ¢ KA ALISNE 2QSNJ 6KS &SI =

a

a |



Off shot the spectebark. (Part Il Il. 19202)

So the sun is down and darkness rushesAinthis point one may be reminded of those lines in
Macbethwhere the hero engages in a soliloquy:

Good things of Day begin to droop and drowse,
2 KAfSa bAIaKGQa ofF O] F3Syda @3 GKSANI LINBea R2 N

¢KS of O]l I 3SykiSh !2yFO AySh/Hbedtn lamgALifal Dkt rouse to their
victims as darkness settles. Death claims the lives of all the sailors except our narrator who falls a prey to
Lifeiin-Death. But the question arises: are all the things of day depicted in taengmod? Perhaps not.
CKS Wof22Re& adzyQ Aa | OF&asS Ay LRAYyldod LG YI& GSNE

Coleridge once wrote:

¢KS o0Sad LINI 2F KdzYky fFy3dad 3S XdAa RSNRAD
itself. It is formed by a vohtary appropriation of fixed symbols to internal laws, to
processes and results of imagination. (Coleridge 207)

¢tKS 1AfftAy3a 2F (GKS FfoliGdNRPaAa&d RAR Kldzyd GKS AYIlF3Ay
0SAY3 I WTAESR 4&58aXfaQ LRINIER aSSNNR fiS yite 6Stf o |
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Mariner bears witness to the death of his comrades. He discovers a curserirstihi@y gaze. But the

tragedy is, he cannot die like them. He looks to heaven and tries to pray. But at best he can produce a
WgAO1SR 6KAALISNRD® 'ttt (KS&S NS OAGAR SEI YL Sa 2
KdzYly TFS8SfAy3adR CokKSA SLUBS\NNIE SA a¥s AMOARS SR f 21 RSRX [ yR A
a man who wantonly pours the sweet milk of concord into Hell, who uproars the universal peace and
confounds all unity on eartfl.Herein lies the point of resemblance between the Maria@d Cain. In

the Bible Cain killed Abel, his brother, and as a consequence was cursed to wander the earth for the rest

of his life (Genesis 4 -16). By killing the albatross, his sweet companion, the Mariner is cursed to

survive among his dead comradesthe rotting deck’, looking upon 'the rotting sea' full of slimy things.

Unlike Cain the Mariner, however, is liberated from his curse when he appreciates the water snakes
in the moonlight and blesses them unaware. The kind saint pities him. And byrdbe of the Holy
Mother he is refreshed/redeemed with rain. At this point dream has an important role to play :

The silly buckets on the deck,

That had so long remained,

| dreamt that they were filled with dew;

And when | awoke, it rained. (Part V. B.72300).

YSFEG& 6NRGST a¢KS AYFIAAYLF GA2tyKSY &5 20|SS O 2/YRLITNRIR/ R
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My lips were wet, my throat was cold,

My garments all were dank;
Sure | had drunken in my dreams,
And still my body drank. (Part V. 3604)

So ultimatelyd ¢ KS | yOASY(d al NAYSNE SYSNHS&E la I+ KdzYky i
and superterrestrial visions. It includes both ghosts and angelic troops as characters. But it is
remembered by all of us as a tale of a human being, who after an exifeHftonan society for seven
days, burdened with experiences of ghostly as well as miraculous ventures, finally comes back home. His

22& FTAYR& AdGa Yzald LI aarzyriaS SELINBaairzy | a KS as
Oh! dream of joy! is this indeed
The light hous top | see?
Is this the hill? Is this the kirk?
Is this mine own countree(Part VI. Il. 464167)
I aSyaAriArdsS NBFRSNI (iKdza aS$S8Ya @& Phe poknh déiludésingh aa | NX Y S
moral :

He prayeth best, who loveth best

All things loth great and small:

For the dear God who loveth us,

He made and loveth all. (Part VII. II. €847)

We may debate over the justification of this moral but we cannot afford to call it too palpable a
RSAAIY F2N aAldes (G2 1jd2iBaiBSSyY2NRDSRITE bydrs 2IozaE
Mariner as well as by the wedding guest who listens to the Mariner's 'rime' with rapt attention and by
AYGSNYFEATAY3 AdG SYSNHSE& bl &aFRRSNJIFYR I gAaSN Yl
of PoeNBEEC KS 3INBFG aSONBG 2F Y2Nrfa Aa t20S¢ o0{KStftS
GKS alFNAYSNI dG f1ad GNryaOSyRa KAa avlftt ZNDBDAG |
that is the entire ecesystem, and thereby attaches a dorant human interest to his tale.

T &' Y2RAFTASR @GSNEAZ2Y 2F GKS LI LISNJ LINBaAaSyGadSR i

ReNBIFRAY3 2F . NAGAAGK w2YFYyGAO [AGSNY Gdz2NBe 2y o
English, Y.S. Palapgvahavidyalaya and Mahishadal Raj College, Purba Medinipur, West Bengal]



Notes

All references to the text are frorhhe Rime of the Ancient Marined. V. Sachithanandan,
Calcutta: Orient Longman, 1979.
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The Hundred Greatest MgB8 Vols. (London, 1880), Vol. I. This statement is quoted
08 I Nyz2ftfR KAYaSt¥ G (KS £EngiSlyarijca Text¥: a ¢ KS
16" Century to 20 Century ed. with Notes and anppendix of Classical Extracts by
D.J.Enright and Ernst de Chickera. Delhi: O.U.P, 1962, p. 260.

2. SeeColeridge: The Critical Heritgged. J.R. de J. Jackson (London : Routledge &
Kegan Paul, 1970), p. 56.

3. SeeThe Letters of Charles Lamiol. |, ed. E.\Lucas (New Heaven : Yale UP, 1935),

p. 240

4, ¢KS LIKN}IasSa IINBE I NBSf & MacbethSAgt. IVEf BRIV 1lal £ O2
97t 99.

5. | am indebted to Srikumar Banerjee for this idea. PleaseSsadies in the Poetry of

Coleridge and KeatqCalcutta: A Mkherjee & Co. Pvt. Ltd, 1965), p. 45. The
LIKNF aSa WTFFYAEAIFINI 02dzyRFNAS&AaQ |yR WRSftEA
argument of Prof. Banerjee in this context.
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GenderedPol i tics of Gaze i n Browningds 0My

Srabanti Mukherjee

Abstract: Victorian era of British history saw unprecedented increase and growth

in every sphere of British societgemographic increase, cultural growth, literary

achievements, artistic growth etc. and this era had given birth to the psychological

critic, thinker,moralist, and a great poet Robert Browning. His most well known
dramatic monol ogue fAMy Last Duchesso has
story in verse and it depicts a story of how a ruthless Duke killed his wife. But in

this telling of a simpletsry there lies a gendered politics of gaze which is used to

suppress the Duchess and the women in general. The theory of gaze is not a well

defined critical theory or movement but it builds on and incorporates at the same

time a number of traditional litary concerns. The power to look at has made men

more power ful and women more submissive as
not only subordinates the female members through their power to look at but also

cut up all the possible means of human communicaip not giving them the

right to | ook at anything they 1|ike. I n tF
how Athe gazed has been used as a weapon
Duke) for female subordination (represented by the last Duchess and would be

Duchess) and male domination is the main concern of this paper.
Key words: Gaze, Male domination, Repression of womeamdpticon

The Industrial Revolution, political fermentation and progress in science brought about great
social changes in Britainuding the reign of Queen Victoria (183B01), a period which is
popularly known as the Victorian Age in the history of British English literature. Robert
Browning was one of the most sensible poets in the self defining genre of Victorian poetry.
Though hs journey began under the influence of the romantic Shelley, Byron and Keats, he

experimented with many forms of poetry and ultimately became the happiest when he melts his



intellectual vigor in his emotional feelings. Reading minutely his poetry, we indnttiree

Brownings: Browning the passionate singer of love and youth and the world of sense, Browning

the curious investigator of the tricky by ways of human experience and mind, Browning the
fighter and valiant believer in the imperishable greatnesh@fsbul of man. His dramatic
monologues explore the extreme morbid states of human mind; actually they are psychological
exploration of the abnor mal states of mind of
(1842), probably the most widely known 8r owni ng o s dramati c monol ¢
concern of this paper. The poem is not only an excellent observation of psychological poetry
through a complex relationship between characters but also captures power play and gender
politics of the society. Buthere is something in the poem which is used in different ways to
explore the patriarchal politics and that m
operation of eyes and sights Dbecome the mai:
exemplifiedthrogh t he various types of words wused in
Al ookedo, Ainoti ceo, Afgl anceo, Apicturedo, A p
women are looked at. The owner of gaze has the power and this gendered otlzdimnto men

and women is a product of patriarchy. The sys
Browning deals with to present the social power relation (the power exercised by men over

women) is the main topic of analysis of my paper.

Apparenly the poem is about a duke, the fifth Duke of Ferrara who has killed his wife,
Lucrezia because he is displeased with her. The poem begins in medias res with the arrival of the
envoy of the Count who has brought the proposal of a marriage between thesmilgke and
the daughter of the Count. The whole story is spoken by the Duke thereafter to the silent envoy

whose presence is understood only through the speech of the Duke. At the first scene of the

dramatic beginning the Duke points to a portraitofhisf e on t he wal | : AThat
painted on the wallé | call t hat piece a won
Duchess is justpia cewst camameyr el svhiosw a | object t

Il i fe shoul d hbeer thou sfibdaencdodorsatleiof e as s heThréedecor a
Essays on the Theory of Sexua(itd 9 0 5 ) associates what he ter ms
ot her people as objects, subjecting theem to a
of the adjective Al asto indicates that WO me n

another at regular i nterval. The Duke invites



visibility. I n the gender e dalways triesdd wsualitesthec h c o
Awoman as mere i mageo (Mulvey 27). Browning p
here through the derogatory phrase Athat pi ec
vulgar objectification of women in our sety. The whole text is operated through many types of

visualization particularly male visualization. The operation of eyes is presented through many

words | i ke Areado which actually stands here
softnesof a womands eyes, but the male visualiza
l axity of the woman. The Acurtaino which he d

visual show for which eyes are very much necessary. The Duchess isnamaieaobject not

only for the Duke but also for the painter Fr
and her fApictured countenanceo | iving. But <co
a clear indication of seeing his wife or tvemen in this male dominated space as only an object

for male gratification. I n this context Laur ¢
and Narrative Cinemaodo can be mentioned. She
imbalance is splibetween the active male and the passive female; the male gaze projects its
fantasy on to the female figure, while in their traditional exhibitionist role women are both

di spl ayed and, as i tbelookedan e cxdde(dWat uog henebninOo)t.e T
thus in the male visualization are either an object to quench the sexual thirst of men or a lifeless

puppet which can be moved according to their directions.

In the sadistic patriarchal society there is no right for women to loekyewere and
anywhere. Only men have the right to look at anything they choose and thus they can suppress
the females through their right to fAgazeo. Tt
poet Emily Dickinson haegisaongjructeddas thé gaze ofinhalee d e
subject at a female object, so that little room is left for the active gaze of a desiring woman and
no place for her desireo (Waugh 513). Thus tF
main weapon to subordinateo men i n every sphere of the soci
hi gher than womeno through such a power of ga
According to the Duke, his wife does not follow the restrictive parameters that are defimed

womanodos behavior and identity:

¢ She had



A heart how shall | say? too soon made glad,

Too easily i mpressed; she I|iked whate
She looked on, and her looks went everywhere.

The Dukeds possessive and misogynistic male n

€ She t hangoed bunteamked

Samehowi | know not howi as if she ranked

My gift of nine- hundred years old name

With anybodyds gift.

The Duke here defines his wifeds idermttoty t hi
her. Implying that her identity was meaningless before the marriage, he points out that the
marriage to him has ghundedyedisoorl da m aimkeednt iTthy ,s fdé
her identity by assignation with his name is another examwiptestrictive imposition of male
superiority upon women in general. The Dukeos
is not at all aware of her own class. She cannot differentiate between common men and her
aristocratic husband and smiledea¥ er y man At he same smil eo. The
aware of the ways in which we see a thing or a person. The way we see is not always what is
there, but is sometimes what we expect or have been led to expect, hope or believe will be there.
Likewise not understanding the innocence and good heartedness of his wife, with a derisive tone
the Duke has branded his wife as cheap, | oose
Atoo easily Iimpressedo or as fdheistelrea mkyge d smebre
the Duke wultimately gives command for death s

patriarchal standard of purity for women.

Throughout history women's bodies have been seen by societies as objects of beauty.
This has bee done through many art forms including music, dance, literature, painting and
sculpture. Women's bodies were, and still are in the most part, loved for their frailty and their
sensuality; their bodies are the objects to be lusted for and are to bedreltsteelooking at it.

I n this text al so the NnDuchessdés cheeko, her



main objects which are asked by the Duke to be noticed by the envoy. In the last portion of the

poem, the dukeds enpdesdawghtadouit st hiemiCloar |l y
daughterdés self € is my objectodo which sugges!
commodities, nothing else. She is an object t

attachedt o hi s woul d be wifeds self which cl ear|l
necessary for him as it is to be relished by his eyes. In the concluding lines also, Browning uses

the word Anoticedo to hint at t hwkefatmends subj
€ Notice Neptune, though,
Taming a seahorse, thought a rarity,
Which Claus of Innsbruck cast in bronze for me!

Neptuneihher e At ambngea asathe Duke of Ferrara has

duchesses in sequence.

Mi c hel Foucault in 1977 added a chapter on
in his 1975 boolDiscipline and Punish: The Birth of the Prisocfh e t er m means fdal |
taken from the writings of Jeremy Bentham wh
published in 1971 for a prison in which all of the prisoners had individual cells in -alikag
building, and thus could be observed frantower placed at the center of this building. All the
prisoners were subject to gaze which they should know but the gaze they could not return. This

constant possibility is always present i n th
absolute dsi pl i nedo (Waugh 511). Foucaul't summari ze
should be caught up i n a power situation of
201) . So Foucaultés fAgazed unambi guchargelof mean

modern surveillance systems, the owner of the gaze is, for Bentham and Foucault, he who
decides and he who controls. Similarly in the patriarchal system the dark male gaze tries to
measure the bright eyes of women. Berger once observes thatrope&n art from the

Renai ssance onwards women are depicted as bei
(Berger 47) and this awareness is more tortuous than any physical torment inflicted on them. Eye
contact and visual exchange which have tremenghopsrtance in social human communication

i s negated to women because Athe exchange of



two way process: in looking, and searching for information or contact, we reveal things about
ourselves, including thimy wh a't we may not wish to reveal
(Waugh 508). If this is done by any woman she becomes the victim of male fixation as done by
the Duke and ultimately has given her the highest and the most violent form of punishment,
death.

ATeh gazeod though does not denote a well de
school , in some ways it i's used | i ke a dAdisc
round. It encourages a particular way of thinking and this thinking maintainséwgial power
relation between man and woman. The Duchess i
of this unequal power struggl e. From the ver
ANeptune éT-AmresgoatbeaDuchya s sights nothingeelsee Her e d 0
identity is shaped only through the male visualization, the suppressive, oppressive and repressive
mal e gaze: AfMen act and women appear. Men | o
being looked at. This determines not omgpst relations between men and women but also the
relation of women to themselves. The surveyor of women in herself is male: the surveyed
female. Thus she turns herself into an objacn d most particul arly an o
(Berger 47).
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OEl egant Economyé6é: A Study of Ol d Age and Ec

Cranford

Deblina Hazra

Abstract: The prevalent discourses on old age in the Nineteenth Century

considered it to be an age of disempowerment. People above the age of fifty were

considered to be old and were seen as a constant threat to thecsomomic

stability. The old people were atacterized with two predominant featufies

first, an inability to work and earn oneb
dependency on others for survival. Having been characterized, thus, as helpless

and inactive, these aged persons were looked dowm agpanwanted burdens on

society whose survival depended on the mercy of others. This paper examines the

popular ideas about the economic disempowerment of old age in Victorian

Engl and and r e adG&rantoidasofieting anralte@atizekegli | 6 s

to them. Studying the inteelation between economy and the old ladies of
Cranford this paper elucidates how Gaskel/l
independent but also active participants in the overall economic growth of the

country. In providingthe aged female characters with economic agency and an
ability to work, thereby aiding the | arger
be located as a countdiscourse which subverts the dominant notions of old age

and represents the old ladies as-delbendent and active.

Keywords: Women, old age, economy, selépendency, agency.



Defining 6old aged is a problem since, as muc
boundaries of which keeps shifting with changing demographics amgjidgatime. Though a

socially constructed phenomenon age, however, is determined biologically. Normally people
above retirement age are considered old. Having lost their physique to work, old people are
generally positioned in the fringes of society, thentce being reserved for those with the

capacity to work. Still far away from the enforcement of-afg pensions, the old citizens of

Victorian England were often reduced to poverty and relegated to almshouses and workhouses.
Women, who were already mangiized in a patriarchal society, faced a double marginalization

in the old age. In the nineteenth century, pushopausal women, that is, women above the age

of fifty, were considered to be 60l dé. fThey w
singl e, a burden to ot her s. Crahford a subvening ithe r ead s
prevalent discourse in the nineteenth century which saw old age as one of financial dependency
and inability to work. In their incapacity to work, the old peoplere seen as burdens for they
could not <contribute to the economy. However,
Cranford shows them to be not only selépendent but also, in their own way, contributing to

the countryos holi At womanodesomiatugr dawtsh hi st or i
her ability to produce children, her beauty, sexuality and worth. Since all these are in direct

correlation to her fertility and, therefore, youth, the loss of youth in western culture often

amounts tol oss of Il dentity. Lisa Nil es -menopansalr i z e s
womeninthemichi net eent h century: AThe conventional
one of di sempower ment o (Niles 295). The 1851

redundant women. Added to that was the advancement in medical sciences which increased the
average age of human beings. The spinsters, especially the old ones, were considered to be a
constant threat to the equilibrium to the society. Though the spidte&istorian England were

endowed with the unique legal right of possessing their own properties, a luxury unaffordable by
the married woman till the enforcement of the
upon as harbingers of disruption of eoory. Having reached an age when they could neither
contribute to the economy either by being productive or by being good consumers, these old
women were scorned for affecting the financial growth of the nation. Women above fifty were
considered, inthewdrs of noveli st Hilary Mantel, 0t he i

books prescribed invisibility to the spinsters, the old women with their aged, celibate bodies were



advised to be invisible to the WonehiTheAgnge. Te
Femal e Character i n Ni neteenth Century Bri
representation of older women in Victorian <ch
on the link established between children and older wotheras this link that, Mangum argues,
constructed the destructive view of old age as second childhood, and thus, one of dependency.
The fear of the old people throwing off the social equilibrium stems from this theory of
dependency. The prime feature,ghascribed to the aged figures is one of reliance on others for
survival. Mangum also points out the destructive association between ageism and racism which

led to the consideration of older women as deserving deportation along with criminals and other
unworthy figures. Mangum citing an 1866 article in thegosy,06 The Art of Gr owi ng
bemoans the |l oss of Arespect, venerati on, anc
women were culturally positi oned).Thescultiralas ot her
well as social discourses of the time stereotyped old women as helpless and inactive. Standing
against such negative figurations of old age, Gaskeliranford ventures out to celebrate old

age and gives her pestenopausal female spiess both financial sellependency and the
ability to add to the countryds economic grow
to the appendages traditionally attributed to old people. Her aged characters are active, visible to

the public eg, selfdependent and contribute to the larger economy of the country. As against

destroying the balance of the society, they help in the economic progress of the nation in their

own ways.
The opening line oCranford has drawn much attention in its aita | reception.
first place, Cranford is in possession of the

both an economic and a social connotation. The Amazons of Cranford are single women,
possessing an economic power unique to their statepiasters which provide them with the

legal right of owning properties. Apart from an economic power, these ladies also have a social
power. The entire town of Cranford is in their possession. If single women in Victorian England

were socially marginaled, we see a reverse picture in thisfathale community, where the
spinsters are not merely visible but take 6&épc
characters. The female community in this town is-deffendent. In spite of being oveftyi

years of age, none of these women rely on others for survival. Readers are made aware of the age

of these unmarried ladies and childless widows early in the novel when Martha, the maid of Miss



Matty chastises her f or vherandiawagensaherdottheisocials h a w
real ity of her age: iAEHN! Dear maobam, to thin
shawl! ltds no better than musl i n. At your a
Resentful that her maid was talkingoait her age Miss Matty asks her crossly if she was aware

of her mi stressods age. Martha casually repli
enraged mistress corrects her witwo oi  rGawe ed mp
Thempgiteat i c di stinctiono of fAnowobar asholil esf p:
i's Ahardly worth the troubl e {#woaasstificossglerddat t vy
old according to the agglabs of nineteenth century. However Mi ss Mattydés curt
Mart hads as s ump tageasm,social bomsirgct ahddher reludtatice to abide by the

slab and consider herself old. Therefore, pretty early in the novel, Gaskell through one of her
Amazons challenges the traditi of setting up a boundary of age beyond which women were
considered to have stepped in the restricted
age affirms her refusal to be categorized into the socially constructedtighterompartments

of age Her refusal also provides her with a kind of agency which was denied to the aged. Along

with possessing an economic and social power, she also exhibits a power over her own self and
sexuality, something poignhantly uncommon among the nineteenth centangnvmaho were

schooled to confine themselves within the patriarchal set up.

The pastor al space of Cranford, Hel en- Kur yl
withoutmeno (Kuryll o 103) and set apart from the
located within the acceptable social order of nineteenth century England. She writes:

fiThe gentle spinsters of Elizabeth Gaskell's Cranford are perhaps the most unlikely

i nhabitants of a p Batthie noceh Wwith ikschaltengé teneteenth d z o n ¢

century convention and its description of an alternative commuoitye of old women who

lead pleasant, full lives without mencalls for a redefinition ofterm&. ( Kur yl | o 102)
Gaskel |l through her aged unmarried female c¢h:
motherhood are the only appropriate spheres for women, and more importantly, spinsters and
wi dows should take up resi denc e (Kurylio 103) dheh o me
social structure of Victorian England looked upon the aged people with disgust for their inability
to earn a living and as a result disrupt the economic equilibrium of the society through their

financial dependency. However, the Maltiaus economic model, which states that fast



multiplication of human race will result in miserable death out of poverty and contagious
diseases, posits the old spinsters and childless widows as a boon to economic stability. T. R.
Malthus inAn Essay on therkciple of Populationpoints out that childbearing can become a
dangerous threat to economic stability on both individual and communal level since reproduction

wi || al ways out space production in Engl andé
0 Mdalutsi an Menopause: Aging and Sexuality in E|
old maids of Cranford hold fAa unique set of
economicsell ependenceo (Niles 295) . Tlemmgsingledhaves of
the legal right to own their properties which make them economicalhdepéndent. They do

not stand at the mercy of others for survival. In addition to that, having reached the menopausal
stage, they are beyond the potential to mulfiplence, posing no threat to extinguish their
economic resources and participate in the widespread misery produced by overpopulation. The
widows are childless which make them incomplete as women according to the nineteenth
century social and cultural panaters. However, in not having children, they indirectly help to

check the imminent economic crisis foretold by Malthus.

The aged | adies of Cranford create their 0V
themselves to be capable enough not to upsdtalace of that economy. In the very opening
chapter narrator Mary Smith introduces the r
economy6: AdTher e, economy -swaesnh dalnwa yasl wae lse goav:
ostentati ous 6 0l awWa® afstheie linlited 4n8ans, theWdrdnford ladies live life
within the restricted boundaries of that means without engaging in any kind of extravagance. In
other words, though not very affluent, these old spinsters and widows manage to survive
decently vith whatever little annual income they have in their name without becoming a burden
on any young male relative. They, therefore, cannot be situated within the category of financially
dependent old ladies. They take pride in their economic independenceydromeagre that
mi g ht be, and refuses to tarnish that indepe
amidst their regular tea party, Mrs Forrester
that she might get the téay out from underret ho everyone receives thi
natur al thing in the worldo (Gaskel!/l 41) . Un a
lifestyle, the aged women economize on various things. They take the pain to stitch papers

together to make plas inside the room for visitors to walk on, so that the only carpet does not



get soiled by their shoes. Miss Matty also economizes on candles, deferring their usage as long
as possible. But the prime economization of the ladies is on their dresseshbatmZranford
and when away from it:
ATheir dress is very independent of fashion
dress here at Cranford, where everybody Kknoy
is equally cogemti:f yoWhnavt wkeo edsr eists shier e, wh e
(Gaskell 40)
Mary Smith notes that A[T]he expenditure on d
120). Though not generally concerned about their dresses and, hence, bringing down textile
consunption to the minimal, the influence of one old Lady Glenmire leads to the awakening of
the potential consumer latent inside the Cranford ladies. The presence of Lady Glenmire
stimulates three of the Amazons of Cranford, Miss Matty, Miss Pole and Mrs tégrtesbuy
patterns. The ladies, who never gave a second thought about dresses, get involved in profound
contemplation over the most suitable pattern for presenting themselves before the newly arrived
Lady in Cranford. In serving to promote consumptioady Glenmire is situated as a catalyst to
economic growth. Through her, Gaskell emphasizes the monetary influence that old women can
yield. Though she herself refrains from participating in the consumption process, she influences

the rate of consumption tie other ladies, thus, indirectly adding to economic progress.

While one old lady manages to bring about a hike in material consumption among the
ladies, thereby adding to the overall economic growth, another old lady directly participates in
the proces®f that growth. Miss Matty, finding herself trapped in a financial crunch after the
collapse of the Town and County Bank, decides to manipulate the situation to contribute to the
larger economy of the country. Gaskell involves her aged female protaganigte
predominantly male profession of business to prove that far from being a hindrance to the
capacity to work, old age can aid in fruitfully carrying out a work which feminine youth would
never have dared to dream of. Miss Matty sets up a tea busirtesshome to earn a livelihood
for herself. Buying tea from the East India Tea Company, she sells them to the local inhabitants
of the town from her little parlotturnedshop window. The East India Company by the middle
of eighteenth century had startemd expand its business beyond the boundaries of the empires
into the far East. They bought products from the eastern countries and sold them in the British

Isles. Miss Matty, in taking up the license of East India Tea Company as an agent and selling tea



among the inhabitants of Cranford, helps the Company in praking, thereby, in turn helping

the larger economy of England to flourish. Engaging in active business at an age when women
were advised confinement to the corners of the house, she subwentactarian ideologies:

first, she retains her economic independence at old age even after having lost most of her annual
income, and at the same time contributes to the economy of the country at large, thereby
asserting her setlependency and capacity work; second, she comes out into the public
making herself visible through her business,
spinsters and old women. Cranford accepts old age and eccentricity as norm and the social
structure of the towresponds to the needs of those within it. Liberated from the rigid constraints
of patriarchal families, t h évejoyuldywithounahildrerher e d
or hus b an dfifiends a a better $oardce of security than fasjilend old age nde
have no f eaf(lLansbiry®. onel i nesso

According to the Malthusian model the singleness and childlessness of thegragiausal
ladies of Cranford is favourable in thwarting the population explosion, thereby aiding economic
stability. Moreover, when financial crisis threatens the economic stability on the level of an
individual, they manage to control the instability on their own without any external help. When
Mi ss Matty | oses her savings anddafmdeartyniaen nu al
pounds thirteen shillings and four penceo (Ga
of the Town and County Bank, where her sister Deborah had made all investments, the other
women of the town assemble together and decidmiformity to provide financial help to her
from their own annual income. Miss Pole, the proactive lady of the community calls upon Mary
Smith, the narrator, and other women of the town to her house and decide to deduct the
superfluous from their income @dgive the extra amount confidentially to Miss Matty:
AMIi ss Smithéeél have conversed in privateéewit
happened to our friendland one and all of us have agreed that, while we have a superfluity,
itisnotonlyadutput a pleasureéto give what we can t
The social fear that old women depend on the male members of their family for their financial
need is debunked by Gaskell in this very significant episode of her novel. Her aged female
charaters by virtue of their agency and conscience come forward to help their friend in time of
distress. A female camaraderie enables Miss Matty to overcome the financial crisis without the

support of any kind of male intervention. Lisa Niles rightly poinisto tChaafdrd takes the



category of 6ol d maiddé as a viable alternat:i
popul at i on &rar(foni therefere, 8uBver)s the discourse which equated old age with
childhood showing that even the aged daklie capacity to face and overcome catastrophic

situations in life without reclining on the young for support.

Gaskell had always been known for her compassionate nature and humanitarian
approach. Her treatment of old agedranfordopens up aalternate social reality in front of the
readers. She portrays a society which was still not infected with theesgdired professional
economy of Drumble. The economic structure of Cranford retains an innocent humanitarian
aspect which was fast disappeg from the rapidly industrialized centres. Cranford is a place
where the aged ladies readily offer financial help to a friend in need; Mr. Johnson, in spite of
knowing that Miss Matty is his competitor, sends away his own customers to her telling them
th at fthe tea he kept wer e of a common kind,
(Gaskell 201); and, Miss Matty, on another occasion, though aware that the Town and County
Bank has collapsed, exchanges a five pound note (from the same bandqasfraan with five
sovereigns so as to allow him to buy shawl for his wife and other goods for his family. Her
exchanging of the five sovereigns for an unusable note meant an indefinite postponing of her
purchase of silk for a gown that she was eagerbkifg forward too. Her act signifies two
things: first, it reflects the compassion and fellow feeling nurtured by the Amazons of Cranford
which challenge the selfish, vicious economy that has engulfed the inhabitants of the industrial
locations; second, dnmore importantly, by describing such as incident Gaskell points towards
the role reversal of both age and gender. Here an old woman helps a young man financially, even
if that meant a sacrifice on her part. Gaskell, therefore, invests her aged fenmatgechanot
only with agency, autonomy, financial seépendency and the ability to work but also with a
divine compassion. These old women, in not being financially dependent on others, de not de
stabilize the economy; rather they participate directiydirectly in the economic growth of the
country. Such a treatment of the old ladies brings to question the universality and authenticity of
the features attributed to the aged in the nineteenth cenfiurgncial dependency on others and
inability to war k . Gaskel |l 6s p o wfemafe and ecormmicalty sefepdndertt f a n
community forces the readers to consider the possible existence of an alternate reality about old
age and its negotiation with the economy in opposition to the destructieesof dependency

and inactivity commonly appended to it.
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Fi

nding the fADivinely Humano: Humani tarian 1| n
El i SikaMarner

Shramana Das Purkayastha

Abstract: Due to the scientific discoveries of the era, consolation of a divine
communion became increasinglpaccessible to the Victorian mind. The new
knowledge of our universe, introduced by the evolutionary and geological sciences,
radically belied the tenets of Christianity.

It would, however, be wrong to assume that this led the Victorians to
passively acqat atheism as their inescapable lot. Intellectual milieu of the nineteenth
century Europe was marked by profound philosophical debates and a continuous
guest for some larger transcendental truth, access to which institutionalised religion

had been provennua b | e t o provi de. I n Engl and, Ca
Movement insisted on a revitalisation of Christian faith through a thorough
transformation of the Anglican Churchos | a

the era witnessed the momentous emergeri the humanist religion of Positivism.

Keenly alive as she was to such contemporary concerns, George Eliot herself
underwent a period of profound philosophical upheaval. Shunning her initial
conviction in orthodox Christian Evangelicalism, she movesl, Baian Spittles
observes, Ain the mainstream otdwardsiact or i an
form of humanisnthat became increasingly the sanctuary of people unable to live
within Christian theology, but unable to live without some moral and ethical
gui danceo (emphasis mine).

The practice of cultivating bonds of sympathetic intimacy with the larger
humanity, therefore, came to be perceived as a convenient and certainly more reliable
alternative to religion, whose consolations now seemed treacherenslyus. In the
present paper | woul d BilaxcMaserteiltustraté howy on Geo
in this novel the author delineates her new found faith in the religion of humanity.
Her protagonist, a simple weaver, moves from a naive belief, througheodays of
atheism and acute misanthropy, towards happier times of inner peace. Silas finds his
grace not through theological meditations, neither through miraculous divine
intimations; but only when he opens up his solitary heart to acknowledgereyfetli
intimacy towards fellow humaheings. Deeply influenced by her own reading (and
transl at i o mhe Life of lesuS,tCritigallysEgamminedn d Feu€&ebachos
Essence of Christianity George Eliot strove to ground her faith in human
communion.Keeping herself detached from both the prevalent spirit of atheism as
welltheovere nt husi asm of the Dissenters, she pe



the currency of our religionté, t hat it ma
ageds hibgsest demde 0.

Key-words: Decline of faith, humanist religion, Ludwig Feuerbach, August Comte,

George Eliot, atheism, human sympathy

In early twentieth century, while commenting on the technological advances of the preceding

era, mathmat i ci an and phil osopher A. N. Whitehead
nineteenth century was the invention of the n
selfcongratulatory ethos was, however, accompanied by the bitter knowkbdgethis
advancement of | earning rendered simple relig
The Origin of the Specigd4859) has come to be blamed for striking the first death knoll to
Christian faith, it is much before mitineteenth centuryhat a voice contrary to Biblical
teaching could be di scer rPendiples & Iceolodgyleraughtioyte | | 6 s
between 1830 and 1833, proved that a steadfast belief in the literal truth Biblbenay be
misleading. The idea of the formabn of eart hdés crust by a serie
that Lyell postulated in hiwork, presupposed for the earth a vastly greater age than was allowed

for in the accepted Biblical chronol ogy. Lye
Seven Daysdé6 Creati on, Adam and Eve and the I
Introduction to the third edition afhe Origin admits that the ideas developed in his book began

to take shape while he was voyaging on board H. \BeGgle He wason theBeaglefrom 1831

to 1836, indicating how early he began to conceive his scientific thesis. Moreover, the
publication of Darwinds book was prompted by
Wallace, has been working for some time in the samectitbn and may soon publish his own

work. From the early decades of the century, Victorian intellectual milieu thus witnessed the
steady growth of a knowledge system whose tenets seem to falsify the very basis of religious
faith. Besides, industrial delment, with its factory method of production and the consequent

hunt for coal and other mineral ores, gave rise to a general public interest in the geological
sciences. This particular branch of science, contrary though it was to Biblical teachings had,

hi storian Asa Briggs writes, néa speci al appe
particular a science which could account for their wealthick coal seams- and could enliven

their leisure hours through the favourite Victorian pursui o f coll ecting foss
(Briggs: 1979, 480)



Due to such a spurt of scientific discoveries in the era, consolation of divine communion
became increasingly inaccessible to the Victorian mind. Keenly alive as she was to such
contemporary concernsseorge Eliot herself underwent a period of profound philosophical
upheaval. Growth of science deeply interested her. In 1856, she assisted in the conception of
Lewesds work on natur al sciences. Intnoductime s a me
to the Book of Genesifgcussing on the points of compatibility and conflict between the Biblical
version of Creation and that of fered by evol
reflect the philosophical crisis of her age. Her rationadd could no longer adhere to a faith in
the Christian God. Yet, her sensibilities al
transcendental aspiration through which the individual could feel contact with larger, and
perhaps materially nebulouseaa s o f experience. o0 (Spittles: 1
propose to di sSdas Marnerleramaets irEits isimple) fairtalelike narrative
structure, the full complexity of a difficult trajectory from godlessness to grace attained through
humanitarian intimacy. During the production of the novel, Eliot, in a letter to the publisher,
expressed her conviction in fithe remedi al i nf
2007, 3), and her Amor al f a b &l,ebdngs oatsthe Full R. l

significance of her faith in human intimacy.

Decline of faith notwithstanding, the Victorians, however, did not accept an attitude of
spiritual nihilism as their inescapable lot. Intellectual life of the nineteenth century Eurgpe wa
marked by a continuous quest for some alternative means of regaining a sense of divine
intimation. Whereas science had challenged the veracity ofitdral reading of theBible,
attempts had been made all over Germany to read the holy text metaphoaicdl

humanistically.

England in its turn witnessed the burgeoning of two important theological drifts,
representing two ideological extremes, but both responding in contrasted ways to the current
crisis of faith. Whi | e on ro Mevembana (indugu@ied di n al
significantly in 1833, the year ofPripciplesloi cati o
Geology insisted on a revitalisation of Christian faith through a thorough transformation of the
Angl i can Chur c hibab rigdura m kthe prévincesh enottheoogher hand, Non
conformity or Dissent gained popularity among the working classes. The latter terms refer to



those Protestants who disavow fidelity to both the Church of England and that of Rome. The
1851 religiouscemmus i ndi cates the sectds growing stren
68-69) Nonconformity included a plethora of sgvoups, all of them evincing distinct
ideological and regional specificities. There were Baptists, Congregationalists, digetho

Quakers, Moravians, Plymouth Brethren, Unitarians, to name but a few. Valentine Cunningham
notes that AAMon Gaikreg 06604 diffieiere rames iofrplaces of worship

were lodged with the RegistraBeneral in 1869; in 1890 theweer e 244 . 0 ( Cunni ng
25) Such a remarkable proliferation of religious groups evidences an urgency to find a means of

divine communion, the solace of which now seems irrevocably lost.

However, the moral structure &ilas Marnerr e p r e s e nscepticidnl regarding s
Nonrconf ormityds exaggerated reliance on person
name, the author makes Silas the member of a Dissenting sect, popular among the simple
mi nded rur al fol ks i é the pooeest fagman hasethei chanoe ofs s e
di stinguishing himself by gifts of speechéo.
character, Eliot could criticise the sect with a cleged perception. Neoonformity claimed
that unfaltering faith caproduce miraculous revelations and provide access to divinity. In order
to gain such a sense of divine intimacy, one must be ever cautious not to let reason adulterate his
faith. Eliot, however, rightly discerns the danger inherent in that form of retigidsy blind
adherence to faith, when coupled with a willed repression of rationality, may easily degenerate
into superstition. Silas too shows such an attitude. Convinced as he is of the divine significance
of his cataleptic fit, the thought of gettitige disease medically treated is deemed blasphemous
by him and his cdorethren. (15) His catalepsy is interpreted as a mode of divine visitation, and
therefore curing it means a denial of admittance to God himself. No wonder that in such a mental
makeup, bance happenings will be confused with divine interference. The villagers of Lantern
Yard resort to Adrawing of | ot so, instead of
being falsely accused of bur gl lkeuwitingginleats hope
his faith in luck, and not actually on divine benevolence. Luck does not favour him: the drawing
of |l ots pronounces him guilty, and with it Si
Not knowing how to distinguish beeen religion and superstition, his simple heart interprets
mi schance as the proof of a veritable absence
earth righteousl vy, but a God of I|lies, that be



Eliot suggests thahere is no easy shortcut to divine communion. Turning a deaf ear to
the call of reason can never guarantee permanence of faith. Rather, lacking firm grounding, such
a faith crumbles at the faintest sign of contrariety. Victorians, therefore, facesuettha critical
problem, needed to redefine conventional idea of religion. Divinity is to be found, not in the
intimacy of private worship, but through forging multiple bonds of sympathy and love with
humanity at | ar ge. By r sldam hopegto reclain art intimateh e A C
connection with God. George Eliot thus always sought to harmonise reason and feeling, science

and religion. Passive resignation to a mood of spiritual nihilism repelled her. In her review of

James Fr oud e Oigtic mweldipel Nemegiseo$ Baitiiml 8 4 9 ) El i ot i nsi
necessity of recastingo the current idea of r
the Ahighest and best ideaso, wit h-comformity,ei ng t

or the oveizealous orthodoxy of dogmatic religion. (Spittles: 19937Z1 At the time when she
was writingSilas MarnerEl i ot 6s | etter to her friend Barba
find an alternative means of divine communion, a means whimhldvnot require willing

suspension of disbelief:

| have faith in the workingut of higher possibilities than the Catholic or any other
church has presented, and those who have strength to wait and endure, are bound to
accept no formula which their whos®uls-- their intellect as well as their emotions

do not embrace with entire rever ewmthoe. The
opium and live through all our pain with conscious, cleged endurance. (Spittles:

1993, 81)

It is ultimatelyin the humanitarian creed of Positivism that she finds such a path to
di vinity. Deeply influenced by hTéelLifeoowesus, eadi n
Critically Examined publ i shed i n 1 8h &gsene ofdhribtianifglisheic h 6 s
in 1854) George Eliot strove to ground her faith in human communion. While consolation of
institutionalised religion seemed feeble, religion of human love seemed to offer an alternative
that reconciles the contrary claims of reason and faith. Grragt¢he solace of immortality are to
be found, not through a reliance on Christian God, but through being remembered for acts of
charity done towards the ADivinely humano, as

Choir Il nvi si bl eod:



A Of immorwleead who live again
In minds made better by their presence: live
Il n pul ses stirr e dQtdt Spittlgsel@B,2® s i t y. o

In this the French philosopher August Comt
became a majosource of inspiration for her. Positivism traced the etymology of the word
6religiond to o6éreligared or 6connect 0. It pr

practices like churchgoing or attending sermons, but on altruistic service done réiswa

humanity at | ar ge. Though never a Positivist
admitted that: AMy gratitude i ncreases contin
my | ifeo (Spittles: 1993, r@@PognerFtr eadfer Pogki tHiav i

contemporary Engl and, affirmed t h-dhecherisBhéndVvi t h t
and extension of all tr ue -beieglofingnkiod: sot oslgwas i me nt
George Eliot in profound symgat, but no one else in our time has expressed those ideas with
such power. o {83pittl es: 1993, 82

Truly EIliotds oeuvre seems to vindicate H.
novels i1Is resolved through t hechapty. Adam Belev i st 0 s
celebrates the fAsecret of Midelenmrchiindsnsolace snfymp at h-
when she open herself up to fAthe | argeness o
| abour and eRoohaahasrbeea describechlier ence Wr i ght as a
all egoryo ( Wr i gSilas Marnkr®o8, Silas i¢ 8a9ell fromlhis seléstructive
cynicism only when he directs his | ove to Ep
moves from a naive belief, through gher days of atheism and acute misanthropy, towards
happier times of inner peace. Silas finds his grace not through theological meditations, neither
through miraculous divine intimations; but only when he opens up his solitary heart to

acknowledge a feelmof intimacy towards fellow humalmeings.

The initial phases of Silasd I|Iife in Lante
in God and mankind. Sharing a bond of close fellowship, he has put blind faith in the goodness
of William Dane. Such a trtishowever, is akin to spiritual naiveté whose pitfalls have already

been discussed. Silasé myopic eyes seem t hen



sightedness- he fails to perceive both the irrationality of his religious belief and Witiasn
immorality, hidden beneath a veneer of righteousness. Suffering betrayal at the hand of his
closest friend and interpreting misfortune as a sign divine malevolence, Silas loses all faith in
God and humanity. His simple trusting soul reaches the nagessimism. Resolving to forever
shun human company, Silas Marner regresses into-argeked solitary confinement, working

perpetually at his loom and never trying to be familiar with his new neighbours at Raveloe.

For Eliot such immersion into cynicishinders the development of the best and noblest
faculties of human mind. While his goodnesg he I nnate s a-premdns aff ec
essentially intact, Silas wilfully lets the tenderness of his soul be eclipsed by a bitter suspicion of
mankind. E i ot 6s recurrent use of insect imagery t
the dreariness of this subhuman existence wit
|l i ke a spider, from pure i mpul s &y thewnstinchve u t re
sensation of hunger. His I|ife is reduced fito

Stopping thus all access and passage to love, Silas becomes obsessed with the money
earned through his weaving. Interestingly, his @est towards the gold coins are all described in

terms of human affection, as if his lonely soul, finding human love treacherous, seeks a substitute

on which he may expend his pent wup feelings:
drew themouttorej oy t heir companionship. He | oved th
as i f they had be8h unborn childreno. (27

A mor al betterment can be brought about on

At herapeutic and | 28paf humdniintintacyviFallbwing the Helerbanlant h |
line of though, George Eliot in almost all her works emphasises the sacred function of human
communion. InThe Essence of ChristianjtfFeuerbach stresses the importance of prayer as a

mode of reachingout o t he f#Aother o. I n Feuerbachdés conc
distant God, but to each and every human being. It is a mode of acknowledging the
distinctiveness of each individual. Through prayer the self learns to love the other, even while
fulyr ecogni sing its essenti al di théveds enClee d erobma a
1957, 158) Otheness then is seen not as something intimidating, but as a proof of the
exhilarating abundance of human resources. Humanity thus becomes the esguea

intimacy with it is an experience spiritually more enriching than that offered by dogmatic belief



Ssystems. George EIliot echoes this Feuerbachi a
God, so far as it has been a high spiritual influersce, it he i de al of a goodnes
(Qtd. Ermarth, 28)

Silas regains his share of grace only when he allows himself to acknowledge this divine
significance of human relations. Losing his gold, he turns to his neighbours and receives
abundant recomgnse at his hour of distress. Significantly, this time his relationship is not based
on a naive trust as before. Rather, his solitary heart slowly, tremblingly opens itself up to the
kindness offered by villagers like Dolly Winthrop. ¢@91) But his finalrecovery comes with
Silasb6 acceptance of Eppi e, his paternal | ov
gol d. And the Adivinely humano does not betra
Silas reaches out to his neighbours foistaace. No longer an isolated misanthrope, Silas lets
himself become a part of the human community and even begins to depend on their goodwill
(99). His bruised heart is healed through his affection for Eppie, who in turn loves her father with
a fondnessot to be shaken even by the temptation of social mobility. Given a choice between
Godfrey Cass, her affluent natural father, and the poor weaver, her foster parent, Eppie prefers to
live forever with Silas, knowing full well that had she chosen otheniee life would have
been more prosperous. For her, however, it is not at all a difficult choice; there is no question of

deserting her poor father whose love and affection has sustained her all throughout her life and

who needs her nowdbentbbk obhdeagé: mBdBéhnd | oved
cleave to him as | ong as he | ives, and nobody
wonder then that Eppieds arrival precipitate
mankind andi vi ni ty. He tells Dolly: ANay, nayé yol
good i 06 --tlhdivse wao rfledel i ng o6 that now; and it m
nor he can see, i 6 spite o006 t heotstisrdarkibuttte and

child was sent t o me:hetrheedrse &dse ad e anlgisn gos (wi7t5h) u

At this juncture we may note EIliotds use
various stages in Silas emotional trajectory. Ensconced in his misantBitgs jealously guards
his doorway. At Ravel oe, he never all ows admi
comer to step across hisdeoii | | 0 . (12) When village urchins

them from his threshold (10). Shung even God, he chooses to live in a village whose thick



groves seem to shut out the intervening eyes of heaven (22). If closed doors thus represent a self
centred existence, Silasdé change of heart s

heart being broken, Silas realises that any help that may console him must conoeltBal®a

(99). Therefore, Al h]e opened the door wide t
the author make the symbolism so easy to grasp. Open doors ardycedagtiated with the

gradual opening up of Silasds heart, but they
Silas through his open door as an unexpected
the cottage through the unlockddo o r . I n Lantern Yard, the oper
house all ows admittance to the treacherous Wi
t hen falsely accusing Silas of the crime, sul

meaning of the symbol serves to problematize the nature of trust. While it is important to retain

faith in humanity, a blind trust invested in an undeserving person may turn out to be dangerous.
The symbol of unguar ded door wvieeyppdrthngynof siichmb | e m
openness, t he need t o contr ol it éo and t he
vul nerability, It al so Dbi nds36)In theefinal analysis,act er
George Eliot seems to suggest that intimacy i human divinity generates a faith more
ennobling than that preached by dogmatic religion, but by no means should any belief be allowed

to mar our rational judgement.

Works Cited

Bloom, Harold (Ed.). Introduction t&/iva Modern Ciritical InterpretationsGeorge
El i ot 6s 0 .New Reki: a Boaks, 2007 .-3. Print.

Briggs, AsaVictorian Cities.Harmondsworth: Penguin, 1975. Print.
--------------- The Age of improvement 178867.London: Longman, 1979. Print.

Cunningham, ValentineEverywhereSpoken Against: Dissent in the Victorian Novel
Oxford: Clarendon Press, 1977. Print.

Eliot, GeorgeSilas Marner London: Penguin, 1994. Print.



Er mart h, Eli zabeth Deeds. N Ge oVivg Mod&mn i ot 6 s

Critical Interpretations: Georg EI| i ot 6 s .&® iHar@dsBloda New éelld:
Viva Books, 2007. 2-744. Print.

Feuerbach, LudwigThe Essence of Christianitfrans. George Eliot. Torchbook ed.
New York: Harper and Row, 1957. Print.

Spittles, BrianGeorge Eliot: Godless Womalondon: MacMillan, 1993. Print.

Whitehead, A. N.Science and the Modern Worl@ambridge: University Press, 1932.
Print.

Wright, Terence RThe Religion of HumanityCambridge: University Press, 1986. Print.



The

Mor al Di |l emma of Ma g gTlheMilllonthd Floss® Critican Ge or g
Study

Jayanta Mukherjee

Abstract: In Adam Bedg( 1 85 9) George Eliotdés mor al ap
based orthe consequences of the morabdes in a character. In her next novel

The Mill on the Flos$1860), Eliot makes a little departure from her earlier stance

on the issue of morality andtroduces the concept oforal dilemma. This paper

tries to explain the subtle difference between ahdilemma andnoral conflict

and thus makes an effort to clear some popular misconceptions
regardingMaggi eds inability to resolve the mor a
the final stage of the novdh fact, a moral dilemma is a situation in which each

of two things ought to be done but both cannot be done. In order to regard a

moral conflict as a genuine dilemma, the conflicting obligations or moral

requirements must at least be such that neither overrides the other. If one moral
requirement does ovéde another, we have resolvable conflict but not a

dilemma.In the Sixth Book of the novellhe Great Temptatigrthe heroine,

Maggie Tulliver is left to choose between tadternatives, either of which would

cause suffering to the people who are very regatt dear to her. Her decision

becomes complicated as there are no preconceived principles to ascertain the

correct choice. This chapter is crucial as it describes the central event of the

novel i . e. Maggi eds boating expemagedt@ons with
her cousin LucyStephen is all along conscious of what he is doing, but by the

time Maggie realizes her fault it has become too late to dritefio getback to

St. Oggbs that ni ght is i mpossible and wha
following morning, she cannot avéerth e suf fering that her vyi el
proposal has caused. She cannot go forward to get maitle&tephen and have

the enjoyment of selfish happiness; she cannot even go back and save Lucy and

Philip from their miseryThus, it seems that George Eliot has deliberately and

intentionally placed Maggie in a genuine dilemma which can have no solutions.

However, this paper also substantiates that the moral dilemma which Maggie

suffers from , is just a part of her entire mlodevelopment and it culminates

when shebr aving the devastati ng(whHolearlerd , attemp
banished Maggie from home for her elopement with Stephen)aiifit both

brother and sister den each otherdés ar ms. dhrough t|
novelist tries to convey one important mes

something more than a dry and abstract code of conduct framed by the society.
Maggie may be a social outcast but she truly, at the end of the novel, epitomizes
the quintessece of human morality.



Key words: Moral conflict, Moral dilemma, Divided self, Moral growth

George EI i ot dohe Ml enche Rlas$1860) vnet lonly depicts the physical growth

of the protagonist Maggie Tulliver from childhood to youth, but also her moral growth from
innocence to experience and from ignorance to vision. Maggie from the beginning is entangled

in triple conflicts---the conf |l i ct within her own divided se
morality, and lastly her collision with the provincial society and neighborhood. Her constant
struggle to negotiate with her conflicting self and surrounding gives a moral dimetosher

character.

Maggie from her early childhood suffers because she is dreamy and forgetful, thoughtless
and impulsive, oversensitive and mentally immature, and her brother, whom she adores, does not
have any of these qualities. He is rigid, unimagie, with all the oversimplified moral
doctrines of the Dodsons. He was particularly clear and positive on one point, namely that he
would punish everybody who deserved it. Accor
upholds accepted principles, g@als morality in formal rules, but Maggie tries to put the breath
of life into them, she upsetiem, she goes to the limit of her solitude and emerge as a genuine
free being beyond t he scl er383.hdpattemisestibhece of t
in childhood. In the first episode Maggi e, wh
school, has to confess that his rabbits have undergone some severe misfortunes and they quarrel.

However, on this occasion, since childish quarrelsiemdconciliation, she and Tom are
soon friends again. But their characters are already measured: Maggie passionate, loving, but
always doing the wrong thing; Tom, common place;sghteous, trustworthy, never tempted to
any excess at all. Maggie newbinks of the results of her actions before she acts. Driven to
frenzy by her auntés comments on her shaggy
taunted about her brown skin, and wildly jealous of her neat little blond cousin, she pushes Lucy
into the mud; the outcry about that decides her to run off to the gypsies. And she is desperately
lonely, because no one around her has the least interest in her love of reading, or can share in her
longings to enlarge her life and develop the facultiesksiows she possesses.

Help comes there when she meets Philip Wakem, the crippled boy who goes to school
with Tom. But the seeds of tragic irony are innate in that friendship. However, it is fate that
makes his father the lawyer against whom Mr. Tulliveri$ihumiliation and makes his family
swear an unending vengeance. After the bankruptcy of Mr. Tulliver, when the children leave
school, Tom goes to work for his uncle Deane, and all his planning is for the future and paying
of f his f at henmodheughtte Magge whddisleftgvith\ner embittered parents, and
with a soul untrained for inevitable struggles, to a life filled only with dull duties, vain day
dreams and bursts of adolescent fury and despair. Pathetically she finds temporaryisehenity
reading ofThe Imitation of Chrisby St. Thomas a Kempis, and she disciplines herself in the
gospel of renunciation and the suppression oflee#. That unnatural peace is broken by a
chance meeting with Philip, whom Maggie has not seen foraeyears. She longs for the old



companionship, but feels that any meeting between them must be kept secret, and their closeness
will act as a spiritual light. Philip argues against her negative asceticism and plays on her pity for
his own crippled body ahlonely life. She is plunged into many conflicts, not that between good
and evil, but that between one good and another good. Philip wears down her scruples, arguing
for the necessity of setfevelopment, not sefhortification:
6l shall hamemet desgttd NMaggie, tremul ously
O0No, you wil/| not, Maggie; no one has str ¢
cowardice to seek safety in negations. You will be thrown into the world someday, and
then every rational satisfaction of your nattinat you deny now will assault youdila
savage dBqy, &hte Mitl 327) 6
It is inevitable that Philip should succeed in persuading Maggie to continue the harmless
meetings, and it is obvious that he should fall in love with her. She is infactsexually
awakened, and it is only the warm affection and pity she has for him that make her promises to
marry him if it should ever be possible.

The secret is eventually revealed. Ironically again the blow comes from an unlikely
guarter. It is themiable and welimeeting Aunt Pullett who remarks at the Sunday dinner table
that she has noticed Philip coming from the F
he surprises Maggie who was on the point of going to see Philip. Tom gives twotiaksria
Maggie either she swears never to meet Philip again, or Tom would personally convey this event
to their father. Tom thus says, Al wi || tell
exertions he might be made happy once more, you will daios¢he blow of knowing that you
a disobedient, deceitful daughter, who throws away her own respectability by clandestine
meetings with the son of a man that has helped to ruin herdatigt, The Mill 328) Tom
insults Philip and taunts him with hdeformity. Maggie says she must inform her father first,
but when Philip has left, she turns on Tom as she has never done before. Tom, however, forges
ahead in the Dodson world. Having a lack of imaginative understandings, Tom appreciates the
practical vitues and does not recognize her emotional limitations. Maggie says t@iYuun:
have been reproaching other people all your life. If you were in fault, |1 should be sorry for the
pain it brought you. But you have always enjoyed punishing me. You haveynorpi are
nothing but a Pharisee. You thank God for nothingb y o u r  o(REliat, TheiMill 840)e s 0

The critics have hardly any quarrel with the novel up to this point. Action, environment
and character have been interfused to produce a sensk t#@xtigre and the inevitable course of
development. But ever since the publication of the novel in 1860, the last two books in it have
been attacked partly on the score of the melodramatic ending, but more on the count that Stephen
Guest is not the sort @han Maggie could ever have fallen in love with and that it degrades her
to do so. Meeting this criticism, George Eliot owned that she planned her material badly. She
enjoyed writing the earlier part so much that she had left no room to develop the tragic
catastrophe as she wished. But she denied violently that her psychology was at fault in making
Maggi e fal/l in love with Stephen: il f I am wr
would do under the circumstances in which | deliberately plaeed dught not to have written



t he b oo ktd. em Haigatlxii)..She( goes on to say that Maggi ¢
nobl e, but | i adid ireHaighoxiijeandghatestaetmuserepresentder tfuthfully.

George Eliot is quitesound here in the point she is making the possibility of Maggie
being overwhelmed by an attraction to a man who was engaged with her cousin Lucy as well.
When Philip tells Maggie that the repression of her natural instincts would mean they would later
asa ul t & & savadgelappktiteEliot, The Mill 329, the r eader anticipate:
next conflict would involve sex as well as moral sensibility. But George Eliot puts into question

Maggi edbs tast e, culture and upbringing in ena
Stephends chavealcdaped iwelnlot it i s hard to beld.i
could get attracted towards Stephen who in th

young man whose diamond riregar of roses, and an air of nonchalant leisure, at tweléec | o ¢ k
in the day, are the graceful and odoriferous result of the largest oil mill and the most extensive
whar f i n ES8dt, The Miti3$3) She reéder winces at the picture of this bejeweled and
perfumed young spark, and everything that follesvsnfortunately tainted with that introductory
image. This is a pity.

However, Maggi edbs attraction to Stephen h;
death, she has been teaching in a school, with no outlet for adult relationships. After the first
evening with the emotional stimulus of the music and the obvious attentions of this handsome
young man, George Eliot describes Maggie as being excited in a way that was mysterious to
herself:

It was not that she thought distinctly of Mr. Stephen Guestjveelt on the
indications that he looked at her with admiration: it was rather that she felt the
half remote presence of a world of love and beauty and delight, made up of vague,
mingled images from all the poetry and romance she had ever read, or had ever
woven into her dreamy reverieg&lipt, The Mill 385)
The meeting, too, comes before she again sees Philip. The development of the mounting sexual
tension between Maggie and Stephen is convincing, with the inevitable issue that she gets caught
in a situatbn from which no happy escape is possible. The conflict of loyalties is insoluble and it
places Maggie in a genuine dilemma as there are no preconceived principles which could direct
her choice and resolve her dilemma.

I n fact, Ma g g i e &an herwiforigehoicen $he makes a arbng shoice
when she decides to | eave Stephen Guest and r
she was guilty of a great moral wrong. Her nightlong boating expedition with Stephen would be
treated as elopemeby the society, and if she return unmarried, she would return would return
in disgrace. Further, her elopement was a wrong both to Lucy and Philip, and one that cannot be
amended by her giving up of Stephen. Her action has demonstrated that sheitbeed ney
nor Philip and that her rejection of Stephen is not going to set matters right. Death alone can
solve her problems, and death by drowning brings together the brother and sister forever, and is a
fitting end to life and suffering of the heroinder suffering is intense and poignant and at the
moment of her death, she rises to heights tragic grandeur.



The final symbolism by which she drifts into an irrevocable situation through the drifting
of the boat on the river is skillfully managed. Therdaray again in the fact that the river

expedition had been planned with Philip, and
bring her some strength and calmsdo be one with Philip again. Bu't Philip is
Stephen takes his place, ame lovers are carried by the tide amd he dr eamy gl i di

boab Elipt, The Mill 464) When Maggie realizes their position, it is too late for any decision of

hers to save pain to others. Her final resolution is that she cannot go forward to ibd minr
Stephen. Her whole family gets involved in t
attitude makes it difficult for the reader to
of refusal to marry Stephen are quite inconsistent wéh deeds and make her argument
unacceptable. While refusing Stephen, Maggi e
d ut y Eliot, En® Mil(415) has a deep moral significance but unfortunately Maggie fails to

abide by this moral principle.

Maggi eds decision to |l eave Stephen and ret
is driven out of her home by her brother Tom Tullivdaggie suffers and suffers alone in the
unsympathetic society. Her free spirit gets snared in a prosaic, sutiésunfeeling society.

Simon De Beauvoirrights ays At hat Maggie dies because she
odds of the worl d. But the world is too stror
(Beauvoir, 387)As Maggie returns totS. Oggds and seeks advice fro«
use the latter to express her own views, and this employment of a wise disinterested spectator to
express her own views, and this employment of a wise disinterested spectator as commentator on
the actim is as it were a lens through which the reader may see the action in a new perspective.
The pragmatic approach is akin to such a device as used by some late twentieth century
novelists. But this method usedTihe Mill on the Flossemains on an initialtage only. Maggie,

in her inexperience fumbles over the conception that the novelist wants to express through Dr.
Kenn Maggie instead relies on her own conscience that her temperament, her upbringing and her
environment have combined to develop in heragerstrength to get rid of the moral problem.

Meanwhile, amidst her torments St. Ogg, she is communicated by both Philips Wakem
and Stephen Guest. Both of them conveyed their deep love and commitment towards Maggie.

Philips in his laesetwheeeryouam isfthe sre avidere mii mihderinve |
Maggie call me back to you! call me backsa | i f e a n(Hliot,gTbeoMillrb@4} Thié
complicates Maggieds choice and accentuates h

of Terrance C. Mc@nnell:
A moral dilemma is a situation in which each of two things ought to be done but
both cannot be done. In order for a moral conflict to count as a genuine dilemma
the conflicting obligation or moral requirements must at least be such that neither
overrides other. If one moral requirement does override another, we have
resolvable conflict but not a dilemm@icConnell 36)



So it is immaterial whether Maggie lives or dies, her dilemma would remain unresolved.

In this contextthe criticisms of Walter Aén and Joamennet regarding the ending e Mill
on the Flosare a bit harsh and partial. Walter Allen writes,

If you have a river in a novel, a flood is always tempting: but by yielding to the

temptation, George Eliot, instead of allowing Maggie résolve the moral

dilemma in which she found herself, and live by its consequences, took the easy

way and substituted for a genuine resolution a clegding from the stk of

Victorian fiction. (Allen227)
Joan Bennet comment s :knofisBewas upable 6 unrasethe [Geosge c ut t
El i ot ] has | et her [ Maggie] choose and then s
(Bennet, 130). On the other hand, it may be argued that George Eliot has deliberately and
intentionally placed Mggie in a dilemma which does not have any solution.

However, this moral dilemma which Maggie suffers from, is just a part of her entire

moral development and it culminates when she braving the devastating flood attempts to save
Tombés | ife ananbotsh sbeothlees in each otherods
sisterdés worth fAa new revelation to his spiri
he has fancied so keen and cledtlipt, The Mill 360). Notwithstanding all the tortes meted to
her by her brother Tom, Maggie in her final act of supreme sacrifice forgives her brother and
tries to save his life. Through this act of Maggie the novelist tries to convey one important
message to society that fitram a dry ant wbdtracneodeno§ s o
conduct framed by the societylaggie may be a social outcast but she truly, at the end of novel,
epitomizes the quintessence of human morality. At last, when we reflect we cannot but feel a
sense of loss at the untimely tieaf heroine. The only solace we cannot find is that by the end
of the novel her moral development is complete. So there can be no denying the fabethat
Mill on the Flossis basically the story of Maggie Tulliver, of her life and suffering and Maggie
is the centre of action which cannot be fully appreciated unless we look at it from her point of
view. Nevertheless, this novel also gives us a comprehensive and elaborate picture of English
rural life in the opening years of the Victorian age and befoeedislocation and disintegration
caused by the Industrial Revolution.
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Representation of Same&se x bonds in Wil kie Collinsds T

Anindita Bhaumik

Abstract: Wilkie Collins, one of the most popular and prolific novelists whose career

spanned most of the second half of the nineteenth century inaugurated the sensation
novel and pl ayed a key rol e i n shaping [
representation fo samesex bonds challenges the conventional concept of
O6mascudfi emitiyibni t ydé pairing. Hi s novels no
women within marriage, but also address tF
unsettling the presumption that itust be based on a heterosexual union. The paper
endeavours to explore the novelistdéds subor
loyalties in The Woman in WhiteArmadale and The Moonstong three highly

popul ar novel s pubsleinsshaetdi oinn dtehcea dle866.0 s, &6t h

Keywords: Sensation, Samsex, Convention, Marriage, Perverse, Emotion,
Compatibility, Gender

Wilkie Collins, one of the most popular and prolific novelists whose career spanned most of the
second half of the nineteenth century inautgdahe sensation novel and played a key role in
shaping detective fiction. I n recent criticis
the mainstream, exploring the complexity of sensation narrative and stressing the radical and
subversive elemmnt s of hi s wor k. The novelistds own u
and values in the context of the nineteenth century England is very significanCherde.l i ns 6 s
intriguing representation of sarsex bonds challenges the conventional concept of
Omascudfiemityibni tyé pairing. Hi s novels not on
marri age, but also address the various meanin
that it must be based on a heterosexual union. While the tyficialrian novel form demands
marriage as a means of narrative closur e, Col
whose relationship to the protagonist constitutes the primary bond. In order to explore Wilkie



Coll i nsbs pr esxebondsa ltwowdnike dof conseatnate ®he Woman in White
Armadale and The Moonston®t hr ee hi ghl y popul ar novel s pu

sensation decadeb6.

In his novels, Collins ingeniously subordinates heterosexual bonds to same sex loyalties.
According to Caroline Dever, these same& x coupl es o6walk a fine |
convention and er ot 118). Ther unionsoj Mariansand lraurdthg De v e r
Woman in White an be termed as the novel 6sbasedont f ul
emotional depth, mutual trust and the presumption of permanence. Lyn Pykett has drawn
parallels between the sensation novel and t he
(Pykett 16) Although quite different in tone, style and perspectivefemininity, both genres
represent 6émodernd women possessing privilege
humour . Ma r i an 0 sThe Womanairt \Whetehallenges the mestrictive ideal of
Coventry Patmor e6s Maran ¢geqlite ¢onsciotishoé theHoonventobal
Victorian expectation from ideal femininitgnd she ridicules it. She says in a gdoenhoured
way. é we produced no such convenience in the house as a flirtable, danceabll&aialk
creature of the male s@XCollins, The Woman in Whitéhe First Epoch, Chapter 27). The
mo s t i nteresting thing abbemi hieme & sa pipheaal sahnec
problem with it. Mari an says, Al have got not
ugly, and she is fair and pretty. Everybody thinks me crabbed and odd (with perfect justice); and
everybody thinks her swetmpered and charming (with more justice still). In short, she is an
angel an @Collins, BhemWamardin Whit€he First Epch, Chapter 5, 26)

Yet Marian loves Laura more than anybody else. Her diary represents a world viewed
through the eyes of a woman who questions and refuses to accept the conventional perception of
reality. She has a clear conception about most of the ntamal marriages and the passive
roles of women in it. She expresses her own opinion of those women spleiddking about

Lauradsimarri age

Nféshe was in the position of hundreds of C
being greatly attached to them greatly repelled by them, and who learn to love

them (when they dondét | earn to hathe!) after
Woman in WhiteThe First Epoch, Chapter 9, p55)



This comment reveals Mari ands c ihmdhe pditutionf t he

of marriage. Even she refutes the idea of wifely sacrifice for the husband by saying,

ANo man under heaven deserves these sacrifi
enemies of our innocence and our peatieey drag us away fromopgrar ent s6 | ove
and our si sittleytake ustbody amasos tb thgmselves, and fasten our

helpless lives to theirs as they chain up a dog to his kennel. And what does the best

of them gi ve usThaWomanentWhitdheibs{ Epoh| pll40)n s

She describes Laurads marriage as a death to

In The Woman in Whit®larian is seen to be staying outside that institution of marriage.
She revolts against t he r e she macksnhers situatibn oh e r o]
fi énothingbt a woman, condemned to patienceThe propr
Woman in WhiteThe Second Epoch, p153).

Mar ri anos TheaWomantiniWwhiee aili s i nto two parts, t
0Bl ackwaterd sect i onmswe séerherpdsstonateiamdrdevoteddogeefor s e c t
Laura. She treats Laura almost as a possessive lover. She says in her diary about the marriage of
Laurai ishe wi | | be his Laura instead of mi ne!
tendenciesb6otpeMbhapanmmetifeal i ngs tovVWweWdmah aur a
in White(New York, 1974), p 35]. But in the Blackwater section, she tries to adjust herself to the
changed situation of Laura and Laur adgsickpassi v
eye and strong sense of perception tell her t
not merely a passive receptacle of impressions and a meansrefgsadition, but also a vehicle

of both compassion and analysis. (Taylor 121)

Colinsoften represents Ol egal 6 marriage as a
materialism at the worst form. Iihe Woman in Whitene can easily notice an erotically
pluralist plot under the authorizing cover of the conventional marriage ploteWidsnt in the
final triangulated marriage in the novel. Both Marian and Walter are passionately attached to
Laura. They fight together to protect Laura from her enemies, join households in order to take
care for her and help her to regain her lost idgmat# well as her lost inheritance. When Walter

wishes to propose to Laura, he triangulates the proposal through Marian. Conjoined by the



O6mascul i ned Mar i an, OWal ter and Laura enter ¢
(Dever 114).

In Armadalethe gendered plot afhe Woman in Whitis shifted to investigate relations
bet ween two men presented as 6ébrothersd. They
in order to avoid confusions, one goé&sa by th
history of mutual violence and deception in the earlier generation. Drawn together by fate, the
two Armadales are attracted taw ds each ot heperlveaawes el naferele
O0perver se f ArmadgedBook R, Chaptér i, 653rmadalefocuses on the contrast
of fairness, race, class and personality to signify the bond between two men joined in a
friendship in spite of all the differences. Just like Laura Fairlie and Marian Halconmibeein
Woman in Whitethe two Armadales are remkably dissimilar in their personalities and physical
appearances. Allan Armadale is fair, ligtgarted typically English bourgeois; Midwinter is a
man of mixed blood, sombre mood, swarthy skin and uncertain backgroundi Alatwinter
bond also showkght on an important aspettthe question of free will and destiny. It probes
whether individual men and women are bound to a predetermined fate or they are free to create
their own futuresBoth of them possess a shared past that victimizes the sbrif@ f at her 6 s
All an Armadal eb6s father was disinherited fron
own degradation. The family name along with the inheritance was given to Matthew Wrentmore,
Mi dwi nterdés father. | mé so rfdeetrh etro rteatkuer nreedv ewni gt eh
Fergus I ngleby and won the | ove and confidenc
bride, Miss Blanchard. They eloped eventually, leaving Wrentmore / Armadale furious and
frustrated. In turn, the new Armadakilled his deceiver by locking him in a drowning ship. This
tale of mutual deception and destruction looms large as a threat to both the sons and to their
friendship. When Midwinter is introduced in the novel for the first time, he carries significantly
with him in his knapsack two v oFausnhEhesebobkee pl a
may symbolize the free witleterminism conundrum which prevails in the novel. At the one
hand isOedipus Rexin which a man is unable to escape his fate, rumeasill. At the other is
Faust who chooses to damn himself with a clear head. Both tragic heroes are doomed, but in two

completely opposite ways.



Indeed, Midwinter and Armadale share a curious relationship. They become fascinated

with each other as they miefor the first time. For the protected and sheltered Allan, mysterious

Mi dwi nt er was the first 6ot hero6 in his worl d.
reaction to All ands |l ove and care in his illn
A | logeohim! ltwill comeoutofmél candt keep it back. I | o

treads on. | would give my lifé yes, the life that is precious to me now, because his
kindness has made it a happy dne tell you | would give my lifei i Collins,
Armadhle, Book 2, Ch. 2, 102).

Here Midwinter leaves his speech unfinished, choked by the highly complex task of explaining
his 6perverse6 attraction to Allan. He fails
al so i nforms Melwisrwathkes to geparate théss two men with strikingly

different social and cultural backgrounds:

A | can resist my own feeling, but | canodt
T h e r e éansthenlikethiminthewortl Tle dogo6s wlaisg tedrredh,aét 6 s
har d, sir, to bl ame tdolens, Armayale Badk 8,1Ch., he dog
82-83)

Even Mr. Brock, the old as hi oned tutor of Al | an i s mo v e d

emotion:

Al believe you | ove Alpdkenrthé truthnAhanwhohas| i eve vy
produced that impression on me, is a man whom | am bound toltrust r ust you. C
(Collins, Armadale Book 2, Ch.2103)

On the other hand, it is this O6strangenessod o

AAl | an ihfndi asnarewmo was not cut out on the regular local pattern, and
whose way in the world had the one great merit (in those parts) of being a way of his
o w n @Gallins(Armadale Book 2, Ch.1, 67)

All ands view of Midwi n te&hereicustoAdvoand yamenesg of lodk,i c a n't

manners, habit and thinking prevails, Midwinter is an unavoidable exception. He is like himself,



he is a sedmade man. Hunger, poverty,-tleatment and insecurity have provided him with a

rare strength of mind, ifght into life and a vast knowledge of the world.

Mi dwi nter defensively explains his |l ove fc
refer to Freudos | ater devel opment of the n
subjectivity, but it can be syptomatic of the prevailing and unconventional nature of this bond.
(Freud, 14962) The union of these two men is gifted with such an emotional depth and
intensity that is entirely absent from other relationshipAnmadale It is embattled with fear,
arxiety and predestination, but it runs true and deep. No heterosexual relation is invested with
such sincerity in this novel. Rather heterosexual relations are shown as flimsy matters of
proximity and convenience. Midwinter falls in and out of love with iny&Gwilt. Allan is
convinced to fall in love with Neelie Milroy even before meeting her: he does so, and then
rejects her after being infatuated towards Lydia. Interestingly, Collins shows conventional
marriage as a result expediency rather than compitibihd emotional commitment. At one

point in Armadale Allan said to himself:

AThe Question is whether I hadnot better
becomi ng a rm@aling Arneadale Baok 3? ©h(6,374).

In contrast, the bond betweékllan and Midwinter survives and is strengthened in spite of
various tests. The superstitious Midwinter is always afraid of the consequences of their
friendship. But he finds himself incapable of walking away, even to avert certain tragedy.

Instead, he pfers to fight fate with love. He says,

~

Al canaditl welniddivitdt a friendshigwhich has grown out of nothing
but kindness on one the side, and nothing but gratitude in the other, is destined to lead
t o an eOoliing, ArmadaledBook?2, Ch. 2,103).

The novel concludes not with a marriage but with a separation that reaffirms the emotional bond

between the men.

The issue of same sex bonding is again reinforced in the relationship between limping
Lucy and Rosanna Spearman. In Rosannaaamesee the overlapping of different levels of
marginalization. . She is a servant, a woman, a physically deformed former criifiveal.



problem with sexuality and gender is reinforced in the character of limping Lucy. This physically

handicapped working as girl directly revolts againstthe socalep per c¢cl asses. Sheg
the day is not far of f when t heThepMoonstonavi | | r
Ch.23,147) She calls Franklin Bl ake darmusmur der
relationship with Rosanna. She defies the nec

sayi ng, ANo man i s wort h The Mobristoneld3). Sleerspeaksnn t h a
about Rosannafi She mi ght have be emanhbame s, andispoiftitaie é. T
He bewi t chedThk Eloomstonel73}.ducy alsa feels that the woman with a good
education may have got héving nicely without the help of any man. Her voice is rather

unusual in the typical Victorian atmdsgre.

All these three novels explore the grey areas created by shifting social and legal
expectations about love, property and the domestic sphere. Here, thesesamstations go
beyond the established convention of friendship to become an elemensatice plot.
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Abstract:d 9 YLISR2 Of Sa 2y 90yl ¢ |Bhapadel SitadrKvel, thik A f 2 4 2 LIK @
the mind of a man can devise a way of life, an ethic to live by in the universe, if the man is

an Empedoclean with a painful awareness of ennui. In Empedocles, we find reflections and
explorations of a large part of our experience : tleeicism of any ultimate truths, the
a8 NDK F2NJ 42YS O2yaiNHOGA DS 2dz2iftz221 (KL
a society that seems devoid of moral values, the acute-csgiciousness, the sense of

isolation and loneliness, the sus@icy’ 2 F WLIJZNBEQ Ay St f SOldzr t Aayz Gf

[N

ol y

which the total personality may be alive and active, above all, perhaps, the nostalgia for a

lost world of youth and peace and simplicity. In the character of Empedocles and in the two

acts of thelLJt & NBaLISOGA@GStes ! NYy2fR alg GKS Ll2aaa
0K2dAKGE | YR aY2 RSN} way & fathiofynbderatios by feadimytRe | Y AR
Bhagavad Gitawhich resolved the conflict in his mind more than the philosophers of the

West dd.

Key Words Bhagawad Gita,awarenessennui, merger, disillusionment, deliverance.

As a poet in search of a philosophy, Matthew Arnold turned first and for preference to the insights of

the poetphilosophers, who included thBhagavad Gitas well at.ucretius and Empedocles. To Arnold,
9YLISR20f Sax 6K2Y KS RSEAONKROSR Ay GKS mMypo tNBTFI
LIKAf 2322 LKSNARZ 2yS 27F (KS(Kardtel 33} vias @oFer th INSLDBAS definitibny R a d
of the philosopher tharthe Epicurean Lucretius with an enthusiasm for science and contempt for

NBf AGA2yd | NYy2fR &d0dzZRASR KAYRIARZ2IBE SlAzY A WNF 502 NHzY | K.
Reliquiag which provides an introduction, a Latin translation of the fragments printpdosite the
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LIKAf 232LKSN) atiKS FSStAy3d 2F RSLINBaairzys (K FSSt A
Lucretius,De Rerum NaturaThe melanchol2 ¥ ! Ny 2f RQa 9YLISR20f Sa A& GKS
. @ NPMagirad> 2 F DS2 NGBS 2 F Yy RS @Pdeyhé@nd BzNIDei melancholic stance of
Empedocles greatly resembles Arjuna in Bleagavad Gitawho facing a crisis seeks divine vision, and

finally a merger with the Ultimate Soul.

GOYLISR20fSa 2y 9dGylé A& | LKAf2a2LKAOFE FyR |
contrast between the three ways of life as represented by Callicles, Empedocles, and Pausanias. Callicles
is a symbol of youthil joy. His music expresses harmony, and is designed to assist nature with its
soothing restorative power. It is unperplexed and the product of the mythical imagination. Pausanias is
9YLISR20f SaQ LIKEe&AOAIYyIZ | 322 RZIate8dn Md/ifeietedfallheS y Rf & =
GLIKEAAOALY 2F azdzZ adée |1S F2ff26a 9YLISR20fSa dzlJ (K
calling a woman back to life, performed by Empedocles. But he does not receive the desired secret from
Empedocles, insteads the recipient of a lengthy discourse which offers him a better view of the world.
Empedocles is a philosopher who has a direct, not a mythical knowledge of reality. In the prose outline
GKAOK ! NYy2f R RNBg dzZLJ F2NJ KS arkdheéSwodd akitS Gotl as iedis a1 S &
. in their stern simplicity. The sight is a severe and awastting one: to know the mysteries which are
O2YYdzyAOFGSR (2 2GKSNR Ay FTNIX3IYSydaz Ay LI NrofSaté

himself an element of the infinite with an element of the finite.

In the opening lecture at Oxford, given five years after the publication of this major poem,
' Ny2tR 06S3aly o6& alreiay3a GKFdG +Fy aAayaSttSOldzat RSt
those nations that could be called modern. This is the role in which Empedocles is cast and which he
plays in Act I. And this is exactly the role that Lord Krishna inspires Arjuna to playGitahand what
Buddha tells his disciple Pourna to do. Arnold @aothis anecdote in his inaugural lecture, when he
GFrt1SR 2F Y2NIlf RSEtAOSNIyOS® aD2 GKSYS h t2dNYI ¢
been consoled, console; being arrived thyself at the farther back, enable others to arrive there
aLe¢ 0! NYy2ft R Mmyod® Ly 104G LLXZ RSLINBaaAiAzy FyR Syydz |
frustration and futility, deep fatigue of body and spirit, isolation and loneliness, cosmic and social, and
therefore also a nostalgia for an earlier agk pgace, faith and moral integrity. In the character of
Empedocles and in the two acts of the play respectively, Arnold saw the possibility of portraying both
GY2RSNY (K2dAKGé YR GY2RSNY TSStAy3aové 2 Kés 9YLISH
£ 2dzR F2NJ FANI a¢KS AN Aa GKAYS (KASHANSAIgHA84E 6 St f = k



he is acknowledging that he does not really belong to this region, that he lives its life at his peril. Arnold
himself had felt being under theame situation, and bore this burden. Writing to Clough in February
MypoZX KS R&OnpdsteiboRtBEe brain iS &hat we suffer frgrhalways feel it and sayqtand

ONE F2NJFANIfA1S Yé 26y 9YLISR20f Sadé o[ 26NB mMono

In the poem, Empedocles is likee barren cone of the crater, Pausanias like the gigy hot
dusty plain and Callicles like the fertile and woody region. The movement of Empedocles through the
scenes represents the movement from youth to middle age, and from contentment to near despai
/ITttA0tSa Aa o0St20SR 2F 9YLISR20tSa la | {AYyR 2F u
the philosophical problems which have undone his content. The movement from innocence to
experience, from the comfort of traditional beliefs to thaipful vision of reality, is a movement in time
GKFG GKS LR2SY NBYRSNER aLl dAartteo Ly 104 LXT 9YLISR
I Ny 2ft RQad RA&AGF&AGS T2NJ GKS O2YYSNOALIE YR RSY2ONI

Heaven is with earth atrife,
Signs make thy soul afraid,
The dead return to life,
Rivers are dried, winds stayed,;
Scarce can one think in calm, so threatening are the Gods; (161)

Il A& ¢g2NRa G2 tlhdzalyAl&xt 8RS ¢8z G &SNI &Ik ydoctriie NIv & 2 INIK
and his dividedness in religion and empiricism. He, all the time, seems to attempt to synthesize the
strands of romanticism and rationalism, faith and empiricism. Behind this struggle, of course, lies the
diminution of the power of Christianitghe strong influence of Cardinal Newman on the one hand, and
SYLANROIf ¢2NJ] a 2GrigimioDIpéeiédn the dther] TS adsl fulidara ityh@sahistorical
criticism far more than science which jarred the foundations of orthodoxy. The grégibred questions

of the time were: Did the biblical miracles occur or did they not? How to explain the presence of evil in a
world made by a just and benevolent God? Christianity did answer such questions but it had lost the
ability to make such replies ngincing. There were surely substitute answers available to the Christian
society as well as for Arnold. He could agree with Goethe, or Shaftesbury or Pope that evil really works
good, he could agree with Carlyle that in the long run evil is defeatedotie ceason with James Mill

that evil disproves the existence of a just or benevolent God, or with Spinoza, that the concept of evil is



strictly of human invention, not an absolute, that nothing is good or bad in itself, that there is indeed a

God but neiher just or benevolent nor yet cruel because not personal, that the moral content of the
universe outside the human realm is exactly zero. But none of these answers were convincing, not even
O2YTF2NIAyYy3a G2 ! NYy2fRd | A& LIDSE religiaus ExBrékkion dfhis aga.a | a
To find an answer, convincing as well as comforting, Arnold had to turn his face towards the East. He
found a midway, a path of moderation by reading tiBhagavad Gitawhich resolved the conflict in his

mind more tan the philosophers of the West did.

GOYLISR20t Sa 2y 9idyl ¢ La@venbwviell, tha ®e rhidid bffa Znancadk & 2 F
devise a way of life, an ethic to live by in the universe, if the man is an Empedoclean with a painful
awarenessofennuidh I NB O23ayAlGAz2y tA1S | 6A&S YLy 6Kz aLy

scene he tells emphatically to Pausanias:
Once read thy own breast right,
And thou hast done with fears;
Man gets no other light,
Search he a thousand years.
Sink in thyself! there ask what ails thee, at that shrin@62)

The same predicament is portrayed in tfta, in which Arjuna looks for a solution to his crisis and
@SIENya FT2NJ a2t 0S FyR | FfAYLAS 27T (KSH LOBBNEY S ¢
Yog& (GKS tlF0GK 2F 5AQ0AYyS t SNFSOGA2yaé¢ Aay

L FY GKS {LANRG aSFGiSR RSSLI AYy SOSNE ONBI { dzNEB ¢

On the other hand, Buddhism goes deeper and more elaborately into the working of the soul
and prepares a special mindlledd 0 2 R K A Ohé Aviliole lcansept of Buddhism starts with looking
AyiGz2z 2ySaStT YR UNIXAYyAy3a 2ySQa YAYR Ay |+ gleé& (2
the soul, calledNirvana Just like a Buddhist 6 2 R K A &ding higarhird to fre himself from the
Ya I Y and Ml itQsufferings, in the same way, Empedocles attempts to become a Foe Destroyer, who
destroys the inner enemies of attachment, hatred and sglasping ignorance, by advocating to
Pausanias the way of life and himselfinging into the crater. Towards the end of Act I, his ascending

the mountain is symbolic of his mounting determination of meeting his doom, just laedhisattva



attains tranquil abiding by the strenuous training and experience of his mind, and themnigisndration
cannot be disturbed by conceptual thoughts. This is the stance of Empedocles.dalbisattvawho

enters a meditative equipoise on emptiness, Empedocles abandons the colorful woody regions to
plunge into the fiery deluge which acts as th@edt antidote to the very subtle obstructions to
omniscience. Before this, the conflict was between Empedocles and the social world of man, now it is
between Empedocles and nature. But then, as he contemplates that death will take the four elements in

hisbody¢ body, blood, head and breath back to the elements in nature, he-asks
.dzi YAYRZXZ odzi (K2dAKGX
What will receivehem, who will calthemhome? (189)

For Arnold the resolution of this dilemma is not through the mind but through soul. Then Empgdocle
reflects over the doctrine of rebirth, according to which we will once more fall away into some bondage

of the flesh or mind, this will continue till we come

To our own only true, deepuried selves,

Being one with which we are one with the whole woKt90)
This is analogous to an extract given in Nete-Books of Matthew Arnold

Buddha of Magadha

Upadanaci KS Ot SI gAy3a G2 SEA&alGAYy3 2062S850GazX

these cause new births tilirvanaannihilates them. (Hardy 394)
.dzi F2NJ 9YLISR20f Sa:So062MEHR2YBSIYd Ko SARKE #K@2K (GKS
that the way to know this All is not by exaggerating one part of our nature at the expense of another,
but by achieving a balance or harmony among them. The answer then to his malady is that & has it
d2dzNDOS Ay KA& 26y Yyl GdNBod Ly GKA&E O2yGiSEGITI [/ dzf
Bhagavad Gitaas he probably is, then what Empedocles comes to understand is thatthan, or
individual soul, is identical with thBrahman or univNE& | f & 2 dzf ¢9 YA JSdzf2t0% a1 nawzx O A
complex act. On the one hand, it is indicated that Empedocles will not attain complete freedom or
O2YLX SGS YSNHSNI gA0GK (GKS a!ffté¢ odzi gAff 0SS F2NOSR

hand, he will not be completely enslaved, as he himself says,



Not to die wholly, not to be all enslaved.  (191)

His achievement in the last moment of his life is of utmost importance. In Hindu philosophy, the hour of

death is consideredas @A & A @S 2F Yl yQa Tl GS | KSI RBhadadafl Git§, NJ &l & a
whose thought is very closely related to the Orphic religion of Empedocles, the idea that the disposition

2F 2ySQa YAYR G (GKS K2dz2NJ 2T KRSKA2KAZ Ra @8 NEB SA Y EH SH
MTNO® IS jdz2iSa FTNRY C8haghwdSitstltrA VA (Nl yya f o 20KA2(yS @S
being one meditates on as he leaves the body at death precisely to that condition he goes, his whole

being infused KSNB GAGKDPE 6/ dzA T NI MmTnod W | AfftAad aAffsS
transformation into mind is the worst of all. A man who is wholly mind is unable to die. He is doomed, as

in a passage from Eastern philosophy which Arnold recorded in hishoates, to the horror of the
SEGSNYLIEt NBGdz2NYyé oaAiffSNI otod | SNB aAfftSNI A& NBF
02214842 SEGNIOGSR FTNRY { Wandva Dharia SadfreCongnyiydh@ sainéld y & € | o
thought, Miller says thattf RA 3 O0O2@SNE GKIF G YIy YIeé 6S O2yRSYYSR
y2i 2yteé 2F aGa9YLISR20tSa 2F 9G4yl ¢ odzi 2F Fft ! Ny
thought is dominated by the thought of irreconcilable opposites. As Frank Keriloldé & A G>X G ¢ KS |
to his dilemma, in the terms in which he undoubtedly understood it, lay in the cruel effort and
continued selig expenditure of a series of Empedoclean victories, not in the carefully qualified betrayal,

the compromise of artand lie | OGA2Yy | yYyR Ayl OGA2yS>S gKAOK KA& al &
19).

Arnold withdrew the poem in all editions between 1852 and 1867, and justified his withdrawal

in the Preface to thePoems2 ¥ mMypo®d LG 41t & Fd GKS Kaffoh thaty OS 2 F
G9YLISR20t Sa 2y 90yl ¢ & New Pdeydd flalVR S8 wak gppréciitéd fapantl dzy' S 2
GARS® 2AffALY w200Aya NBYFENJ &z a/tSFENIe& (KS O2dzN
Empedocles to its logical conclusion, but to embrace the melioristic stoicism suggested to Pausanias, as

Amold does hia St T¢ oOow20Aya Pptod {(G2LIF2NR ! & . NR21S LRAY
KAYaStT Ayid2 GKS ONFYGSNI 2F 9idyl>X dalFR ! NYy2ftR 0688
GNRdzotS Ay GKS &bk yYS Sl ae 7Tl afkdne foliow the GiRdisgsitpm 0 @ | S
2F YAYRZXZ odzi 3AFGKSNBR AYYSyaS Y2NIf FyR &LJKANRGAz f
Ay GKS NBIAZ2Y 2F GK2dAKG 2N FSStAy3as FyR G2 dzyAad s

the oriental literature and philosophy helped him reach his goal to a great extent, as is evident from his

letters, lists of readings and his ne®oks. Turning his head away from the dogmatic Christianity, he



absorbed various ideas and doctrines of the orieptailosophy, especially those of tighagavad Gita.

¢tKS 20aSNBIFGAZ2Y 2F YSyySikK '1'fft20G Aa NBftSOlIyi K
Bhagavad Gitdor enlightenment, but also obscurely, to obtain spiritual reassurance, and this second
purposeINBE 6 Y2NB SELX AOAG & GAYS 6Syid 2yé o1 tt20G pr
RAAOSNYIofS Ay GKS LRSY® G9YLISR20tSa 2y 9Gylé¢ Aa
alea KFEd a¢2 NBFR W9 YaniSeRpb@tiossdfta lafgé parli & oufekpérirncdB Tt SO
GKS aO0SLIiAOAAY 2F Fye dZ GAYIFGS (ONMziK&aX GKS &St NDF
O2daNy 3S (G2 0S3zQ GUKS RAaGLadGsS F2N) I az20AaS80@& GKI
conscg dzay Saasx GKS aSyasS 2F AazftlaAz2zy IyR t2yStaySaa

[N

for a wholeness in which the total personality may be alive and active, above all, perhaps, the nostalgia

¢ though firmly repressed today and rarely mentgmh for a lost world of youth and peace and

AAYLX AOAGREOS] 2dAKG2Y MncOd ¢NBIFGAYT a9YLISR20O0f Sa 2
written in the Victorian period, Houghton says that these features of the poem are timeless and
contemporary,andi KSe& G (i2dzOK 2dzNJ f A@Sa +d | AA3IYyAFAOFYd RS
all through his life.
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Sherlock Holmes: The Myth Reworked

Purnima Chakraborti

Abstract: As the impact of the fictional characters of Holmes and Watson and the

fictional world they inhabit has been a
imagination subsequent writers have both imitated and deconstructed this stable
world of Sir Arthur Cona Doyl e 6 s classic detective st

Holmes offers many possibilities of rethinking the past and the present. In this paper |
have tried to discuss why myths can be transformed or reworked and analysed how
this has been done in M. J.r o wo s Brigadler @He Further Adventuresf
Lestrade (first published in 1987). By changing the positions of Holmes and
Lestrade within the story M J Trow foregrounds the position of the marginalized in
Victorian society and undermines the figure od H me s . Gyl es Brandret
Wilde murder mystery series (published since 2007) which | have discussed next on
the other hand inflates Holmes by grafting him to the brilliant artist Oscar Wilde. |
conclude by discussing the film seri@herlock(2010 onwards) where consultant
detective Sherlock and consultant criminal Moriarty are engaged in a battle of wits in
twenty first century London.

Key Words: Myths, Transformation, Expanding, Updating

Contemporary writing featuring Holmes referred to as the Helmgocrypha, recreates by
selecting from and adding on to the stories of Conan Doyle. In this paper | shall consider three
contemporary approaches to myth of Sherl ock
Brigade: The Further Adventures loéstrade first published in 1987, and then move on to Gyles
Brandrethds murder mystery series, publ i shed
of Oscar Wilde, Conan Doyle and Robert Sherard. | shall conclude by considering the film serial
Shefock (2010 onwards) featuring Benedict Cumberbach as Sherlock Holmes and Martin
Freeman as John Watson, directed by Mark Mc Guin produced by Sue Vertue written by Steven
Moffat and cecreated by Mark Gatiss which presents an updated version of the myth of
Holmes.

Sherlock Holmes who seized the imagination of his readers has remained a constant
focus of attention since his first appearance. That fiction has rapidly turned into a popular myth
is only too obvious from the importance he finds in Madame Saugs and in his museum. His
fictional address has become a tourist attraction signifying immortality not only for himself and
Watson but also for the fictional world he inhabited. Many people who have not heard of Conan
Doyle know about Sherlock Holmesh& Holmes industry a prime centre of tourist interest in



London, occupies a more universal space as it invades cinemas, T V serials, romances, cartoons
and contemporary detective novels.

The Sherlock Holmes stories reflect what the Victorians and Cbogte stood for. In
her Introductionto The Complete Sherlock Holmg009) P. D. James explains why the stories
and their writer had appeared so attractive to the reader:

No writer achieves fame without meeting the needs and expectations of his age. The
Sherlock Holmes saga provided for an increasingly literate society and the
emergence of middleclass with stories which were original, accessible, exciting and

with occasional frisson of horror to which the Victorians were not averse. Conan

Doyle was himské a representative of his sex and class. He was a man his fellow
countrymen could understand, a stalwart imperialist, patriotic, courageous,
resourceful and with the sedfonf i dence to congratul ate hi
strongest influence over young messpecially young athletic sporting men, than
anyone in EnglJamesvi)lbar Kipling. 6

The stories by Sir Arthur Conan Doyle uphold an ideology and world view that satisfies the
Victorian reader. The myth of the detective, well established in theeeimit century, resonates
particularly well through the twentieth and the twefitgt centuries and the figure of Holmes is

its popular icon. The stories being masterpieces of detective fiction were read and reread by
generations of readers. They helpetirgethe genre and fix its borders and limits. The Sherlock
Holmes stories have generated a vast body of critical writing and inspired other writers in this
genre As Stephen Knight explains the detective appears in fiction at a time when the Romantic
Move me n t had glorified an i ndi vidual 0s subj e
dominated Romantic prose and poetry. Knight shows us how the basic myth of good and evil
found in folklore and fairy tale has been combined here with the Victorian virtaelfolielp.

The Holmes version of the moral battle of good and evil involves a mythical belief in the
detectiveds superior powers of observation an
an ideology of a benevolent class conscious society &aegreserving its social hierarchy. The

criminal is mostly seen not as a social but as a moral disorder.

When a myth seems to provide answers that are inadequate to our present circumstances
we tend to take it apart. As we need to read newer meatuirgglain the changing universe
around us we have to update the myths in accordance with our own timythologies
Roland Barthes reconsiders the notion of what a myth means to us: the making and breaking of
the myth Otransfedr(Barhhesdl2Y) i ntAo myahur whi c
arrests a concept in both the physical and legal sense of the term is subject to transfdrmations

This is because myth is speestblenandrestored Only speech which is restored is
no longer quitethat which was stolen: when it was brought back it was not put
exactly in place. (Barthes 125)



The process of transformation lies at the very heart of the myth:

For the Nature, in which they are locked up under the pretext of being eternalized, is
nothing but an Usage. And it is this Usage however lofty, that they must take in hand
and transform. (Barthes 18%6)

Crime writers who approach the myth of Holmes today do so with the century old
Holmes tradition behind them. Social and literary research ertities of Conan Doyle has
opened up vast spaces and writers of crime fiction are negotiating land outside the conventional
borders of the genre. Through the twentieth century (especially in the latter half) we have a
tradition of crime writing that priatizes perspectives of characters who are not detectives.
Readers and writers aware of their social responsibilities towards those on the wrong side of the
law feel the need to integrate zones which were either scantily represented or neglected in an
earlier epoch. New stories on Holmes often decentralize, extend, and question the upper class
male centered detective tradition. They are engaged in the process of stealing and restoring
myths, each makeover trying to grasp a meaning for the moment.

The factthat we cannot manage to achieve more than an unstable grasp of reality
doubtless gives us the measure of our present alienation: we constantly drift between
the object and its demystification, powerless to render its wholeness. For, if we
penetrate the gbct, we liberate it; but we destroy it; and if we acknowledge its full
weight, we respect it but we restore it to a state which is still mystified. (Barthes 159)

In their narratives Trow and Brandreth have taken apart, reassembled and extended the
myth b meet the expectations of readers today. We need to read this playfulness with reference
to the genre of the detective story in which picking up and rejecting clues is routine exercise for
the reader. The transformations that | shall look at mainly condetmes, Watson and the
fictional world they inhabit.

One of the important conventions of the Sherlock Holmes stories is that of the narrator.
Conan Doyle draws our attention to the teller. The tale is told by Watson but Holmes has his
reservations aboutVat s on 6 s n ahe Advéniure nfghe Adbey Grantpe following
conversation takes place between Holmes and Watson while they are on a Kentish train on a
winter morning to investigate a case of murder.

AéYour fatal habi t fromfthepomtookview af a story instea@ r yt hi ng
of as a scientific exercise has ruined what might have been an instructive and even

classical series of demonstrations. You slur over the work of utmost finesse and

delicacy, in order to dwell upon sensational detashich may excite but cannot
possibly instruct, the reader. 0

AWhy do you not write them yourself?0 | sai



Al wi ||, my dear Watson, I will. At present
devote my declining yea to the composition of a text book, which shall focus the whole
art of detection into one volume. o(Conan Dc

The idea of retelling the story is suggested in the foundational text. The cue is picked up by Trow
in Brigade: The Further Adventures bestrade. Firstly he replaces the first person narrator
Watson with an omniscient narrator making Watson a teller of stories within a story. This is the
most obvious narrative transformation. It helps to lend the tale an impression of greater
impartiality, as though this retelling is a truer version. Yet though aspiring to be detached the
omniscient narrator is seen to be following Lestrade with all his attention sympathetically
focused on him.

Secondly Trowbs novel s projogctShotldroi else saf
perspective. This is obviously a case of refocalization which discards a very central tenet of the
tradition: the private detective. The well educated detective who is endowed with tremendous
mental prowess, extraordinary powers ofsetvation, brilliant deduction and a passion for
justice is turned into a piece of irresponsible deception and made the butt of jokes. The hard
work, that solves mysterious crime, is done by the ill paid police detective, Lestrade, whose
experiences reflécsome of the actual social conditions connected with crime in Victorian
England. As the cases are solved by Lestrade the cosy world of Baker Street is replaced by the

Criminal Il nvestigation Department of Hetr Maj e
many of the recurring motifs in the Conan Doyle stories, like the hostility between Lestrade and
his superiors, are reabsorbed in Trowds novel

boss and harsh working conditions as he is tacklinifiaudt case. Thirdly Trow drags Conan
Doyle into the fictional world of the novel making him inhabit the same world of Watson and
Lestrade. This is in keeping with the postmodern fictional norms which combine fictional and
historical worlds.

Watson, inTr owés novel, transforms the adventur
Holmes in theStrand Magazine.

He[ Lestrade, waiting for a train to Swindon]browsed through the periodicals on the
shelves of the W. H. Smith bookstall and he shuddered as h&diajghted on a

copy of theStrand MagazineFor a moment he wondered if that idiot Watson was

still feeding Conan Doyle those ludicrous stories about Sherlock Holmes, even
though the man had been dead these eighteen months. He had no time to ponder as
the whistle was blowing and he dashed through the steam to catch the twenty past
two for Exiter.( Trow 20)

In Brigadewe find a distorted version of Conan Doy
shrewd manipulator who is ever afraid that Lestrade tibw the cover of this fictional
conspiracy. Though he remains a doctor and a story teller he is extremely incompetent and



meddlesome. As it turns out, it is Watson, not Lestrade, who has failed to notice the murder
victim when he is asked to certify ldeath. And though Watson realizes his mistake he does not
acknowledge it.

Conan Doyl ebs stories portray Lestrade as
for instance inThe Return of Sherlock Holmesstrade must handcuff the criminal as Holmes
very generously disclaims any <credit for catc
into a world which sorely needs him as a savior. Lestrade here is used as the foolish foil. Colin
Wat son has summed up t hE®&nobbdryath Yioleode Hol mes d6s wo

The London of Holmes commends itself at once and unconditionally. It is quaint

enough to make nostalgic appeal. It is exceedingly well ordered: those telegraphic

of fices are never <c¢losed, no cab sias ever o
city whose every crime is soluble and whose vices are sealed narrow and defined

areas. It is a cosy place. (Watson 24)

In Trow this O6cosy placed has been replac
expands by including, in a big way, instituts like the hospitals, mad houses, and workhouses.
Lestrade is acutely aware of the deceptions practiced by the upper classes in policy, politics and
personal life and he is also aware of the misery of the poor. Lestrade solves the mystery through
shee hard work, commonsense and intuition. His very lack of erudition and his determination to
spare himself no trouble help him to solve the crime. Hence we have heroism of adaptation and
resistance. In Trowds novel L iegsat theaimkersticessof s e e n
Conan Doyl ebds stories.

The case Lestrade is working on is a series of murders carried on by a mole in the police
department. The plot is complicated by the appearance of a fierce animal smuggled in from the
colonies. The real nrderer in this story is more dangerous and far more cunning than this wild
ani mal . This motif of a wild ani mal i's a f ami
has been made even more memorable by the subsequent engagements of film dimkctors an
cartoonists with stories lik€Ehe Hound of the Baskervillemd The Speckled Bandrow neatly
amalgamates the terrifying wild animal from the colonies, with several associated motifs
regarding the colonizers and the colonized like the depiction of slavex aborigine skilled in
hunting and fond of outdoor life and the colonial master with his scant respect for the law from
stories likeThe Sign of FourThe reader of Victorian crime fiction is well versed in these
attitudes which have been reinforcedrovels likeThe Moonstone

Trow is not only decentering or deheroizing Holmes who exists as a fiction within a
fiction but destabilizing in fiction the notions of the civilized country ruling over colonies
associated with danger and crime.Brigadethe white colonizers are burdened with an act of
cannibalism: the eating of a Turkish boy taking the colonizers a little beyond the bounds which
were permissible in the Conan Doyle stories where they are usually seen to be tainted by a greed



for money anda love for violence for several selfish reasons. Cannibalism associated with the
colonized is neatly transferred to the British armymgade Through the absurd rituals carried

on by the men who were members of the golden dawn the novel relates ¢amn#rad war and
locates the heart of darkness within the European mind. The resolution offers the final insight
into crimes committed and crimes repeated in order to keep crimes hidden.

The novel is a meaningful reworking of several myths. The plotastaa k e on Tenny ¢
The Charge of the Light Brigadi.not only destabilizes the myth of Holmes but also the myth
of T e niihe €oamgeéd the Light BrigadBrawing together two fictional worlds the story
dwells on the inefficiency and the crueltytbe military campaign that was more shameful than
glorious. The reader looks back at the past from a postcolonial perspective aware of the context
of the myth and at the world as it must have been. The impression the reader gets is that the fairy
tale worll of the myth is changing back to reality. The transformations steal the entire world
view of the Conan Doyle stories. After being stolen they cannot be put back in exactly the same
place for the reader.

As we move Brigadeto ther @sgad world order mystery series we find
ourselves in a world of writers and painters. The stance adopted by the narrator in these novels is
that of a biography of Wilde, the detective, who had solved many murder mysteries which were
so far unknown. This fictional bgvaphy is written by Robert Sherard. He is the surrogate
narrator/Watson and Wilde is the surrogate Holmes. The novel uses pastiche to extend the myth
of Oscar Wide, and project Wilde as a detective who out does Holmes. This is done by giving
Holmes aflt i ng presence within Wil debds mind and wi
transformed as one fictional world is engrafted upon another.

The novels soak up the world of Wildeds pl a
with Oscar Wilde and the Candlelight Murdeasa timewhen Wilde, who is about to commence
writing The Picture of Dorian Grayhecomes acquainted with Conan Doyle after having read his
novel A Study in ScarletThey meet at Langham Hotel where Wilde surprigedriends by his
observations and deductions about Conan Doyl
Wil de modestly tell s hipm pteh aptr otbH ies@andls(igBtt sacamr @
Murders11).Oscar Wilde introduces the mystery to CoDawle at this very first meeting and in
the course of the day surprises Conan Doyl e
narrator in this series, by his ability to observe and deduce. To his amazed friends he disclaims

all credit tellingthemtita t hi s i s O6el ementary stuffd and as
is o0following the rules of the master 6. As m;
OHol mes is wher e m@andelglt Murdensl®)Whé¢nBaskadntal expldinh ,

Wil de answers OWe must not | et dayl i ght i n

explained seems ver y CandlelighoMupdr20y kcerfainly #emstodr et h
be the conjurers trick, for in no real life account of Conan Doyle andrQ¥dde would they

come together to solve murder mysteries. Perhaps they come together because they share the
common ground of skilful narrative inversions.



0And he composes, 0 | added in the hope of
Wilde createsthevi t t i est musi cal parodies and pastic
0Yes, 6 said Oscar, still staring out of t |
medi ocrity pays CandlelpktMurders®5)6 ( Brandr et h,

In these novels the reader is made more and more aware ofatied &hilliance of Holmes and
Wilde. Oscar Wilde is always admired by Conan Doyle an@snar Wilde and the Candlelight
Murderswe find the creator of Sherlock Holmes including Wilde in his stories:

0Correct! 6 cried ConanglDays$eagailmnantki Ogcahé@&s
not miss a trick, my friend. You observe everything. | have decided that | am going

to give Mr Sherlock Holmes an even more brilliant older brother and, with your

permission, he shall be modeled on you! Holmes is basedynowsir Bell, but he

has something of Fraser about him al so. Hol
i6

6But | am not | i ke Hol mes, 6 Oscar protested
OHol mesbés brother shal/l be.i 0ol ent tGhgmued
me . I have deci ded Cantlldlight MurdessE28)t | ed. 6 ( Brandr

We hear the echoes of Wildean comedy as Constance and Oscar Wilde con@sca Wilde
and a Game called Murder:

Altdéds far t oo war onsthnoerprotested. mpet s, Oscar, 0

AAl Il iteration Iis no respecter of seasons,
(Brandreth, Candlelight Murdergi4)

This delightful worl d of word magic meets

works. The finde-siécle world, that is brought alive in the novels, is one where the rational

world of Holmes meets superstitions, a depiction of sensational crimesieamatginal sections

of London society Wilde was acquainted with. Crimes like trafficking in child prostitutes or a
woman killing her fianc®0s catamite were out
menacing world where every individual feels thwdrtgy authority and threatened by poverty.

There is hardly any hope of social justice and in despair men and women turn for comfort to
friends and relations for what love or compassion they can find, and when such comfort is
denied, at times, to crime. Bding up a world of beauty to escape or seeking refuge in the

world of art is a temptation hard to resist for Wilde and his friends.

Wilde who plays Holmes must have his Watson. He asks Robert Sherard to take on this
rol e: ANot e 1 tRerhdmbienr ,yoyuoru jaoruer nmyl . DiOscaWat s o n
Wilde and a Game called Murd®2) Through the series Wilde has both Conan Doyle and



Robert Sherard with him to share the mysteries. The narrator and Wilde are loyal to each other
through out, but th persona of Sherard wh o tell s t he
comprehension of it. Among the biographical notes which are found at the end of the first novel

of the series, we have one on Robert Sherard who wrote the first three biographical studies of
Wilde after his death. The choice of Sherard as a narrator is a wise one, for as one of Oscar

Wil deds friends and fellow writers, his narr
theatre managers, actors, painters and writers.DdnProfundisOsar Wilde referring to
Sherardbs visit in prison writes: AfRobert She

beingso. (Wilde 580)

As Sherard introduces himself at the beginning of the series, he tells the reader that he is
sharing these expei ences with him/ her in the summer of
and has 6éa taled to tell before he dies.

As in a forest of pingrees in southern France there are great black,-oprpatches,

so too in my memory. There is much that | hémgotten, much that | have tried to
forget, but what you will read in the pages that follow | know to be true. In the years
of our friendship, | had kept a journal of our times together. | promised Oscar that for
fifty years | would keep his secret. Ifyekept my word. And now the time has come
when | can break my silence. At last | can reveal all that | know of Oscar Wilde and
the Candlelight Murders. (Brandretbandlelight Murders333-334).

It is under these circumstances that Sherard, the tellaedéle, is recreating a past experience.
He may choose to write the mystery as a first person narrator, or@scar Wilde and the
Vampire Murdershe may present the facts by laying out the material in a chronological order,
including ennhptebodkks omf t Redr aMilde anf lhe VVampided
Murders opens with a conversation between Sherard and Oscar Wilde a few months before
Wil dedbs death in 1900. I n the course of this
for earning moay, but is reminded by Wilde that this book cannot be published for a hundred
years. Through Sherard the reader relates to Wilde and his tragedy and to the hypocrisy of
Victorian society which is the context of ti@ampire MurdersConan Doyle had lost tob with
Wilde at the end of his life, but Sherard had remained faithful. By situating the narrative in the
di st ant past, the story of Wildebs success a
framed by his imprisonment, poverty and illness prionitoearly death. Historical crime fiction
is one of the most popular sglenres today. Recreating and interpreting the past gives the reader
one more world to reckon with. The world of Holmes is enlarged greatly in the Oscar Wilde
murder mysteries yet itonfines itself to the basic norms of the genre, the reader is reassured
with the neat endings, the first person narrator, and delighted with a detective who is a champion
of beauty, wit and elegance. These norms are important in a genre that priceédasility.

The foundational texts of the Sherlock Holmes stories have been adapted in several film
versions for a century. Adaptation to the film medium involves cinematographic transformation.



The well known productions like the one featuring JeremytBiret faithful to the original text.

The appearance, the speech, and depiction of Holmes, Watson and the other characters closely
resemble the original text. There is a close relation between the oral and visual media. The serial
Sherlockhowever followsa different tradition, here the original story is a point of takeoff.

As in Conan Doyleds story Watson i s nursin
facts are the same only the century has <cha
involvement inAfghanistan even today cannot be ignored. John Watson a doctor who is a war
victim suffers from psychological trauma, needs counseling and is asked to write a blog to get
used to civilian life. InA Study in Pinkit is through John (there is this transfatmn in
nomencl ature O6Watsond has changed to 6Johnd a
Sherl ock the consultant detective. Sherl ock r
place of his watch as narratedThe Sign of Foyr The hst word the murder victim writes is
the password to her email account. Hospitals, labs, crime dens, homes, the police and the way the
characters dress have been transformed in keeping with the times. A transformation in time is
the most important trangfimation in the film. We find women working in the morgue and
policewomen detectives working on cases. The hansom cab has disappeared in the transformed
city of London aglow with electric and electronic devices, traffic signals, and enormous glass
and concete structures. Most of these transformations are substitutions. Verbal transformations
bring in current attitudes and tkieree pipeproblembecomes #hree patch probleras Sherlock
who is trying hard to give up smoking wears three nicotine patchessoarin. The most
accommodating |l andlady Mrs Hudson however i s
practice in the drawing room and his storing of various parts of the human body in the fridge.

She reminds her tenants time and again that they bade their own domestic chores as she is
their landlady, not their housekeeper. This is a less class conscious society as she and her tenants
celebrate Christmas together with their family and close friends.

Modern technology, gadgets, bombs other weapane used by the state, the criminal
organizations and the terrorists. Borders dividing the criminals and the detectives also become
dangerously fragile. Mar y, WatStady m@islMyueroftise h as
a menacing figure. Statmft makes him crafty. The motif of sibling jealousy has been identified
by John. Neither Mycroft nor Moriarty are to be trusted. And these two figures take up a far
greater space in the film version than they do in the foundational text. Moriarty updaged
twentieth century version of the elusive and intellectually gifted criminal consultant. The
episodes of the serial, which merge and transform the stories, project a world far more terrifying
than the one found in the Conan Doyle stories. Mecharinddechnologically advanced crime
and warfare often bring the world on the brink of a disaster. Not only does Moriarty loom larger
than he does in the works of Conan Doyle, the chances of Sherlock achieving justice for the
wronged are also fewer.



Whatthe Victorians valued or feared has changed: these transformations are in keeping
with the changes brought about by history and international politics. The treasures smuggled are

those |l ost during Maodbds reign a hodinglthewomen AdI er
in James Bond films) is thought to be executed by terrorists. The most interesting transformation
which alters our I nterpretation of the world

character suggesting a rivalry between him antirids. There is also the hint of a link between
the incomprehensible policies of war and statecraft of a government represented by Mycroft and
the criminal underworld of Moriarty. This is suggestedAnStudy in Pinkwhere Watson

mistakes Mycroft for the crmi n a | and finds it hard to bel i
Visually the link between the criminal and the state is further intensified when Moriarty is seen
wearing the crown jewel s. Wat son bl ames My
who would risk his brotheros Iife for his or

world to the material, social, and psychological and changes of the tiirshigentury this film
serial renews the myth of Holmes.

Among the many literary arlds that have migrated to contemporary fiction the world of
Sherlock Holmes offers many attractions which the contemporary writer wishes to appropriate.
Holmes being one of the immortal figures of popular fiction is easily recognized by readers who
can pot him through every altered perspective. The writer may build up a history that maps
ot her worlds on Hol mesdés world. This results
expand and defamiliarize it. The world of Holmes can be meaningfulty freen the margins,
from the view point of the ill paid police detective or subversive artist, it presents a different
aspect just as it does when 221B Baker Street is located in London today.
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Memory and Writing:A Study off  NR&@ Qa Wt-s89%¥a 2F MOMH
Sudip Kumar Das

Abstracty | Aa FANBRG 6AFST 9YYIFIQa RSIFIGK AYyAGAFGSR
memory towards the composition 8t 2 S Y & -Mafficvappeared as a segment

of Satiresof Circumstanc® ¢ KS NBX &2 dzNOSFdzf ySaa 6AGK gKAOK | I
translated into poems calls into mind K { Sa LIS NBQa FlY2dza az2yySiaa

. F NNB GG Soidess jfdmytie Partuguestlostalgia over the past results in

LI 0 K2 & @ lat&Bmotske & lbv@ deems an act of expiation that leads the poet

to a new aesthetic discoveryHe seems to follow th&ictorian poetic techniqueén

equatingemotion and geographical plade find the right elegiac note Ultimately

regret acts as atimulus to his creativity

Key words 9 Y Y I Q &, RRéhiivel idemory Regrets, Nostalgig Pathos Expiation,
New aesthetic discoverWarital bitterness Time, Human blindnessVictorian poetic
technique Gongruence of emotion

9YYIl DATFT2 NRue, died bidRE Ravembek ME2(1She had aged quickly and had frequently
suffered from illnesses which were aggravated by her fear of doctors and refusal to secure professional
FROAOS® t 2S0UNEB FT2NJ I I NR& KIF R 0SS yegadntofwatdNarsergsfof O (i K|
poems about his loss. In his own words, it was quite natural; one looked back through the years and saw
some pictures.

Hardy and Emma did not visit Cornwall together during their long married life. But within a few
months of Emm24& RS GKZ Ay al NOK mdmo= | fyYzad SEIFOGfe T2
he revisited Boscastle and St. Juliot. Standing on theodail he remembered how, during their
courtship, he and Emma climbed it together. Walking along the Vil&fadley, meditation brought
about a poem on a picnic during which they had lost a tumbler while Emma was trying to wash it in a
little waterfall. His astonishingly retentive memonyrote Page took him back to those days in the
1870s as if it had been gerday, and poem after poem grew out of this pilgrimage. These poems were
ANRdzLISR (G23SGKSN) gAGK 20KSNAR oNAGGSY 6ST2NB | yR |
of 1912M0 QX @A GK |y SLAeHaNE LIRES (FSNRAYA SANAGFANDASLS & € 7 (GISYRY | S
WeNFOSa 2F +ty 2fR FflIYSQ 2N Ia WwwStaoda 2F |y 2ftR

FG F Y2YSyd 6KSy KS gla d GKS KSAIKG 2F KA



the universality of his poigl yiT SELINB&&A2Y 2F &2NNRs® LNBAY3I | 26

20a0dzNB LINAGF (S Kdz2NIIi SyRa ¢gA0GKI83)KS O2YY2y g2dzy R 2
¢CKS LI NIOAOdzZ  NY & LISNE2Yl-fio QI XNazNBt FFNIGIKSO H4oze2sSS

appeared in periodicals before their first public appearance as a segmesatoesof Circumstance

published in November 1914. The group, then, consisted of eighted.J2 SYa ® ¢KS TFANRG Z

RFGSR 5S0OSYOSNI mdpmH YR Al o6S3aAya 6AGK 9YYI Qa RSI

550SY0SN) MmpMHU I WE¢KS 21f1Q WwlkAy 2y | DNI@GSQ oo
/| SNBY2y e QW¢ WBI YS WA ASNDE WIAE zAaA02ND ompmoOX |y
f20FGA2y ySIN GKS 1 I NReé K2YS G alE DFEiS®d ¢KSy fF

5NBIY 2NJ b2Q O6CSo6NHzZ NBE mMdpmo U 0 &cWd2fariyiaK & deCkkS | NBjYoz

L2SYas W FGSNI -SWRANWSODET PROSSWiE&Sye [/ fATFQT W

al NOK mMpmMo0X YR We¢KS tKFEIyd2Y 1 2NaS62YIyQ | NB I¢
Y2

SRAGAZ2YVEY WerSQFLIF(T 2FdyOSQd wSOAaAAGSRQ | YR K
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end of the collection.

Taking cue from Carl J. Weber edittd NR& Q& [, & Bay sag St dhey are not
rhetorical exercises but experiences of far greater extent andSvare G KIF'y NBO2NRSR Ay
FlLY2dza az2yySaa FyR Ay Sphnatd ffom $hé Rortugeddeleiiplaces tN ¢ y A y 3
collection of poems besides such celebrated sonnet collections. Hardy, like Mrs. Browning, begins with
the magic glow of coMIi & KA LJ 0 dzii ¢ K S N¥olrpoemsNaPedhé kegull O dnord @ Mdse
forty-i 62 6SS1az | I NReQaldANBe $IKNER NB{ORINRS 218S ITNBNQIZ az2yy
devotion and to his reckless infatuation but they stop short long befét&St OSaal GAzy 27F G
ONBFIK® | I NReQa LRSYyaxz 2y GKS 2GKSNJ KFyRX NYzy @K
courtship, to marriage, to quarrel, to staled familiarity, to disillusion, to bitterness and finally to death
and consequently, tseltexamination, remorse, expiation and the rebirth of lowé.a nutshelt |  NR& Q&
poems give us a complete summary of his adult life in a way that neither ShakeQuearey 2 NJ a NBR @
. NBPOYAYIQAKH T (8NN DPTASAE dza Ay  Ylodms ¢iAolanb MK Gl AGYKAS
intensity, the originality, the tenderness, the poignancy, the delicacy, the wistfulp@sshort ¢ the
emotional rangeg that they exhibit. They are never homogenous; they are not the record of the

episodes of life. They arediftself.

But the collection is not much known to the general reader. The reasons are nor difficult to

fathom. As Weber states, the title of the collection carries no appeal to the readers, particularly one



who is unaware of the significance of the yedstv 2 NJ mdpmo Ay | F NRéQa fAFTSd
the middle of a collection calle8atires of Circumstance, Lyrics and Revamigghich the satires with

their astringent quality, attracted more attention than the reveries. Moreover, the volume wa
published in 1914, shortly after the outbreak of a World War during which English readers had other

things to do besides reading love poems.

Ly O2YLI NRazy G2 {KIF{1SaLSIFNBQa az2yySia |IyR aN:
charm and delicay. They show metrical dexterity and resourcefulness in fitting the techniques of verse
to the varied moods of the poet. There are long lines and short lines, there are iambic rhythms and
dactylic and anapaestic rhythms. There are ballad stanzas and dinipke there are narratives and
Wi YSYyGQs Y2yt2aeftfloA0 tAySa INB O2y(iN}XadSR gAlGK
with the consummate skill of Hardy which was presumably born of his youthful experience in playing the
violin. Alliterations and assonance, single rhymes, double and even triple rhymes, are all skilfully
handled.

¢tKS o0S8Said 2F (kbo Wt@SNB RIO2vymMul SR FNRY GKS C
LJdzo f AOF GA2y® [ dzZNBYyOS . Ayez2y Ay wRpmpY IRSEICANR 6 BRK |

(Bookmart CSOoNXHzZE NBE mpmpOd® | FNRPfR / KAfR (K2dAKG GKSY
L2SYya GKIG 1T'FNRe SOSNI gNRGS odovd GKSe NB AylAYFd
1919, John Middleton Murry, writinip the Athenaeunt RS&AONA O SR (G KS WaNX | | NR&
1912M0Q & Wy24G | YIFy 3JAGAY3I sl & (2 YSY2NEB Ay LRS

dzy A O)8INE NI KdzNJ a 0526Sff Ay mMdpom (K2dAKI (GKlaly GKSe@
one of them, by itself, might take its place among the others, but they cling together with the unity and
BSNI OAlGe 2F | LINRPX®d/Rf appBES 5 8&BBENESY DNEGY YIRS
WLISOdzt AF NJ Ff F ANJ T2 NJ GSIRO KAYY23aYy SiykiS i AyYRo NER2 N3 INBICRSNRLAS
2F aSyalriaAz2yQe . NRPgy RSAONAROGSR GKS LkSya Fa WikS
KFda ySOSNI 6SSy I IANBFG FRYANBNI 2F | I NRéQa 62NJ] axz
recognize to have come directly out of life, it could ... have been written only by a man who had the
experience of a life to remember back through. We recognize the rare quality of a man who can say with
thatci NHzG KX &L Y 2dzad efrifyShatidn ¥dpétihe trush Beyanddbiestidh. NiSa A v
case in which we know from the art what the man was like; we can be same, that is, what personal

jdzt t AGASA ¢S aK2dA R KI@S F2dzyR (2Sctuyl®NE Ay | I NR&



It is clear that Hardy took upon himself far more of the blame for their troubles than he need

have done. Writing to Mrs. Henniker on 17 December, Hardy said,

In spite of the differences between us, which it would be affectation to deny, and
certain paintil delusions she suffered from all times, my life is intensely sad to me
now without her. The saddest moments of all are when | go into the garden and to
that long straight walk at the top that you know, where she used to walk every

evening just before dus the cat trotting faithfully behind her...
(Collected Letterg43)

It was entirely natural that Hardy should make poetry out of his emotions; pain and suffering
were a substantial part of his creative impulse, and in that letter can be seen an ingidem¢ of the
SIENIAS&ald LR2SYa KS ¢gla G2 gNARGS o2dzi 9YYFQa RSIHIGK

Why do you make me leave the house
And think for a breath it is you | see

At the end of the alley of bending boughs
Where so often at dusk you used to be;

CKS LRSXY3IWsHz/R YR wWIEAYQ A& o0dzZAfd FNRBdzyR 9YY
NEYINyZ WHftf KFra 0SSy OKIFIYy3aSR gAGK (GKS 2yO02YAy3a &
all the years of their married life, he now felt impelled to make the journgf R Wh y c ano®dMIOK c
a day forty three years after his first journey to Cornwal S & G I NI S R Lifé 3BIYIH¢ visitevdzt A 2 G ¢
Boscastle, and Pentargon Bay and Beeny CIliff and once again that astonishingly retentive memory
brought back vividecollections of the past, of Emma riding her horse along the cliff, of a drigkasg
lost on a picnic in the Valency river, of Emma waiting for him in heslaé gown, and many more. In
the few months after her death he wrote more poems than he hadrewnritten before in the same
aLk OS 2F GAYS® WI I NReQ: KS O 6ifesss), addiitsis irdhiclthat ita Ay F f
NEIljdzZA NER 9YYI Qad RSIGK G2 oNARy3I (GKAAa Fo2dzid . St AS¢
immortality was tha of being remembered by those still alive, he immortalized Emma in these poems,

may be as some form of atonement, and he consoled himself in his grief. As William Cowper so nicely



Lddzi A4 WIS K2 OFyy2i 221 TF2NBIYNRYAY 2@3 XHYANID | X
(Gibson161-3).

¢tKS aS1jdzSy0S o06S3IAya ¢AGK UYhisksShe ey wgidtta® w S 3 NJ
recurs throughout the poem. The poet asks his sweetheart, dead, why she has not given any hint that
her term is going to endo soon. She has not given him time either to bid her goygelor to wish some
frad GSYRSNI 62NRO® . dzi SOSNEBOUKAY3I Aa fGSNBR y2¢
{AIYAFTAOlIyGfe &adzOK LIKNI asSa & &Rl Nl Pefspettite. The NJ vy S & ¢
poet pays encomium on her physical aspect which he will no longer behold even from a distance. He

regrets:

Why, then, latterly did we not speak,

Did we not think of those days long dead,
And ere your vanishing strive to seek
Thatt A YSQa NBYySgl K

He accepts his lot with a spirit of resignation to Fate. All is unchangeable. He waits now for his
turn.

Ly W, 2dz2NJ [ald 5NAGSQsY (G(KS LRSG NBFfSOGa 2y 1l
which she drove last, he tHis of the light that perhaps shone on her face. Never perhaps she deemed
GKIFIG akKS gra 3F2Ay3 G2 tAS GKSNBE SOSNIiltaday3te I Fi

Ly W¢KS 2 |-dpdaketremeriosrs thépadi when he walked alone, without her who
accompanied him earlier. But he did not miss her then. Now when he walks past the familiar places,
alone, he still does not miss her. But he can never dismiss thegtiidhat looms large over the room
whereto he has to go after the walk.

Ly GKS LIR2SY>X WwlAy 2y | DN} @SQ3x GKS LIRSG t221a
her sweetheart. He repents over the dishonour meted out to her in the past, @swsshown by the
whipping rain. He wishes:

Would that | lay there

And she were housed here!

Or, it would have been better if they were subject to the fate!
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LY WL C2dzyR | SNJ hdzi ¢ KSNBQX (GKS aLXSF{SN alreéea
where they stayed, forevet. Yy KSNJ y2AaSt Saa ySadx glFré& FNBY (ATFS
20SlIYy ONBIF{AYy3 a2y (GKS LMzNLI S AGNIyRéED {GAff X LISN
G2 OFGOK GKS az2dzyR 2F GKIG ¢S&0G M3 bdrband béougatufh G a6 S
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wSINBG O2yiGAydzSa Ay (GKS aK2NIL LRSYI W2 AGK?2dzi
I RSljdzk iS FGdGSyidAazy (G2 KAaa o0St20SR sATSd {23 &KS K
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the parties, the dinners, the Candlemas time. How, witt K A f RQ&a RSt A3IKGX aKS dzaSF

all are stale, cloying him, though, he thinks, it could never have cloyed her.

What is interesting to note in the poem is the way the poet picturises her resting place, the
O2FFAY® |I'S OIStfta ki (h To GKKSNI20 Myf &k y@Statké @ { KS Aa y2¢
GLY KENOBESR 0SRé¢ akKS Aa RSIFIR FyR 32yS F2NJ aly AYyFT

The past haunts the old poet. The poem is conceived from the side of the haunter. She does not
want to let hin know that she is by him, always. Now she finds him asking so many questions which he
did not ask when she was alive. Had he asked then, none of them would have remained unanswered.

Now she listens but he cannot hear. Obviously the poem conveys th@@oet NS ANB G G KI
neglected his wife during her last days.

In the oftf dz2 i SR W¢KS +2A0SQ>x a2yYS g2YFLyQa OFff T
hallucination about his sweetheart, now dead and gone. He seems to see her as he saw her, waiting for
himadS@Sy (2 (-&6dz8NAA&YED I AKNBE LI2SG Aa y2Gd adaNB AT
Ada tAraildftsSaaySaaszs GNIgSttAy3a | ONraa GUKS ¢SiG o ff
poem ends on a note of resignation; the ppéaltering forward, still presses ofeaves around him
falling, like memory dimming.

badlt3IAl NBOdNE Ay Wl Aa *AaAdz2NR® ¢KS &LISH S
LX I OS 6KSNBE KS fAQOSR 6AGK KAA ya olSKRIKGNBRI RigF2fND Alys3S
FSSta G22 dzyShrae G2 adre FyR KS 32Sa ol Ol G2 aSt
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All those garments, up to date, bring back to the poet the memory of his belovedwh@ig & 02 & (G dzY SR

AY | ZarONR2dER: @ SaYSEFNAR GKS K2NAT 2y 2F GKS LRSGQa Y7

himself with a maid, his housemate for long years, at Saitibt, a place he has seen in dream. He does

not know if ever such a place exists or not, but its dreanelsign his memory with which the image of

the maid is inseparably associated.

t FGK2a NHzZ $a 20SNJ GKS LI2SG Ay ! FGSNI I w2dNYy S
the places haunted by the ghost of his companion, now lost forever. He seemitote her ghost to all
those places, once they visited together. He does not know where she will be in future, since she
belongs to a faoff world. But he will come back again to the ssdime places where forty years back
life was aglow with her.

Ly W58 WOt SRQX (K S-namksSlike BEehy?d@ifh, StdAliot,iRvE LI | ¢
Vallency, which once she frequented in love. Whether they remember their former fiiégndiis query!
Often she, he remembers now, pined for the cliffetbhurch, the river, away from them, confined in
town. Now she is gon@away, far away.

Y. SSye [/ fATFQ AYyRdz0Sa Ay (GKS LRSG alrRrR yz2adalf 3.
GAGK ONRIKOG KFANI Ffl LILAY3 FNSHe bedutytoKits &I, thé BoSoh> | dz3
0SAy3a 46l aKSR o0& GKS aoFyRSNAY3I gSadSNy asSréo {dAf
March. Will not she come again? The answer is immediately given. She will not come back because she
iselsewheretSNE aKS ay2N) {y26a y2N OFrNBa FT2NJ . SSyesz |y

As the poet drives to the junction of lane and highway by Castle Boterel, he, looking back at the
FIRAY3I o0égleéezr asSSvya (2 &4SS KAYASt Fachas® It doesn@A NI A & F
YFEGGSNI y263s GKS LRSG GKAylasz ¢KFd GKS&8 RAR GKSNEB
{GAff GKS LIRSG FNBdSa GKFG Ay (GKS KAffQa ad2NE G
rigour has ruled out ofight the substance now; a phantom figure is now left. Looking back at the past,
FYAR GKS NIAysS GKS LRSEG FLLINBKSYRa KS gAatf ySOSNI
KS A& YySIENAYy3I KAA fFad o0aF2NI Yé alyR Aa aAAy|Ay3£o0



Yt £ 0SaQ O8 sYihntdmmbnitdith: Death takes away life, the memory of the
person who once has been. Nobody says anything. Nobody remembers the girl how she was born and
ONRdzZAK{G dzZlJd b2062Reé aléeda K2g daakKS OFyiSNBR R24ys |

But there is one, obvigsly he himself, who remembers her.

To whom teday is beneaped and stale,
And its urgent clack
But a vapid tale.

LY We¢KS tKIyG2Y 1 2NESs2YFyQ GKS LRSG AYI3ISa K.
GKSNBEG2 KA& o0F Ol &SKEMNE DNKYBA BdzNALYKI éyd 21YS 23+ NNA S &
travels; day and night, it stays with him. Time withers him daily but he does not lose the vision of the
GIKGrENIR RSNE ¢oK2 Aa dzyl F¥FSOGSR o0eé (KS YldNIEaKing2 T ¢AY
rein and singing to the swing of the tide.

G¢KS { LISttt 2F GKS w2aSQ LXIOSa 9YYIX 2N G4KS ¢
there. She has planted a rose bush with a vision that when it would bloom it will cause the cessation of
their severance. But untimely she has to go away from the earth. Now, far away from her beloved poet,
aKS NBTfSOGa AF aGKIG 1jdzSSy 2F GNBS&a¢ y2¢6 o0f22Ya?3
can see her by her planted rosedzd K 0 dzii A20 (ASaf taél 2RA Y | &02SP

Ly GKS LRSYZ W{idd [l dzyOSQa wS@AaAliSRQ:I (KS LR
from where he hired horse and man for bearing him towards the door of his desired. It brings back to
him his past. Will the tavern still ge him speeding towards the door he once visited by the shore of the
Atlantic? It is a rhetorical question and the answer is obviously in the negative. Hope has waned and the
poet seems to be wasting away his thoughts since he knows that the dwellers th&ddoor have
G yAAKSR aGadzyRSNJ SINIIKéS o0lyAaKSR aS@OSNI Ayid2 y2dzaK

[ A FSQBringd hé@ky Bisoncef | YAf AF NJ LI | OSad Ly W2 KSNBE GKS
return to the place where they held a picnic last year in the summer time. Climbiuigtbahe place,
atAft KS FTAYRa (GKS NBfAO 2F (RFRBZOPKONNRBE KK ROK
AGNBg (KS a6 NR k 2KSNB2y L aidlyRéd ¢g2 2F (KSY K
I NB¢ | YR 2y Sbhelved wif& Bas shidt BeF eyds Xorever, leaving him alone to reflect on her
YSY2NE FYR &dzFFSNI aSOSNY2NBE o

Edward Neillargues that Hardy works from emotion to fitfully intuited congruence with

philosophical concepts\gill 6861). But the opposite is also true and it is strategically important in the



combating of false but received ideas about poetic autobiography. The man just writes from life.
¢SadAFTeAraya G2 GKS FFHOG GKIFEG | FNReéeQa aiflsiiu@R SY20iA
philosophical mineset, violated, as it were, by an idea to excellent effect (and affect), we might also cite
PhiipDavi¥’ 4Ly I 06221 6KAOK | FNR& NBIFIR Fa |y AyidNRRdzO
Sully, a disciple of Geor@ef A 2 1> KIFIR gNAGGSY 2F KA& |3IS Y W2S Kt
world by human feeling [and] implicit [in this] were [the] assumptions that the world exists for human
emotional purpose or it has no purpose ... a romantic legacy which leadtatk pessimism and the

O2y Ot dzarzy GKIFIG WNBYAYAadaOSy O®avisB368)HSBdy iight, yas FayiR2 g Y Sy
YAIKOG KI @S adZA3SaGSRX dzaSR &adzOK ARSFa a WNB3IdzZ I
0KS a9YYlé 28RS YRD2YF MRpmi KS GLINAGF 1Sé Sy2aAi2ya asSs
AyiuSttSoieo

t dzf ¢dzNYySNJ AY KA& 62N] 2y wMobRRAA Q@ZAXKBS@yi el &k
I NR& O2dzZ R YI 1S G2 KAa TFANRG o AFRSDM BENMANGEG & SR f
Crowh 2 6KIFG .&8NRYy OFffSR aliKSHHHUWS INBYPNES RFAVRPS
RNBFRFdzE Y2NYyAy3a 2F HT b2OSYOSNI MmdpMHT AYy " 2dzNI |
pKSYy WEAKS Y2(22NBER YAzt a8 &2 7IF QA AR WL RNR@BS y20 64l

KFR GF 18y éAGK2dzi KSNE o0SOFdzaS &aKS gla wgSlk1 FyR
f ST 0SKAYRQ® WL C2dzyR | SNJ hdzi frKIvedfar arSLISulioS R | & ¢
hiKSNAR NBOFftSR aLISOALf GKAy3a Foz2dzi KSNE KSNJ RAA
2y | DNI@SQUT KSNJ KFoAdG 2F FoNHzLJI RA&F LIISENF yOSa
/ [ I YS§

S NB Y 2 yr &l€lighTin éatértaining, especially at Max Gate, gartldh NIA S& 0 W¢KS
2YFARSYd NARAYI 06Q¢KS tKIydz2zY 1 2NBESG62YIYyQUd . dzi
§StAyIa lo62dxi 9YYI 614 WeKS +2A0D0YvA2YNE YWhdKQ

It is worthwhile here to mention what Lytton Strachey suggested about them as well as about the
whole bulk of poetry contained iSatires of Circumstanc&hey were, he suggested, modern as no
other poems are, simply because they were, a0ty LJX I OS> LINRPal A0 dzyYdzaA Ol €
WRNI 60QX YR WOfdzyraeQ Y WiKS Ffld dzyRA&AGAYy3Adzh aKSR
our marrowd 2 Y SNew@Spate8manl9 December 1914)

Dennis Taylor referred to a particularcident which has a significant bearing to our discussion.
(Taylor 2230)



Hardy paused in front of a tree:

t NBaSyidte KS SEOfIAYSR Fa AT (2 KAYaSt¥fy W

when | came here. It was then a small thing not so high as my sh@utter

'S 61FAGSR | Y2YSyid a AFT GKAYlAy3Id ¢KSYY U
ago. | brought my first wife here after our honeymoon ... she had long golden hair ...
|l 26 GKS GNBS KFra 3INRé6yYyH .dzi GKIFIG é61la Ay wmytc d
still staring at the treethen remarked: Time changes everything except something
GAGKAY dza 6KAOK A& lfgleéa adiNLINARaAaSR o6& OKIy3aSQ

For Hardy, realisation came when a sudden shock exposed the sharp gap between present
reality and the past image. The shock comes lsisdconsciousness is flooded. The cruel law is revealed
that we know the state of reality best when that reality has ceased to exist. The full import of his life
02YSa 6KSYy WoleffQa LIad I YSYRIk! yOKIFy3aSIotSe Li

The poems seemto comeout&fA & f AFG Ay F gl & GKFG | FNReée O
Ot FNAFAOLFGAZ2Y 2F |y SELISNASYOS Ay 6KAOK KAa GSNE
Ottt SR G(KSYT NI GKSNI GKFyY Fy AyRdzd 38 ykédtiwoughth& S @S NE
@8SIFNE YR alg &a2YS LAOGdNBaAaT | f23aa tA1S GKIFG 2dz
November 1913).

l'a F aASNASAZMOMR 23KA6 2 FIl IvMd& 3INI RdzZh f €& NBFfAAA
aesthetic discovery. The stz y OS 2 F LJ12SyYa O2NNBALRYyRa G2 GKS 3INP
0SG6SSYy 5SOSYOSN)I mpmH YR !'LINAE wMpmMod ¢KS | NNI y:
NEFOGA2Yy (2 9YYIFQa RSFGK ¢l a | akK201 GKIdd NBJSNE
intellectual life. The shock was followed by a variety of desperate reactions: the desire to blame himself,
the desire to blame her, the desire to recapture the past and live it over, the terrible confusion that
human beings can waste such happiness,térable despair. Such variety of reactions eventually gives
way to a more persistent theme: an increased fascination with the early image of their love. The image
grows in intensity and binds the mind once again. As it grows in intensity, its phantomaciera
becomes clearer, until the great poetic breakthrough occurs. The mental process through which he was
passing was actually a process undergone inside him for the last forty years. The final vision tends to
transcend the bitterness and recriminatiotisough their echoes are still heard. But the tragedy of

marital bitterness has been placed in the larger perspective of time and human blindness.



Brian Green seems to catch the very essence of the process of composition of this segment of

Satires of Citomstance(192-213). He refers to

I F NR&Qa R2YSAGAO0O StS3es 0O2YLINAGAsgrdw adanergigon2dfF RS S LI
several states and impulses in a whole process of human grieving and the achieving of consolation. This
mourning process is HrY I GAOFf & LINBaSyidSR a GKS 2LISNIGAZ2Y
Il OO2NRAy3Ife&s &aAyOS I IFNReéQa StS3ae ira RN} YI GAO
celebration, having affinities with Victorian elegiac feeling, we find that he likewise adogtVictorian

L2 SGAO G§SOKYyAljdzS 2F O0AY . SNYIFNR wAOKIFINRaQa 62N
3S23ANI LIKAOLt -2IB)f OSQ®PODNBSY M™MbH

DNESY I NBdzS& (KEkvio QA Y | WRES YOR YO ywdive £ £ GKNBS d:
what distingua KS& GKS St S3AF O aSldzSyO0S Aa | I NReQa aidNHzi
provide the concrete components of this structure, so that by explicating the psychological structure
within the elegiac sequence, by following the contour of theNig&l SR Kdzi ol YRQA @I NR 2
movements of mind as symbolised in places, objects and spatial detaila blanketing pattern of
tensions between images of enclosure, extension and dimensiwe can catch the right elegiac note
andso definethe @sISOA I f | OKASQOSYSWadQ®@F Wt 2SYa 2F MPpMH

Laurence Lerner has an important article to be included in Charls P.C. Pettit edited book on
Hardy (Pettit 2238). Lerner dissociates the biographer in him from the poems and proposes to look at
the poems apoems to ask what they are conveying and how they convey it. How Hardy behaved and
FStix KS aleazr 20SNJI KAa ¢gAF¥SQa RSFGK Aa yz20 Iy St
behaved in real life is not the subject of the poems, which draw onkaogwaphical material, not to
give clues to the biographers, but to make art out of life, to create a world in which the truest poetry is

the most feigning.

Hardy was plunged with equal suddenness into depths of remorse and regret. Precisely for that
reaon, the event provided, & G KS Wt 2vDYA a2F  SM @ udj adzBnyhénsedandavkallys
unexpected stimulus to his creativity at a time when it might otherwise have been threatened by
advancing age, by the profoundly depressive experience of limmmyugh the First World War, and by

the continuation of domestic unhappiness.
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Pl ayboy and Patriarchy: Representati omhe of au

Playboy of the Western World

Bidisha Mukherjee

Abstract: Ri ght from i ts openTheaRayboynofthedNestern J . M.
World has been one of the most controversial productions of the Abbey. But the

hostile reception of the play that attributed to Synge a slanderous portrayal of the
Irishmen as being unfit for settile overlooked the antipatriarchal message found in

t he ptluetuyed s

Et ymol ogically, the term O6patriarchyo6 i s
domination, tyrannyThe Playboyintroduces two fathersOld Mahon and Father
Reilly- one belonging to the secular world of the Irish peasantry, and the twtliee
spiritual world, and displaces them from their high pedestal. The influence of the
spiritual father is cut short by eliminating his physical presence from the Titay.
Playboyexposes the hypocrisy of these people, and, therefore, indulgestinisnt
and ultimately a rejection of Irish priests and their power. The killing of the secular
father by his son reverses the Biblical roles of father and son and thus opposes the
imposed authority of Christianity upon the heathen Irish folk. All tle@eeattained
through the character of the son, Christy Mahon. My objective in this paper is to
show how Synge conveys his antipatriarchal message by presenting Christy as an

individual revolutionary opposing these father figures.

Keywords: Synge, Antipatarchy, Authority, Father, Son, Church, Statatrieide
Pagan Christianity



Right from its opening o mhePkaybay afrthe 8estern Warld 0 7 ,
has been one of the most controversial productions of the Abbey. Immediately aftest its
perfor mance, Lady Gregory wired to Yeat s, A AL
(112) which explained amply how much Syngeods

place of an affirming depiction of nationalist folk culture lmadraged an audience that believed

in a melodramatic and hypersenti ment al ideol c

l ri sho. But this hostile reception that attr.i

being unfit for seHrule ovelooked theantp at r i ar chal message found ir
Etymol ogicall vy, } 1s eassotiaed nwith 6rplea tauthioréty; pdwer,d

domination, tyranny. No wonder a play produced in Ireland at a time when two principal
constructions of ahority and power (the church and the state) were joining hands to perpetuate
colonial exploitation against demands of Home Rule would concentrate on different forms and
representations of authority. Ariche Playboydoes this by introducing two fathei®ld Mahon

and Father Reillyone belonging to the secular world of the Irish peasantry, and the other, to the
spiritual world. The play begins with these fathers at their supreme power. When it ends, they are
dispossessed of their power. And this is at@itmeough the character of the son, Christy Mahon.
This paper attempts to show how Synge conveys his antipatriarchal message by presenting
Christy as an individual revolutionary opposing these father figures who in turn are agents of

authority.

Declan Kibed, inInventing Ireland ar gues t hat AFather Reilly
these fundamentally pagan people [the Mayoites] that Synge does not allow him to appear on the
stage at all o ( 16 6-3tage pfesence provides Synde ineanspa critieiset 6 s 0
the churchdés pervasive authority over the O0blI

another son, Shawn Keogh.

The influence of the spiritual father is cut short by eliminating his physical presence from
the play. No oa pays any heed to his rules and regulations except the timid,-fiednieg
(instead of Godloving) Shawn Keogh who is nothing but a caricature of a true disciple. A well
to-do peasant who is engaged to Pegeen Mike, the central female charactetag, t8bgwn is
directed only by his fear of and need to please Father Reilly, following his fanaticism and rigid

domination to the extent where he can no longer distinguish his own judgements of right and



wrong. When Pegeen and her father beg Shawn tosstdlgat she will not be alone at night,
Shawn <c¢l ai ms, il woul d and wel come, Mi chael .
Despite his knowledge that he should try to protect Pegeen, he cannot defy Father Reilly. His
submissi vene sughoritypalonglwigh hig prefezesce forshis own bed rather than the
drunken wake for Kate Cassidy, suggests$ that
which, inspired by Cardinal Paul Cullen, sought to replace-Bamgan practices, such as wak

with standardised, Chureipproved alternatives. Very skilfully, Synge attaches a religious
initiative like the devotional revolution with a weakling like Shawn Keogh with the sole purpose

of showing how some initiatives undertaken by the church failebleland. Shawn tries to

project his fears onto the other characters, calling on a universal fear of Christianity and its

priests. He cries to Michael, AfLeave me go, \
me go or 10611 (e&ts on yoh and af the ssaetmiated bishopseof tipercourts of

Romeo (73). Whil e Shawn intends O6Pagand as a
Pegeends marriage to Christy instead ofl Shawn

liefer face the grave untimely and | seeing a score of grandsons growing up little gallant swearers

by the name of God, than go peopling my beds
[ Pegeen] breed. : . out of Shaneenn akse oaghd heat
daughteré6 and her rejection of Shawn as a man
the Irish folk life at which the unrestrained expression of passion in the pursuit, or defence, of the

fully realised self is a virtue, albaiiow but a flickering remnant of a reality driven to the verge

of extinction through commerce and conformifjhe Playboythus evokes an antipatriarchal

spirit among the Irish folk which can drive them to oppose the conformity to the church and the

priests

The Irish society has been frequently cited as one of the most religious societies in
Europe. In the late nineteenth and the early twentieth century, it withessed a violent turmoil as it
was pulled between submission to Catholicism and the BritishrEmapd loyalties to its own
cultural heritage and Celtic descent. In the wake of the Potato Famine of 1846, a society, whose
Catholic nature had become synonymous with its national identity, began to question the role of
the Catholic Church for, by thane, the Church had began flourishing by reaping the financial
benefits without giving any allowance to the lower class that was struggling to survive through

the famine. On the other hand were the debates regarding the death of the political leader Charles



Stewart Parnel] |l relandés oOouncrowned Kkingo, and the

guestion the role of the church.

When Synge was entering into a creative life, the churches were involved not only in
influencing and directing the social and moliges of the Irish folks, but also in providing
leadership in the political arena. To maintain middle class status and the wealth of the church, the
clergybés interests became more political t ha
existed in thé Godfearing people, and thereforéhe Playboyindulges in a criticism and
ultimately a rejection of Irish priests and their power. Many scholars claim that his intense
religious education under his Protestant mother led Synge to a@Ghardtian sentirant aimed
mostly at Catholics. Greene and Stephens, in their Bodk. Synge: 1871909 argue that
Syngebs senti ment was not of a rejection of C
religion taught by his mowWdlser iByhdywequatme Sy
seventeen | had renounced Christianity. . . . | felt a sort of shame in being thought an infidel, a

term whichl have alwaysand still used as a reproagh ( 9 ) .

This norconformity to religious authority is reflected the nature of the Mayoites who
are as oOwildé as the coast of the playbs sett
flaunt their disobedience of Christian decorum with their discussions of drinking and violence,
harassing and dismissing &t the representative of Father Reilly. Like Father Reilly himself,
his influence seems absent at best. The villagers usurp Christian restrictions on language, just as
Synge himself did by wusing the word agethi ft o
express emotion. The only attempt of interference made by Father Reilly in trying to remove
Christy from Pegeends house is neutralized ac
going himself because he and Shawn are afraid of a criminal hkstZ Widow Quin, on her
first entrance, remar ks to Pegeen: Al " m after
told me of your curiosity man, and they fearing by this time he was maybe roaring, romping on
your hands wit h dingly nhieyosenfl 8 BaydenedNvmrhan ®© ulo what ithese

weak men will not do themselves.

To resist the advance of deculturalization through spiritual imperialism, the villagers
revert back to primitive attitudes and begin to appreciate everything uncivilized ard non

Christian. Therefore, Pegeen ande,t hex ovlidil migreg



glory be to God!'o (77). This exclamation to (
their own desire to destroy the o6fatherd who
madnessoOo (324) of 4arbleasevron theehgaeyrhandsoof Endésh yaw, the s

magi strate and police that lurk in tHehebackagr

Mayoites fulfil their inherent desire to challenge the hierarchy.

While the spiritual father is dispossess#dis control over the community, the actual

father has also been dismissed of his role. (
with the widow Casey has mercenary ends,; ol d
Fat her Re i | |IShaivs is podessecomplete ®rrbeing driven by devotion, for what

these two o0fathersd | ook to achieve is the re

offspring. While Old Mahon represents the secular fathers who used land ownerships as a means

to cow their sons, Father Reilly becomes an embodiment of the religious fathers who used
spiritual ownership to keep their disciples 0
Christy is in the extent to which each resists incorporation witt@rpatriarchal powestructure

and it is the basis of that resistance, and its implications for the individual and society, which is
Syngeds major i nt er e s his cha@de rfrons & ghatteringmeut ta the r p h o
Omaster of atoht Mfadtug ewiftiphSsdwnds continued ¢
Christy and Shawn are equals, despite Christy
final curtain, one man has changed, and the other has not. The implication of that change, that

tyrannical authority can and should be overthrown, is at the heart of the play.

In making an Irish community glamorise a man who is reputed to have killed his father,
Synge has undertaken a stance which, as Ben Levitas claidusptistypically avangadistd
(471). I n a draft |l etter to Stephen Mac<ckenna
Maker and LawBreaker are both needful in sociefs the lively and volcanic forces are needed
to make earthdés crust i n hileChirnua Achebe. iThings Fall 6 ( S a
Apart, Synge too is ruthless in showing the faults within his own culture that prompted and
perpetuated colonial domination. The moral hypocrisy of the common Irish people who readily
accepted the authority of the Churcldamet spoke of nationalism is clearly exposed through the
shifting reaction of the Mayoites to Christyc¢

storyd6 far removed from reality they were wor



rea, thg turn away from Christy calling the murd
hypocrisy of the lawabiding Fathefearing people of Ireland, a lalreaker like Christy is

needed he is the necessary evil needed to purge the society of its dweltsdn sacrificing the

father instead of the father sacrificing the 3isna reversal of roles: this enables Synge, on the

religious level, to subvert the power of God, the Father by establishing Christy, the son, as the

authority. This transformatoniseveal ed i n Christyds command t
asks Christy to come with him: AnGo with you,
heat hen sl ave. Go on now and |61 see you fr
spuds, forl 6 m mast er of al |l fights from now, ( Pus

Through Christy Mahon, Synge challenges the authority of the Christian God as dominating and
patriarchal and speaks for a revival of a paganised set of beliefs to ushertura cevival of

which the protagonist is the symbol. In Christy, Synge portrays a parody of Christ, the Son.
Hugh H. MaclLean, in his article AThe Hero as

the girls bring gifts to visit Christy can be seas a parallel of the gifts brought by the Magi to

visit Christ (14). This, coupled with the epi
betrayal by the Mayoites, effectively parody the life of Christ who was sacrificed by God to save

the world Quite at tune with this idea, Sar a, wh i
bet my dowry that heoll l ick [not save]- the w

destroyer o (Pearce 96) t o s histwhe Bavieur,inaemextl i cab
where the representatives of God, the priests themselves, are engaged in destroying the country.
Christy is the 6émock Christé (Bretherton 323)
mythologizing a religious pastub also shows that what Ireland needs is not a Messianic
deliverer with religious preaching but a true leader who can defy conformity to patriarchal
domination and liberate his native land from the thrall of priestcraft, Catholic dogmas, and

colonial expldtation.

Christyodés depiction as a political | eader
Parnell. Like Parnell, Christy is also betrayed by the folk in whom he believes when he commits
patricide for the secondl Itdurse .s tTdrey 6g reemd a adpd
their illusion and turns the villagers away from Christy and renew their fear of the church and the
state for which patricide is a taboo. Their attempt to punish Christy in favour of a vigilante

justice reflects Synges di st aste for the I rishmends medi oc



heathenism and Christianity, autonomy and submission that led their battles for independence to
utter failure. Only Christy remains an outstanding individaal exemplary figuref the artist

tormented by hypocrisy and middle class morality.

The Playboy i n its attempt to initiate Ilreland
culture and heritage to an absurd degree of sentimental patriotism that may defy any healthy
criticism as treacherous or amtional. The play, in fact, is an analysis of a dying culture both
in its Gaelic and Angld r i sh f or ms. Syngebdés acrid comic v
close to that of Joyce iDublinersand in APortrait of the Atist as a Young Mann striking
down his father for the second time Christy frees himself from the past and starts out on his
journey of | iberation into a future where he
freedom are made at the expermd the community, because they are not possible in and through
it. The process by which the community, and especially Pegeen, enabled Christy to become the
playboy is one of complementary wisfulfilment and seir eal i zat i on; he is t
madef | es h o . But when it faces them in all/l i ts
over magnificence. And Pegeen loses her playboy of the western world because he has achieved
a fullness the society can neither contain nor any longer find entegtal he Playboythus is a
story of Christyos mat uration through strugec
Mayoites. Therefore, Shawn remains wunchanged
because submission to authority is not the dedd@ way for Ireland. Christy triumphs in the
end because he dares to resist and defy the

make his dreams come true.

Christyds ability to usurp the Chthereld i an p
of what Yeats woul dAcalit é6thebeaeceavupei ebtHheir
and reverting back to the papal power that t
dreamso (Krause 43). T hlyi by Pedjesemars sshieinawnconies downe ¢ 0 g |

from her idealistic pedestal to the plane of reality where she is left with no other option than to
marry Shawn. She therefore | aments, AOh my g
Pl ayboy of th@2l)Nestern Worl do

Christybds attempted patricide that symbol i

dominative exploitation of hierarchical powstructures is a rarity that, Synge is convinced, is



hard to find in the common Irish lot. For Synge, the Irigoge who had gone through the
devastating Famine, the imperial exploitations, the cultural erosion and still endured religious
domi nati on hardly had the capability of def
celebratory exit at the end determirnes redemption from the patriarchal structure to which the
villagers are subjected. Through Christy, the son, Synge unmakes the patriarchal structure and
establishes the authority of the creative self as a means of Irish cultural revival because no other
form of authorityi religious or political is deemed worthy of respedthe Playboyin making

Christy, the son, the embodiment of liberation and a symbol of Irish cultural nationalism, resists

the tyranny of the o6fatherso.

Notes:

1. Patriarchyis asocial system in which males are the primary authority figceagalto
social organization, occupying roles of political leadership, moral authority, and control
of property, and where fathers hold authority over women and children.
2. A movement initiatedoy Cardinal Paul Cullen in twentieth century Ireland that was
aimed at making the kind of modern Irish Catholicism that lasted from this day until the
end of the twentieth centurpietistic, puritan, priestidden. It included the introduction
of o6Ben®dh 6 and such other devotions; and

local saints, patterns, holy wells, wakes and the like as superstitious and uncouth.

3. Charles Stewart Parn27 June 18467 6 October 1891) was an lIrish

landlord,nationalistpolitical leaderland reformagitator, and the founder and leader of

thelrish Parliamentary PartyHe was one of the most important figures in 19th

centuryGreat Britain _and Irelandand was described IB®rime MinistetWilliam

Gladstoneas the most remarkable pens he had ever met. Parnell led the Irish
Parliamentary Party as Member of Parliament (MP) through the period of Parliamentary

nationalism in Ireland between 1875 and his death in 1891.

4. 1 n Brethertonds opinion, the eMaypitesandisyhi ch
at first, raised to the height of almost a king through competitions and races and,
ultimately, dispossessed of that pedestal can be compared with the making and unmaking

of a makebelieve king in a carnival.


http://en.wikipedia.org/wiki/Irish_Nationalism
http://en.wikipedia.org/wiki/Politician
http://en.wikipedia.org/wiki/Irish_Land_League
http://en.wikipedia.org/wiki/Irish_Parliamentary_Party
http://en.wikipedia.org/wiki/United_Kingdom_of_Great_Britain_and_Ireland
http://en.wikipedia.org/wiki/Prime_Minister_of_the_UK
http://en.wikipedia.org/wiki/William_Ewart_Gladstone
http://en.wikipedia.org/wiki/William_Ewart_Gladstone

5. Synge here deconstructs tBiblical myth that God has sacrificed his only son to save the
world [AFor God so | oved the world, that h
believeth in him should ndohn3pldri sh, but ha

6. A term used by W. B. Yeatinstead of promoting religious nationalism, Yeats advocated
intellectual nationalism in the struggle against imperialist policies in Ireland and spoke

for replacing the priests with artists, ad
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Co nr dldaét ef Darkness An Apocalyptic Voyage of Seldiscovery through Psychic

Explorations

Samit Kr. Maiti

Abstract: Though mainstream crit Headdf Darknessdi t i on
(1899) as a powerful indictment of the European colonialism in Africa under Leopold

II, it is undeniable that the novella is an interesting literary and artistic document that

offers ascope for interpreting it as a psychic exploration of the narrator, Marlow,

through which he achieves a sort of metaphysical knowledge of apocalyptic nature.

The plot of the novel constitutes Marl owds
expeditonnt o the o6heart of darkness6é, the innei
victim of ruthless colonial exploitation in $9century by Brussels, the capital of

Belgium. The title of the novel is highly symbolic; it refers to the physical,
metaphysical, psyh ol ogi cal , mor al 6dar knesso. Mar |
darkest regions of Africa along the river Congo is symbolic of his journey into the
psychol ogi cal space of t he unconsci ous s
confrontati on vsiharrhic, leadiagthimdovards khe eaization of

the truth of epiphanic nature.

The paper attempts to show, through an analysis of the textual andesciia
material s, how Marl owds confrontation wit
darkns s 6 of the African Congo becomes wulti ma
the deepest recess of the human mind, the unconscious self; and how this experience
unveils the blatant truth of the naked reality that lies beneath the veneer of

Obr ot herohpohoidda nathnhdr opy 6 of the Western civil

Keywords: Conrad Heart of Darknessunconscious, setealization.



Conrad'Heart of Darknes$1899), first appeared iBlackwood's Magazinemploys Marlow as

the selfdeprecating, reflective and selbnscious narrator who recapitulates an earlier
experience of an expedition from Brussels to the heart of Congo, while waiting in a cruising
yawl, Nellie, on the river Thames. Marlow is a fictadized representation of Conrad's own self,

and Marlow's recapitulation of the previous experience that constitutes the kernel of the framed
narrative is partly autobiographical. But Conrad succeeds in maintaining a critical distance from
his narrator, aMaria Couto observes: "His role as narrator enables Conrad to explore moral and
existential dimensions, to express his deepest insights and fears without recourse to third person
narrative and the omniscient voice" (xli). Marlow's memorization of the rddses along the
Congo into the darkest regions of the African continent, that is otherwise known as the 'Dark
Continent', is an allegorical exploration of innermost recess of the human mind, the unconscious

self or the 'Freudian Id' or the 'Jungian shadow

While tracing out the special characteristics of the system of the 'unconscious’, Freud
opines that "unconscious processes can only be observed by us under the conditions of
dreaming..."(Baines 436). Conrad's use of impressionistic techaiiesymbolism make the
novel the most profound and complex tale. The novel "begins at nightfall, proceeds through
shadow, night, fog and dense jungle into a further darkness Marlow seeks to understand"(Couto
xlviii). Even Albert J Guerard, in his articl&he Journey Within", argues that "The true night
journey can occur only in sleep or in the waking dream of a profoundly intuitive mind. Marlow
insists more than is necessary on the dreamlike quality of his narrative" (245). Marlow recounts
the tale by sting in the posture of the 'meditative’ Buddha. More than once, he emphasizes that

the act of recapitulation of that experience takes place in a dreamlike situation:

It seems to me | am trying to tell you a
relation of a dream can convey the dresemsation, that commingling of absurdity,
surprise, and bewilderment in a tremor of struggling revolt, that notion of being
captured by the incredible which is the very essence of dreé@wmnrad 44).

Memorization of tle previous horrendous experience is symbolic of the journey to some
primeval or prehistoric place along the channel of the great river Congo: "Going up that river
was like travelling back to the earliest beginnings of the world" (55). The experience was
menacing: "The smell of mud, of primeval mud, by Jove! was in my nostrils, the high stillness of

primeval forest was before my eyes..."(43). Throughout the novel Conrad depicts the natural



vegetations of the African forest by his superb mastery of the ssiprastic method, which

creates a sense of mysterious haziness.

Unconscious chiefly consists of vulgar emotions and primal irrational instincts, as Freud

asserts in the section entitled ASpecial Char

The kenel of the system Unconscious consists of instipotsentations whose aim is

to discharge their cathexis; that is to say, they are wish impulses. These instinctual
impulses are coordinate with one another, exist independently side by side, and are
exemp from mutual contradiction. When two wishes whose aim must appear to us
incompatible become simultaneously active, the two impulses do not detract one from
the other or cancel each other, but combine to form an intermediate aim, a compromise
(Baines 436).

The emotions which are basically wild, immoral, vulgar and unsocial constitute the primary
ingredients of the unconscious; because those emotions are not permitted for manifestation by

the preconscious, hence they are stored up in the unconscious geaedugt of regression.

The novella begins with Marl owds reference
believes that the colonizers are morally depraved because of their isolation from the norms of
civilization. They turn to the lawless jgle to fulfil their abominable pleasupinciples and

irrational impulses:

Land in a swamp, march through the woods, and in some island post feel the savagery,

the utter savagery...all the mysterious life of the wilderness that stirs in the forest, in the
jungles, in the hearts of wild men...He has to live in the midst of the incomprehensible,
which is also detestable. And it has a fascination, too, that goes to work upon him. The
fascination of the abomination longhg@ta know,
escape, the powerless disgust, the surrender, the hate (Conrad 8).

Marlow emphasizes again and again that his trip upriver into the geographical heart of
ethnographically darkest Africa represents a voyage through the dark backward and abysm of
time into the inner heart of darkness, "the utterly savage of being that existed before civilization
tamed the unconscious with its absolute desire for egotistidusidiihent by means of moral
restraints” (Singh 270):

Going up that river was like traiag back to the earliest beginnings of the world,
when vegetation rioted on the earth and the big trees were kings. An empty stream, a
great silence, an impenetrable forest...There were moments when one's past came back
to one, as it will sometimes whamou have not a moment to spare to yourself; but it



came in the shape of an unrestful and noisy dream, remembered with wonder amongst
the overwhelming realities of this strange world of plants, and water, and silence. And
this stillness of life did not inhe least resemble a peace. It was the stillness of an
implacable force brooding over an inscrutable intention. It looked at you with a
vengeful aspect (Conrad fb).

Thus for Marlow Africa becomes the symbol of the primitive, remote, unknown, mysteridus a
savage force. The novella is resonant with the impressionistic images of 'darkness’, 'stiliness’,
'inscrutability’, 'primitiveness’ and 'wilderness'. Furthermore, Marlow uses the words like ‘brutal’,
‘evil', 'accursed’, 'monstrous’, 'vengeful’, 'impldeaand 'pitiless' so frequently while describing
Africa and its people that they conveniently help to create a sense of collective evil or
homogeneity of irrational emotions that , according to Freud, constitutes one of the fundamental
characteristic agets of the unconscious.

The processes of unconscious are independent of the temporal flow of time, as Freud
argues: "The processes of the system of Unconscious are timeless; i.e., they are not ordered
temporally, are not altered by the passafyjgme, in fact bear no relation to time at all" (Baines
436). While reflecting on the validity and truthfulness of his experience, Marlow also asserts the

ti melessness of his story: "The mind of man i
al the past as well as all the future. Joy, f
but truth ° truth stripped of iits cloak of ti
mai ntains a tempor al ordegawlbfonimeeanhbdaméacet
it also maintains the chronological order of

Station, the overland journey, the Central Station, the Inner Station and finally meeting with
Kurtz. But these orders of time duspace symbolically refer to some other "spaces, alternative
and unknowable orders of time" (Couto xli); the geographical space refers to the "psychological
topography" and the chronological time refers to "psychological time". This symbolic dualism is
edablished by Conrad at the very start of the novella when he places Marlow within the
ambivalent structure of his frame narrative:

The yarns of seamen have a direct simplicity, the whole meaning of which lies within
the shell of a cracked nut. But Marlovwagvnot typical (if his propensity to spin yarns be
excepted), and to him the meaning of an episode was not inside like a kernel but
outside, enveloping the tale which brought it out only as a glow brings out a haze, in the
likeness of one of these mistylbs that sometimes are made visible by the spectral
illumination of moonshine (Conrad 7).

Thus the psychological symbolism of the narrative is established by Conrad from the very

beginning of the story.

Freudian theory of the unconscious argtres the personality of a man is fundamentally
shaped by the libidinal instincts of the Unconscious. Keeping this conviction in mind it can fairly



be asserted that the 'heart of darkness' may refer to "a psychological space of the unconscious
self, which Marlow, on a journey of psychsexual initiation, comes glimpsingly to perceive"
(Fothergill 5). Therefore Marlow's journey is the journey into the sexual traumas of the
unconscious. Towards the beginning of the story, as Marlow recounts his boyhood d@ams,

tells to the crew on the yawl that he had a fascination for maps and lust for adventure:

Now when | was little chap | had a passion for maps. | would look for hours at South
America, or Africa, or Australia, and lose myself in all the glories of eaptmm...But

there was in it one river especially, a mighty big river, that you could see on the map,
resembling an immense snake uncoiled, with its head in the sea, its body at rest curving

afar over a vast country, and its tail lost in the depths ofaiie IAnd as | looked at the

map ofitinashogvi ndow, it fascinated me as a snak
(Conrad 1611).

The images of snake and bird, the traditional phallic symbols, introduce the motif of sexual
encounter. Robert Kimbrougharguments regarding the symbolic connotation of the river and

the natural objects are pertinent here:

Thus the river is a phallus within the vulva of Africa, the head of the penis touching the
womb, the  heart, the inner darkness. But the river itsedfvulva, open to the sea,

inviting the sexually excited scavenger birds of Europe. The snake swallowing its own

tail is the sign of fulfilment, of perfection, of androgynous wholeness because penis and
vulva engaged can create a continuous circle. Btiteiart of Darknesshe phallus of

Europe enters the oriface, moves inward to the heart of darkness, reaches climax, and is
di sgorged. Phallic futility, vaginal ©pain

The description of Marlow's upver journey as "pnetrated deeper and deeper into the heart of
darkness" (Conrad 58) may be read as a reproduction of an experience that is utterly sensual.
However, Marlow's irresistible fascination for river Congo on the map and the dark and
mysterious African continergre symbolic of man's irresistible compulsion for the fulfilment of

libidinal instincts.

Kurtz's inordinate passion for the African native woman represents a metaphorical
encounter of the two opposite cultures. Kurtz is a perfect embodimentrob fue ci vili
mascul i ne, l i terate ' whereas the Nati ve Wor
feminine, deeply religious and vibrant. Kurtz's love for the native woman is "fascination of
abomination”. Conrad introduces the native African womaa @&ysterious woman, embodying

the very primitive wilderness:



She walked with measured steps, draped in striped and fringed clothes, treading the
earth proudly, with a slight jingle and flash of barbarous ornaments...She was savage
and superb, wileeyedand magnificent: there was something ominous and stately in her
deliberate progress. And in the hush that had fallen suddenly upon the whole sorrowful
land, the immense wilderness, the colossal body of the fecund and mysterious life
seemed to look at hepensive, as though it had been looking at the image of its own
tenebrous and passionate soul (B)2

Kurtz's relationship with the native African woman can be described as "a fine example of the
phallic futility of a relationship which has none of theatigty and bonding of love, only love's

hate and anger. Kurtz's lustful exploitation of the woman, then, is rape, just as were his raids in
the lake region, just as was the fantastic invasion of Africa by Christian...(Kimbrough 411). For

Kurtz then this &scination for the native woman is his symbolic confrontation with the

potentially fallen self of the unconscious.

However, Marlow's recounting of the journey to the crew is a spiritual voyage of self
discovery. He remarks crucially that he didt know himself fully before setting out that
journey. The Inner Station was "the farthest point of navigation and the culminating point of my
experience. It seemed somehow to throw a kind
thoughts" (Conrad 10 Indeed, for Marlow, this recapitulation has been a mode of self
discovery; but the greatest and most horrific-dedtovery is made by Kurtz, 'the European
genius'. When Kurtz says "The horror! The horror!" (Conrad 118) rhetoric and reality come
togetrer, Europe and Africa collide, the Intended and the African. Kurtz comes to acknowledge

that the unleashing of the monstrous passions in the African wilderness has been a horrific sham:

Kurtz realizes that all he has been nurtured to believe in, to odesateis a sham;

hence, a horror. And, the primal nature of nature is also, to him, a horror, because he has
been stripped of his own culture and stands both literally and figuratively naked before
another; he has been exposed to desire but cannot cangreh through some
established, readgt-hand, frame of reference (Kimbrough 414).

Kurtz can never go back to his Intended because of his full experience of self and sexual

knowledge- the agony of his realization informs his doubled expression of "Horror

Conrad'sHeart of Darknesss a psychological narrative that unearths the hollowness of
the European moral principles of 'universal brotherhood' and ‘philanthropy’ as well as the savage
politics: "Heart of Darknessnvents for itself a genref psychological narrative, it discovers a

standpoint from which to contest grotesque political abudeart of Darknesshallenges the



structure of institutions with the structure of the mind" (Levenson 401). The unredeemable
horror in the story is thduplicity, cruelty, and venality of European officialdom. The novella
pursues the representation of bureaucracy until it becomes the representation of a monstrous
passion. So to appreciate the tale as a psychological fiction is to appreciate the waty it mus

excavate a place for the mind.
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The Inseparable Shadow: Depictionobe at h i n Kat herine Mansfi el

Partyo and AThe Flyo

Maitrayee Misra

Abstract: In Modern British fictioni both novels and short storieshe theme of
death has been represented quite seriously. Hist@veadts like the two World
Wars and large scale political turmoil in different parts of the world have
contributed substantially to the development of a new attitude of depicting the
issue of death in fiction. How the death of a particular individual eastumatic

spell over a lot many people and affects the lives of people outside the family, has
been treated more psychologically than ever in British fiction. Short story as the
youngest literary genre, in the first quarter of twentieth century, unralgtak
notices the terror and trauma of the World Wars. These traits are evident in
Kat herine Mansfieldbés short stories. My p
stories The Garden Partyand The Fly), and attempts to show how the issue of
oneods d e athe hlivesa df fpeopled @ound and how like life death is

inseparable.
Key-words: Trauma, Psychological crisis, Memory, Consciousness of death.
ATo be alive and to be a o6writero6 i
Katherine Mansfield

From time immemorial, one of the basic aspects of literature is to impose a meaning to both life
and death. Mortality, impermanence afndgility of human life, loss and bereaveméntll

center round the theme of death in literature through the ages. The purpose of this paper is not to
investigate the presentation of the theme of death in English Literature in different ages, but to
focus on the depiction of death in the eamypdern postvar British fiction with particular
reference to Kat her i nei TheaGagdéniPartyadddise Fly wtdhe s hor t
inset of modernism, after the First World War, the establishment of psgital theories, made

literature inclined towards various psychological traits. As a result, the events of mourning no



longer restricted itself to the feelings of loss only, but started to emerge with psychological

significance.

In the vast arena of Engh prose (fiction), Katherine Mansfield remains ablaze as one of
the unique stylists. She carried within her every possibility to heighten the art of short story to
the utmost level of perfection. Her profundity in observation enabled her to gather tte min
details and happenings of everyday | ife and t
itselfo (Nagenknocht 273). Still it was very
Bloomsburians, who did not pay serious heed to her wsitilg spite of judging her skills and
unique techniques they were eager to focus on the size, which is very pathetic. Strachey says
Al s] he wr otié fastbdisénctlyiabtrhiegrht st o rRegatdingethe érevity( 8 2 ) .
of her stories, T.S.Elidt ressed that she fAhandled perfect]l

Although being a highly criticized and a neglected member in the Bloomsbury group, her

forte in writing short stories cannot be avoi
subve si ve poetic narrativeo (Mackean 94), radi c
wo men, and men as well, i nto inauthentic I|ive

her with various subjects for the stories. Even various painful mnod her life influenced her.

Among all the influential elements the trauma of the First World War is a prevalent issue in her
works. Many of her short stories show the influence of the War on common people. Death, for

her was not only a personal los$ieTtendency of experimentation with various modern traits

made her deal with the theme of death on a psychological level metamorphosing the experiences
of trauma into Adefused O6tinyé taleso (OO6Rega
of conscousness technique and easily explores the internal life of her characters, showing the
inherent psychological shifts, shattering the external world. In a way she challengéthe 19
realismandrebels to break through the conventional waves to provehdraart was mearibr

|l i fedbs sake.

| f we go through Mansfieldbs biography, i
brother Leslie Heron Beauchamp in October 1915 affected her too much and this event may be
seen as the turning point of her writing @areResultantly, the theme of death and loss becomes
one of the centr al aspects of many of her sho
through writingo (Wil ]l soH®Oc8 1915shdmmentianech ot e b o ok



Al we | cideanod death lkebelieve in immortality because he is not here, and

Il long to join him.o (15)

The cardinal essence of her stdilye Garden Party1921) is death, although the story
begins with a description of aheupperdniddld classwe at h
family of the Sheridans is preparing to organize a garden party. The depiction of the flowers, the
well-mowed lawn all reflects the grandeur of the surroundings. Mrs. Sheridan has involved her
children in organizing the party so ththkey can feel themselves as adults. Among the children,
Laur a, who Al oved h@éRrRI1),yes the autyaa placerthg enarquéei Shg s 0 |
i mitates her mot her6s domineering voice at t |
although she iseen to cross the social codes and norms when she felt easy to thinks e | f fAj u
like a workg i (AQPQ@). In the meantime the huge canna lilies brought by the florist mark their
showiness and remind the readers of their refined taste. Overall, the agrdmeince of the
garden is symbolic of life; development, growth and the abundance of the vibrant flowers

suggest fertilityy which is in contrast to the theme of death.

To make the party livelier they have kept arrangements of piano and songs; Joge is see
rehearsing a song for the party. Here | ies M

chosen has a message of grief and loss:

AThi s Weeary,e i s

A Teari a Sigh.

A Love thatChanges,

e e é

e é é

And then Gooebye!

This life isWeeary,

Hope comes to Die.

A Dreami aWakening." GP 4-5)

This song is somehow an ironic comment on the

death which remains unannounced. More ironic is the fact that Jose, who is singing the song is

totally unaware of the songébés moti f GP&%ont h a
her face. After the rehearsal Gpoafid oethebparty me n  a
alongwithastorja story regardi ndgP@) ihohei bhgl acei deé



ma n ki GPI5e This teal §tory takes the central character Laura away to the world of grim

reality and makes her tensed with a conflict. She proposes to postpone the party. But the first
denial comes from Jose who tkirs Laur aods i dea as nedgur do a
Mansfielddos deli berate intrusion of this refe
of the high and low status. A death in the low class neighborhood upholds the indifference and
hypocrisyof the refined high class. But the subject of death is very enigmatic, which Mansfield

tries to show through the psychological reactions in Laura. To get a support Laura rushes to her
mother who shocks and surprises her by her callousness and indiffeveéheenews. Laura is
astoni shed as Mrs. Sheridan fAseemed GPBusedo
Ulti mately Mrs. Sheridan announces that @dAPeop
itds not very sympat hotyiment o aspgiolGé 8)eHerdypb ondyy
refusal to take the news of death seriously
external world, as if there is an invisible societal prohibition to break the upper middle class
circumference. But thdeath of the carter does not leave Laura so easily. Apparently she agrees
with her motherds words but she decides to 0
somehow that seemedGPuite the best planéo (

After the party is over, when the Stdans are assembled once again, Mr. Sheridan raises
the issue of the dead carter. Mrs. Sheridan suggests that they can console the grief stricken
family of the neighborhood by providing them
immediately amnges a basket, but Laura is fArelucta
i mmedi ate response questions the widowds reac

insistence as usual dissolves her sense of individuality and she shuts the gatdeshgateand

sets her foot towards the place. It could be
and Gurr 116) , where the dead is | ying. Ma n s
journey towards this undiscovered world. Gradually theiante starts changing, the bright sky

becomes fnApal eo; a fNbigGPAOYyYo shesrkakbea éasha
|l an@RL0() that | ed her to the dead carterdés col
destination is, asiftothevaley of deat h, t h GP10)ghat istthie everfdtyxr o ad 1
that | eads nowhere but GPH® isalsodeindeationlthdt.sheTsh e ik

moving towards the valley of death, as it alludes to the #hea@eed dog Cerberus (Durix).

Laura, time and again, thinks of returning, but she is unaware of the fact that death is a point of



no return; that nobody can defeat mortality.
whose sister takes Laura to the dead body. Here Mansfielp e at edl y uses t he w
if the dead mand6és cottage is a | abyrinth, a
Laura, pointing tsheloakslitesa tph ecGRAalrgtge rp utth asth e Adoo e s
that the very morning, Laa was also looking like a picture when she heard the news of the
Carterdos deat h. But the difference is that t
makes her young character ishgephag sbesdaendly
from them é. S o IGRE Ih)oThie deadscarter pndancLaurawdbes not(know at

all, has not seen earlier, his loss, his absence takes Laura from the phase of innocence to
experience, she gains knowledge. She realizes that the carter hasmganay, crossing the

border of the worldly reality. He has gone to such a place, where her lace frock, the grandeur of
the garden party doesndét matter at all . After
She findsLaurie, her brother, wagin f o r her, and informs him th

mar velGBLZ&)Y, (but she could not explain what Al s

To signify the immortal beauty, Mansfield starts her story with sunlight, clear sky, and
glamorous garden party, but ends it idaak, smoky ambience that explains us the experience of
mortality, which has overwhelmed Laura to such an extent that she starts stammering, she gets
silenced at the thrust of utter reality. In a letter to Willliam Gerhardi (Mar. 1922), Mansfield

writes almut her motifs inThe Garden Party

[a]nd yes, that is what | tried to conveyTihe Garden PartyThe diversity of life

and how we try to fit in everything, Death included, that is bewildering for a
person of Laurads age. dbférentlyfFesednesthanhi ngs
anot her . But | ife isnot | i kB2t hat. We h

|l ndeed, death is very much Obewil deringé6 f
highly mature cl| aS3h¥lyisBases ot ai ofit. Meougkolitithe statyowse
find that he is totally encaptured by a sense of grave loss emanating out of a consciousness of
deat h. Mansfield begins the story in the Boss
Mr . Wo o dTF L1i7)enerdirdulging in a cozy atmosphere. Although they were friends,
Mansfield does not forget to contrast these two characters. The Boss, who is the older one, is

Astout o, Ar osyo, TFAX7}); iwhefteas ¢ghe iyaurgger $Voodifield gsostroke



stricken,ad mentioned as fAdol do throughout the stol
like a baby through the armchair. The overabundance of the office room is reflected through the
ANew carpeto, ANew fuTRAILZ)Wr ed 0 c ik Briothecchlldrd as k ly e diff
Wi nds or TE®&L8)tIh taedmedntime Woodifield seems to forget some important news

that he wanted to share with the Boss. The Boss, who used to take pleasure always in
underestimating his friend, reminding of his high class, showffighis refined taste, and

mi streating hi m &Fsl18p offérdronoa pegadf whisky,starts anaking fun

with him. The strong aroma of whisky awakens his memory and he starts describing his
daughtersdé visit to Bsesl ginmtwlkerBosladtsh sWonad iwf
The Bossds apparent show of confidence is hanm
c h a g®B 118). For the first time it gets clear that class demarcation is blurred by the
interference of death which makée Boss lose his own sense of self. He both hears as well as
pretends to turn deaf to the news provided by Woodifield. After the departure of Woodifield, the
Boss confines himself i n | DFNl&9) Macteydosensuréllbis or d e

privacy and alienation.

In his alienation the Boss grows nostalgic and the memory of the past days till the death
of his son haunts him. He recollects the happiness of those days when his son used to assist him
in his regular office activities. Between thdsappy days of the past and the days of his present
alienation, lie the World War | and the consequent death of his only son. The lively young son of
the Boss has now been turned into a photograph inside an old photo frame amidst the newly
furnished officeroom. The Boss was terribly affected by the death of his only son and took it for
granted that such a grave loss can never be compensated by any means. But, what happens quite
strangely that he now fails to weep while commemorating the time with his sotheQother
hand, old Woodifieldés son Reggie was also ki
less affected by the memory of his son. Mansfield shows that time acts as a healer in both the
cases and the demands of life are stronger than theones of the dead children in both the
cases. That is why the Boss is very lavishly devoted to life, which in a sense makes him refuse
the reality, and therefore, still he does not believe his son to be dead and rather imagines that his
son r emaponsamdasiilerechanged, u N ILI®)mnsidehtree dyravie.n h i s
Woodifield feels happy only for the reason that the graveyard in Belgium is well maintained and
there i s a ANA1t9 inshe ib @k waula tikady ndtice a strikinggarity



bet ween the two stories as Mansfield uses t he

seen as a metaphoric representation of life towards the ultimate destination of death.

The situation becomes more climactic with the entry of a flyclwimad fallen into the
broad inkpot kept on the Bossodos table. It dr
inkpot, keeps it on a blotting paper, giving it a new life. As the fly becomes ready to fly again,
the Boss plans a strategic test foaind dr ops aTFi2led wmkyon ib. Treetvary (
thought that the fly is tenacious enough to survive every attack by any means, raises his
expectation and every time the fly gets ready to fly, he drops ink over it successively,
experimenting withti s A r i g TFtl21) lde continuausly(encourages the tiny creature to
get up. But wultimately, the fly surpasses all
There is no sign of life in thet dooWgTFROMe nd e( f
In this section of the story, Mansfield portrays the horror and the trauma of death. It appears that
the Boss finds himself in the place of the fly, because he has been trying desperately to win over
the trauma of oeddrhi ssd nxiex hy esarsso nadgo. But the
stays with him like a shadow, which is quite inseparable from his existence. Through the process
of testing the stamina of the fly, actually the Boss tests his own stamina to resist the ¢iough
death, to confront and combat with the shadow of death.The office chamber of the Boss seems to
be a metaphoric parallel of the inkpot, where the suffering of the fly had begun. At this point,
Fumi o Yoshiokabds comment s e elhestinyiirnkpgotumarks at i ng
crossroad where life and death meet, where an instinctive reaction for survival and an inveterate
desire for release from fear of death entang
messenger which makes it clear that dés#in untimely visitor and there is no respite from the
embrace of death. The death of the puny fly has a massive impact on its murderer, who feels

Apositivel WWilf2rli)ghtsenmada@r ( ndi n gTF1i2&)sdizesrhigh. of wr e

Mansfieldde s not el aborate or explain the reas:t
Boss took six long years to dispense with the trauma of death, but is it really possible to deny
death? Is it possible to forget this grim reality? Mansfield puts these questitnositiof the
readers. She shows the Bossods fight with the
Boss realizes that he will sure be a loser in this battle and then decides to dive into oblivion once
agai n. He t hr owslF12Ivaf the flyih the wastgapep baskei, aq he did put



aside the memory of his dead son for the last six years. This very moment of epiphany bewilders
him to such an extent that he does not stammer like LaufdenGarden Partybut totally
forgetse Itwadhdtbdén t hi nTEil2il)y In bdbhothede storiesf Manséefl  (
depicts the theme of death against the common background of the World War I. But ultimately
she shows that even the devastating war fails to interrupt the movement of life #gainst

traumatic events and memory of death.

Kat herine Mansfieldbs fiction is not repr e
world around, but a reflection of the issues of reality. InJoerrnal she expressed the facti |
must experience firsth ow can | write about things if I
Mansfield Web. She had herself experienced the trauma of death, suffered from psychological
crisis, which had shaped her perceptions regarding life and its meaning.It is a much kriown fac
that most of Mansfieldbds characters go throug
they are illuminated in selealization, which seldom points towards happiness. The central
characters imThe Garden PartandThe Flyare also no exceptions.avisfield nicely depicts the
epi phani c moment s a slettets\énl.4/bT) larkimgldeep igto their psychef t r u
and soul. May be this is the reason she preferred to leave her textsnuseh and to put her
readers at stake finding a paufiar resolutior?. In both these stories, the central characters,
belonging to two different age groups, face the trauma of death differently. For Laline in
Garden Party]j t was Asi mpGPy2) tha made Hel stamrsed and stumble with the
notion of life; for the Boss iMhe Fly it was fda grindi nTgl2l)ghatl i ng o
made him uncomfortable and forgetfubecomes evident that after the epiphanic moments, both
the characters acquire a transformed vision of life. They can eoveipe the fact that there is
virtually nothing in materialistic pleasures of life. Sad and happy moments, the crude and
pleasant realities lay side by side to weave the tapestry of life and they are inseparable parts of
the whole life. Dominic Head posit o ut : ithe epiphany 1s compror
awareness of the disparate el ementTeuntimely i f e a
death of Mansfielddés brother Lesl i e, during t
death tinough the accidental death of the carter, and the sons of the Boss and Woodifield in these
stories. The moments of epiphanies in the case of Laura and the Boss, remain very much the
epiphanic moments for Mansfield herself. As Mansfield believed in imnitgrtadhe has

depicted the theme of death and loss in her stories in such a way that obliquely upholds an urge



for life. Her fictional characters struggle desperately to get away from the trauma of death and
ultimately emphasize that, despite the shadoefat h over | i fe,TFL21) i s f a
to live life.

Abbreviations used:

The Garden Party: GP
The Fly=TF

Notes

A Angela Smith marks that Mansfieldds stor
children, who tried to break the shackles by which the adults tried to restrict/confine
t hem. For this she wused the d6égarden gat
characterdreaking away the gate and moving forward to explore the unknown. In the
story The Garden Partythe issue of the death in the neighborhood, makes Laura
transcend the obstacle of the garden gate.

A Emma Short at a conference entit®aping ModernismKatherine Mansfield and

her Contemporarie®rganized by the Katherine Mansfield Society on 26 March,

2011, in her paper, named fi AOne i s Some
Eli zabeth Bowen and the Spaces | ndBet wee
often denied her readers a resolution, wh
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h NB SNinkt€ea Eightyrour No Concern for Us?

Sourav Pal

l 0ald NI OlY ¢KS R¥Endeeg EifhtFour(3948hoNdgnstést frond a
specifiable historical experienagStalinist Russia in particular and Europe in general
during the World War Il. It depicts a nightmarish future pol8tate which has made
totalitarianism absolute on the basis of a complete, unquestionable and suffocating
uniformity, and predicts, as a sort of warning to posterity, the possible outcome of
certain tendencies if they are given opportunity to grow unchecked. Does this

fictional world have any relevance to the world we live in?

This paper focuses on three sugtajor tendencies of théNineteen Eighty
Fourworld ¢ destruction of any trace of individualism and personal freedom by
forcing conformity through a rigorous, omnipresent, Statganized surveillance;
use of media as a tranquillizer against intellectualapamess and for systematic
reconstruction of history in favour of the ruling ideology; and complete dominance
over language as a means of gaining political dominanaad examines how far
these tendencies are operative in the present society, and whemefcomes the

resistance, if any.



Keywords: Surveillance, Totalitarianism, Falsification of history, ldeological State

Apparatus, Media, Language.

The object of this paper is to make a comparative study of the fictional future world portrayed
by Orwell in hisNineteen Eightyrour and the world we live in today, in order to find out
whether this dystopian world picture projected by Orwell has anynctléo reality or any

relevance to our present world.

Before we go into details it is important to remember the years during which the novel
was written. Orwell started writing the novel in August 1946 and completed it in November
1948. During this time he had already witnessed the atrocities of the World Wahe
massacres, the inhuman cruelty and horror, the hypocrisy of the leaders, the surveillance by the
governments, the repressive measures taken in the name of emergency, and the general
tendency towards the debasement of human nature. As a-emarepondent of the BBC he
had seen the systematic fabrication of information by the British -twvae Ministry of
Information. He had also witnessed the totalitarian tendency of socialism, aiming at a
systematic destruction of individuality and freedom for ammete, unquestionable and
suffocating uniformity, as manifested both in the Communism of Stalinist Russia and the
Fascism of Italy. All these are incorporated in a horrifying fictional account of a future world

where a successful oligarchic totalitariamigeigns supreme and any deviation or effort to



counter conformity is systematically and brutally crushed with the deviant orauoriormist

himself.

The novel is set in an imaginary 1984 world where three spperers reigrg
Oceania, Eurasia and Eastasengaged in a continuous and nexanding war between
them. The hero, Winston Smith lives in London, which is the chief city of Airstrip One, a
YF22N) LI NI 2F hOSIFYAlFI® 2Ayaldz2yQrhgsogi2NI R A& NI
WoyIJtAaRD{ ZRRHAKEOIff SR a20AFtA&aYZ Al | Oldz f
based on the principles of hierarchy, unequal distribution of wealth, rigorous and complete
adzNBSATtEyOS o0& GKS {GFdiSsY WR2dznt SEKRY DRI |V
World is, therefore, a Polie8tate ruled by the Party that came to power after its successful
Revolution against Capitalism, and since then has encroached every institution, every
system, and every private space so thoroughly as to gain a congdtevincible
R2ZYAYLFYyOS 2@0SNIfAFS AGaStTod ¢KS t I NIe&Qa g2 NI
t 91/ 9é> aCw995ha L{ {[!*9w, ¢ YR &4GLDbhw! b/ 9
the mythical figure of a certaiBig Brothemwho enjoys a Gotlke omnipotence,
omnipresence and omniscience. Enormous colour posters depicting his face are tacked to
SOSNE gltf 2F GKS O2dzyiNER aAyYLi e G42 NBYAYR |
21 ¢/1LbD ,h!éd ¢KS | OlGdzr £ &dzNIh&ught Rolic¢) S A &> A
means of hidden microphones, the eweatching Telescreens placed in every single room
and on every street of the country, and by innumerable spies scattered everywhere. The aim
is to detect and stoghought crime.e. the slightest diffeence in thinking that marks a
deviance from the Party propaganda

The society of Oceania is divided into three clagsd® Inner Party, the Outer Party
and the Proles. The Inner Party is the privileged class that enjoys power and all the matefiatscoi
the world. Below it is the Outer Party whose members are greater in number and less privileged than
those of the Inner Party. Below them are the dumb masses, known as the Proles, who constitute about
eighty-five percent of the population and liveke beasts. Thusngsochas carried out the socialist

programme with the result that economic inequality and hierarchy have been made permanent and

'The whole arrangement r emi nds -inflicted sufveillengeiirc aul t 6 s de
Discipline and Punish: the Birth of the Prisonterms oféPanopticod the concept of the rinlike prison
derived from Bentham.



final. It has made collectivism a secure basis of oligarchy with the belief that wealth and privileges are

most easily defended when they are possessed jointly. Any protest against or dissatisfaction with the
system is systematically and successfully smothered by means of continual falsification of information,
imposition of a blind leadeworship, minute survilance, frameeup trials, torture, brainwashing and

mass] Af t Ay3d GKNRBdAzZAK WLIHzZNBESAQ FyR &aSONBG Faalaaiyl i
system which has made totalitarianism absolute, complete, and this is why he knows from the very

begiming of the ultimate futility of his revolt against the Party.

This much will suffice to form a concrete view of the world depicteNimeteen
EightyFour The question that arises now is whether this fictional world has any resemblance
with the real wald of 1984 and later about which it is a kind of prediction, or any relevance in
the world we live in now in the twentfirst century.

There can be no doubt thalineteen Eightyouris not simply a story about the
adventures of an imaginary individuad a nightmarish world, but originates in a specifiable
historical experience, and stands in a particular complex relationship with a recognizable
historical world. It exaggerates certain tendencies of the contemporary world in order to
examine and predicthe possible outcome of these if they are given opportunity to grow
dzy OKSO1 SR IYyR dzyNBaAaidSR® hNBSttQa 26y O2YYS
respect. In his letter written just day after the Press Release of the novel (June 1949) in
responseto a cable from an official of the United Automobile Workers, worried at the initial
reviews of the book, he says:

My recent novel is NOT intended as an attack on Socialism or on the British Labour Party
(of which | am a supporter) but as a shagw of the perversions to which a centralized economy
is liable and which have already been partly realized in Communism and Fascism. | do not
believe that the kind of society | describe necessavilyarrive, but | believe (allowing of course
for the fact that he book is a satire) that something resemblingatldarrive. | believe also that
totalitarian ideas have taken root in the minds of intellectuals everywhere, and | have tried to

draw these ideas to their logical consequences. The scene of the bodd iis Britain in order



to emphasize that the Engligpeaking races are not innately better than anyone else and that

totalitarianism, if not fought against, could triumph anywhére.

It is clear from this excerpt that Orwell views his book as a kind of waning

to posterity about the necessity of resisting the tendencies of authoritarianism and
totalitarianism for the sake of freedom and humanity. Our concern is to trace how far these

tendencies are still current in the comparatively liberal world of the tventy-first century.

Let us consider them one by one.

A major tendency of the totalitarian society as depictedNimeteen Eightyour is
towards a systematic destruction of individualism and privacy. A padmber has literally no spare
time and is nevealone except in his bed. To do anything that suggests a taste for solitude, even to go
for a walk alone, is to bring danger on oneself, because individualism is regarded as the same thing as
eccentricity, and no nowgorporate behaviour is tolerated by ¢hstate. No personal relationship
between two individuals is endured; lowdfair is impossible; erotic enjoyment is crime; there are no
friends but only comrades. The evauspicious State keeps constant watch over the personal life of its
citizens throud telescreens and spies in order to detect even the slightest deviation from the accepted
norms. Every sound one makes is overheard, every movement scrutinized, and every thought of a
person is guessed at through a close examination of his demeanour.epoakpersonal record like a
diary which is not scrutinized by the state, is a deadly crime. Equally criminal is to wear an improper
SELINB&&AZY ¢DF f 2 B8RO A TRIOPSa fadeXatnple, o Yook incredulous when a
victory is announced. Hildren and young girls are especially encouraged and trained to spy on their
parents and neighbours and inform tAgought Policén case of any devian&eThe persons convicted
2T WeK2dAKGI ONAYSQ 2N 2F | yeé LBbhsiddédlafestd aDnight A (& |
taken to the secret chambers of thdinistry of Love made to confess the real and scores of other
AYFIAYEFNE ONRYSA UGKNRAZAK AYyKdzYly G2NIdzZNBaAxX FyR GF

2Excer pt f r otenregublighed if thesOUP edition Nineteen Eightfour (London: OUP,

1984), Appendix H.

3 Reminds us of McCarthyism in the United States during the Second Red Scare in the 1950s when
children were inspired to spy on their parents and neighbours onodaahas part of the systematic
witch-hunt for any trace of Communist sympathy.



majority of cases there v&no trial, no report of the arrest. People simply disappeared, always during
the night. Your name was removed from the registers, every record of everything you have even done
was wiped out, your one time existence was denied and then forgotten. You wakeolished,
annihilated:vaporizeds & G KS d@®0zr f 62 NRé§

Now, is everything fine in the world we live in? Apparently it seems to be. We have
privacy and solitude. We have freedom of speech and thinking, at least in theory. We can make friends
or love anyone at our own will, and keep personal records. We ardeiog constantly watched at by
the State. But is it so? We have access to these abwmioned freedoms only when we are not
stepping outside the accepted norms. As soon as we do something freakish, for example, even loiter
alone for a time aimlessly onstreet, we may be challenged by a policeman and asked to produce our |
OFNR® 2SS OFy 1SSL) 2dzNJ LINA@IF O&8 Aydal Ot a2 t2y3a ¢S F
we may have our phones tapped, our personal conversations recorded, our camateked, and our
movements scrutinized. This trend has gone worse in our-@dst terrorismridden world. Even in a
so-called heaven of democracy and individualism like the USA any person of Asian origin naturally
arouses suspicion. And in this presege of technological advancement and especially Internet and
Social Networking Sites it is very easy to spy on an individual for a long time without making him least
aware that he is being watched. Few Americans know, for example, that their bodiesrayedX
whenever they enter an Airport or a tube station. It may be argued that all these measures are
necessary to stop terrorist activities, and that common people are not harassed in this way. But
terrorism is often a product of the Staiaflicted violene itself. InNineteen Eightyrourboth Julia and
2Ayaiz2y O2yFANX hQ. NASY GKIFIG GKS& FINB NBFRe G2 O
O2dzy i SNJ GKS GeNlyye 2F (GKS adlradSo ! LI NI FNRY GKIF
personsbeing arrested, tortured and even killed by the repressive machineries of the State like Police or
I NYe Ay YSNB adzaLAOA2Y 2N S@Sy Ay lvapprBe@O S y2 A (TR (S
encounter in Kashmir or Gujarat and then either ammli of being a terrorist or simply forgotten? The
case of Sekh Sohrabuddin and Kausar Bai in Gujarat is only a recent example. And it must be
remembered that these things are happening in democratic countries like India or USA where a certain

freedom of sgech and thinking is granted, even by Constitution, and where media takes an active role

AAT citations t o t he NiheweantEightfoer (Harmanaswaile:®Penguen Or we | | 6
Books Ltd., 1954).



in making these incidents public. Nobody knows what really happens in countries like China, Iran or
North Korea where freedom of speech or of the Press is considerasisicted. It would not be an
exaggeration to say that these repressive tendencies which are amplifisih@teen Eightyourare

very much present in our world, though only restrained from growing unchecked by the presence of

preventive measures likeuman rights organizations, at least partly free media, and an active judiciary.

However, we should not forget in this respect that Internet and social media is a double
edged weapon which can be used not only for such secret Btatnized surveillanceut also for
exposure of the secret actions taken against people or individuals by various State agencies. Internet in
the present age has thus become an important site for resistance. Very pertinent to this context are the
recent controversies regarding iiLeaks and its founder and editorchief Julian Paul Assange
WikiLeaks became internationally well known in 2010 when it started publishing U.S. military and
RALX 2YIGAO R20dzySyida FyR a22y o06S3ty G2 ol®akilNBI GSF
has been involved in the publication of a considerable amount of secret materials including documents
related to extrajudicial killings in Kenya, a report of toxic waste dumping on the coast of Cote d'lvoire,
Church of Scientologganuals, GuantanamBay detention camp procedures, the 12 July 2007 Baghdad
airstrike video among other thingsRetribution came swift. In November 2010, Assange became subject
to a European Arrest Warrant in response to a Swedish police request for questioning in relation to a
sexual assault charge which was previously dropped and picked up again clearly ion relathe
present developments. In June 2012 after he failed to surrender to his bail the UK authorities declared
a4l y3aS +ta KIGAYy3 | 60a02yRSRd {AyOS mMd WdzyS HAMHZ
Ecuadorian embassy in London, whée has been granted diplomatic asylum. The British government
intends to extradite Assange to Sweden under that arrest warrant once he leaves the embassy, which
Assange says may result in his subsequent extradition to the United States to face chamgéseo
diplomatic cables leaks. What Assange says about the philosophy behind WikiLeaks in his blog is very

crucial with regard to our present context: "the more secretive or unjust an organization is, the more

> Most of the information regarding Assange and Wikileake taken from the very welbcumented
entry on Julian Assange in Wikipedia.

61 O1fFYRZ WAOKINR o0¢g !LINAE HamnO® da[ SITReZdSydhdg dzNJ F 2 |
Morning Herald Retrieved 3 December 2010



leaks induce fear and paranoia in its leagtép and planning coterie. . . . Since unjust systems, by their
nature, induce opponents, and in many places barely have the upper hand, mass leaking leaves them

exquisitely vulnerable to those who seek to replace them with more open forms of governance."

The role of the media is also seriously treated by OrweNlimeteen Eightyour, but
mainly as an ldeological State Apparatus instead of a site for resistance. Two major themes that are
again and again focused on in this novel are the official martipnlaf the flow of information in
Oceania and the systematic falsification of history in its Ministry of Truth. While working for the BBC for
three years (194@3) during the World War II, Orwell had witnessed at first hand the official
manipulation of iIF 2 NY' I GA2y S ANRYAOlIfftes Ay GKS &ASNBAOS 27
writings of the time he noted these totalitarian possibilities of the BBC and other such media of mass
communication as radio, cinema and newspapers. In a totalitagmmety these become effective tools
in the hands of the ruling class to disseminate its propaganda and mislead the common people. Thus in
Oceanialhe Timescts as the mouthpiece of the Party. The telescreens are used not only to keep watch
on the Partymembers, but also to transmit continuously false information about the plenty and
happiness of the present rules of the Party, and thereby brainwash the people. The section of the
Ministry of Truthin which Winston works deals with the systematic and cardirs alteration of the
LI ad Ay GKS tINheQa Fl @2dz2N» LG O2ftftSOda |ttt O2LA
them every bit of information that goes against the Party, replaces them with suitable versions, and
then destroys the original cop There is a definite political purpose in doing this. This makes any
O2YLI NI 6A@S &aidzRé 2F ARS2t23ASa FyR (GUKS O2yRAUGAZY
know anything about the past, the different ideas and attitudes to life it coeid, then there would be
only one set of valid and correct thinkigghat propagated by the Party and consequently, this would
IABS | adzZZINBYSI dzyOKIffSy3aSrofSs AYy@GAyOAo6tS LI2sSN
GKS tINléeQa WIABBYERSKOQ®HNI & af23FyY a2K2 02y (NPt
0KS LINBaSyid Oz2yiaNRfta GKS LIadé oonvd /&SEFENIe Al
ldaaly3S YR KAa F2ftf2¢SNR | ke l@hds dreviiiuyadmajoraveapdn 3 S (i K

ax

to sabotage the hegemony of the State.

T4CKS Y2y tAPENEI QVTFESLdAT AQ.drgl B Décenhd 2@ B&NIEd v O S £ «
2 October 2007.



Orwell has shown another use of media and art as a sort of tranquillizer against
intellectual awareness. A section of tiMinistry of Truthwhere Julia works, deals with proletan
f AGSNY 0dz2NBESX YdzaAO |yR SYydGSNIIFIAYyYSyGado &l SNBE ¢SNB
nothing except sport, crime and astrology, sensational-eet novelettes, films oozing with sex, and
ASYUGAYSYillt a2y3axoeo cOiNd 20NY2aSOSK ISydKASR & 9z0 LINE
1AYR 27F LJ2 N}J-22H Nie IRolés ad ¢husokapi hatlucated fools engaged in silly and
obscene entertainments so that they lack the thinking capacity necessary to realize and oppose the

injusticedfF G KS t I NlI&Qa NYz So

Now can we deny that the same things continue, in overt or covert ways, in the very
a20ASGe 6S fADPS AYyK aSRAIQAa LR6SNI 2F F2NXAyYy3I Ll
governments of different countries in order to maintaime status quo. Even in democratic countries
media and governments maintain a slippery relationship in a way that to call a newspaper or a T.V.
channel impartial is altogether impossible. And even in common activities of the government people are
denied teir right to information. The distortion of truth by the Information and Broadcasting Ministry
during war or even in normal situation is only too obvious a fact. Cinema is often used as a popular
medium for forming public opinion and a blind patriotic rifpthat would make people forget the
problems at home. Thus during the Cold War Hollywood movies frequently dealt with the Russians as
the most abominable enemy, as did some Bollywood movies with Pakistan immediately after the Cargill
Wars. As for preveintg the uneducated and ha#fducated mass from having a strong political
awareness by means of making them interested in unimportant things there can be little doubt. Cricket,

Bollywood and T.V. soaps successfully play that role in India.

However, evenmore important and dangerous than that is the concept of the
a2a0SYFTGAO NBO2yaiuNHzOGA2y 2F GKS Ll ad +ra | YSIya
country text books, especially books of history, being changed every five years to sudrtioailpr
ideology of the Party that comes to rule? This is done to negate any possibility of contradiction or
opposition beforehand. Brainwashing is most easy if memory of the past can be destroyed. And who

knows better than the politicians that the mempof the common people is by nature the most fragile



GKAY3 Ay (GKS $2NIRK 2SS OFly NBYSYOSNI Ay (GKA& NBaLX
Ideological State Apparatus (ISA) in the contemporary society for taking control of human brains at the

most early stage of their development. Althusser regards the educational ISA as the most dominant ISA

Ay GKS OFLAGEFEEAZG a20AFf F2NXI (A 2y aramily OMRNRBA Y I (2
replaced the ChurclE I YA f & O2 dzLJ dbigepachspn v 2F LINBOA

It takes children from every class at infestthool age, and then for years, the years in which the
OKAfR Aada Y2aild WwW@dzZ ySNIotS=zQ aljdzSST SR 0SiGeSSy
whether it uses new or old methods, a certain anfoit 2 F-K 5 g2 6 NI LILISR Ay (K
ideology (French, arithmetic, natural history, the sciences, literature) or simply the ruling
ideology in its pure state (ethics, civic instruction, philosophy). Somewhere around the age of
sixteen, a huge mass of (hRNBY I NBE S2SOGSR WAy (2 LINPBRdAzOGAZ2Y
peasants. Another portion of scholastically adapted youth carries on . . . it goes somewhat

further, until it falls by the wayside and fills the posts of small and middle technicians,

white-collar workers, small and middle executives, petty bourgeois of all kinds. A last portion
reaches the summit, either to fall into intellectual seemployment, or to provide, as well as

0KS WAYy(dSttSOildzrta 2F GKS Qaidnf(capalists@grBanapdrsh 2 dzNB NJ
the agents of repression (soldiers, policemen, politicians, administrators, etc.) and the

professional ideologists (priests of all sorts...).

(155156)

Thus each of these children is provided, according to its capacity aftake, with its proper
dose of the ruling ideology necessary to suit the role it has to play as a cog in the great
wheel of the State in later years. Once this brainwashing is complete and their memory is
stored with necessary codes and doctrines from thiextbooks, these children, it is believed,
will continue to play their respective roles throughout their lives in favour of the ruler.
That is why for every ruler dominating the memory of the mass through reconstruction of

history is a priority for perpetu ating his authority.



Let us come next to the question of language as a means of gaining political
dominance and as an instrument of achieving totalitarian control over free thinking. The
matter of | anguage i s centr alingtyrannyof Minetednd6s c on
Eighty-Four. Newspeak is the official language of Oceania and the sole aim of it is the
narrowing of the range of thought by the destruction of vocabulary. As Syme, the
Newspeak expert, explains to Winston that thus narrowing the spe of free thinking they
wi || i n the end fAimake thoughtcrime I|iterally
which to express ito (49). According to him,
language is perfect. Newspeak is Ingsoc and Ingseci News peako (49). And
happens, he says, fAthere wil/ be no thought,
thinkinginot needing to think. Orthodoxy is uncon:
puts it in his Orwell and the Politics of Bspair A Wi nst onds struggle in
large extent, a struggle to find an adequate language or, what is nearly the same thing, an
adequate critical location from which he can regard the world whose language holds him in
bondageo (122).

In redity, control over language has always been used as a means of achieving political
dominance in this world. Language gives identity both to an individual and to a race. Robbing a people of
its language is therefore nothing but robbing it of its identityltere and individuality. When a foreign
language is imposed on a native community by foreign rulers it certainly narrows the range and
originality of their thinking, and makes them think in the same way as the rulers think. Thereby it
successfully lesserthe possibility of opposition or protest, and establishes uniformity. So take away
from a people its language and you are successful in gaining an ideological upper hand over it. This is the
reason why the British tried to give permanence to their colbaigerprise in India by creating a new
class of Englisknowing people as their loyal followers in this country, or Pakistan tried to impose Urdu
as the official language on the then East Pakistan, now Bangladesh, the protest against which at the cost
of a number of precious lives on 2February, 1952 gave us the International Mother Language Day.
Language is, indeed, a very powerful weapon in the operation of power, not only in political sense but
alsoinourondo-2 yS O2 NNB & LJ2 y RSy @ Srdedusated geisondisng Bistkiio@/gdgeiod
English to dominate and suppress the voice of his inferior who is not so efficient in that language? This

tendency in a man becomes totalitarian in a state when it tries to establish a uniformity of thinking and



a complete subservience to central authority by making a particular language dominant over others. It is
this tendency of suppressing diversity of thinking and multiple voices to make only one thought and one
voice rule that worked behind the decision toake Hindi the chief language all over India after
Independence. It is very important to understand the nature of this politics especially at present when
every year we find a particular community trying to assert its identity by demanding a separatéostate

itself on the basis of language.

The limitations of this paper make any further discussion impossible. But the points so
far discussed, | believe, will suffice to make it clear that the threats to human freedom and individuality
that Orwell took to their extreme to horrify us in this ndyén fact, lurk in every society and every
generation, our present society being no exception. Sometimes they become a real danger for humanity
under certain political and historical conditions, for example, in absence of democracy, or during a one
party rule or military dictatorship. At other times they remain concealed under the disguise of various
system and ideologies. Can they be ever carried to such an extent as Orwell has shown us? It may seem
no. But what will happen if somedaywhich seems veryrpbablec terrorism becomes as deadly as to
give a more than enough justification to such repressive measures as shown by OriNalkieen
EightyFour? Will then people compromise their freedom for security? Future will give the answer.
Meanwhile, it wil be unwise to ignore the dystopian world picture presented by Orwell in this novel
because it draws our attention to some really possible dangers to democracy and freedom unless they

are properly taken care of.
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Need the Mask of the 6Mand? . ExTwlthedi ng Mas
Lighthouse

Asis De

Soumen Chatterjee

Abstract: Gender and sex are two totally different terms, but we often confuse

them as synonymous. Sex refers to oneds bi
artificial construction rooted in sociology. The hierarchy of gender is dominated

by patriarchy that imp&s specific attributes both for males and females. Men are

often associated with heroism, intelligence, rationality-ieiénce and courage

whereas women are supposed to be docile, ineffectual, emotional and timid. And

males even at the cost of theidividuality have to wear the mask of masculinity

in order to perform in this revel show of

Now patriarchy, using religion, literature and media as its tools, has
propagated the cult of masculinity among its members. Literature dowigékse a
has also held masculinity on a high pedestal and the male writers have presented
an exalted image of men in their works. These male writers have also eulogized
the cult of masculinity in their works. But the female writers have debunked this
cult of manliness in their writings andchallenged patriarcigfined images of
mal es. This paper , Touhe Lighthous€i927pasraicase Wool f 6 s
study, wi || explore how Woolf in this nove
males have to wear in ordercoope up i n the patriarchal S
contribution to scholarship lies in pointing out how men and women are alike in
their behavioral aspects. This paper will also attempt to establish how Woolf in
this novel, in her own unique way, has chadled and subverted the normative

gender roles too.

Key words: GenderSex, Masculinity, Patriarchy, Maimdividuality.



We often confuse two termsb gender and sex
opposed to each other. Sex is onebs biologica
grounded in sociology and gender roles are culturally defined. Geafigs to the socially
constructed and culturally dictated roles, behaviors, activities and attributes that the concerned
society considers appropriate for men and wom
sociacultural origin which are convet i onal |y associated with dif
248). Moreover, this theoretical construction of gender is usually dominated by patriarchy that
imposes specific roles and activities to men as well as women. Patriarchy attributes men with
power, vace, restraint, sel€ontrol, selreliance, authority, intelligence and courageous

activities while women are associated with timidity, ineffectuality, docile and impulsive

behaviors, passivity and physicalitylwaysi n t he
associated with the passive body, and men wi
patriarchal soci al set wup fia true man [is] a

his harmonious and weflroportioned bodily structure express] his contentment to
moderation and sef ont r ol 0. (Mosse 101) Besides the pa
activity within the confines of home and family while a man has access to the whole world.
Moreover, a woman is supposed to be an infesidsject of the interior world and therefore,

requires the constant vigil and monitoring by the appropriate male authority who is basically a

lord to her. Now human beings fulfil their concerned social roles as men and women [i.e. their
gender identity] eve at the cost of their individuality. Actually, men, very much like women,

equally have been trapped in the confines of a suffocating system of social expectations and their

lives have been shaped in accordance with the patriarchal parameters.

This fulfilment of gender identity at the cost of individuality was prevalent in England
even in the first half of the twentieth century and Virginia Woolf, the novelist of our choice here,
was also fully aware of how men, just like women, had to sacrifice theuididility at the altar
of patriarchal social expectations.Moments of Bein@¢1939) Virginia Woolf has reflected how
the career of her male relatives is framed in the crucible of oppressive social expectations. She
writes, AEvery oswassbodtintotoat [patmardnad] mackire attthie age of ten

and emerged at sixty as a Head Master, an Admiral, a Cabinet Minister, or the Warden of a



coll egeo. ( Wool f 153) (my insertion). Wh a 't

mask of masadlinity in order to cope up in the patriarchal society.

Actually, in the patriarchal social set up masculinity is always held at the high pedestal.
Moreover, patriarchy through the capillaries of life like literature, media, religion and others
promote thecult of masculinity among men and women. As a result, both men and women
become obsessed with the concept of masculinity; men at every step of life want to follow the

beaten track of the macho men, the ideal role models of mascuBinitynen, like womersuffer

from an Ainterior colonizationo (Millett 25)

follow the patriarchal role models of masculinity.

Now, literature has also promulgated this type of exalted image of men and the
subjugated imag of women over the years. But in the hands of the female writers this type of
stereotypical presentation of men as the emblems of power, heroism, courage, rationality, self
discipline, seHreliance and authority has been debunked. Challenging the dylamd socially
defined image of men, they have shown that men are also impulsivehe®d&d and depend

on others (women). Women writers, like Jane Austen, Charlotte Bronte, George Eliot and others

in their works, have deconstructed the exalted in@gmen, propagated down the ages by the

patriarchal social system. They have shown how beneath their authoritative exterior, men are

also impulsive, childish and indecisive. Actually, the texts of these female authors are sites for

Athe jostlxngnaodfswhbhtdosdiove ideaso (Greenbl at:

paper, usi ng Tdihe gighthdus€l92¥Wpas b ta8esstudy, will show how here

Woolf has dismantled and redefined the conventional concept of masculinity too.

In this novel fran the very beginning, Mr. Ramsay appears to be a patriarch as he has
totally imbibed the patriarchy sponsored conceptions of masculicikg. a true champion of
patriarchy, he wants to dominate his whole household. It is for this that he does not Ipermit t
journey of his son James to the lighthouse at the very beginning. He tells him that there will be

rain tomorrow which will hamper the journey:

But, saidhis father, stopping in front of the drawingo om wi ndow, Oi t won

be f(Wookg .

He stubbonlyst i cks to his own weather forecast and

lighthouse next day. Like a true disciple of patriarchy, he also believes that he is heroic. He



associates himself with the great adventurers like Drake and Raleiglarevtite role models of
heroism and masculinity. Mr. Ramsay, the professionally successful academician and
philosopher also likes to view his intellectual achievement in terms of linear progression through
alphabet. He thinks that true intellectual greasngawns upon those few men who reaches Z. He

laments over the fact that he has reached Qrdynd can only move towards R:

He reached Q. Very few people in the whole
What comes next? After Q there are a number driethe last of which is scarcely

visible to mortal eyes, but glimmers red in the distance. Z is only reached once by

one man in a generation. Still, if he could reach R it would be something. Here at

least Q. He dug hisgels in at Q. Q he was sure @¥Voolf 39)

Probably here by Q he means to say the power of questioning and by R the power of reasoning.
These two faculties are also inevitably linked with masculinity and his intention of having these
two highlights how far he has absorbed the cult of miasty within himself. He also regards
himself as an intellectual explorer who is not even daunted by the prospect of facing death in his
search of intellectuality:

AFeelings that would not have disgraced a
begun to falland the mountain top is covered in mist, knows that he must lay

hi mself down and die before morning comes,
some crag of rock, and there, his eyes fixed on the storm, trying to the end to

pierce the darkness, he would diestamdg. He woul d never reach R

These types of melodramatic seffagesclearly demostrate(Ra ms ay 6s t ot al absor |
patriarchy sponsored ideas of masculinity and his masculine egotism. Actually, Mr. Ramsay,
with his incessant obsession over reaching Q, embodies the hegemonic masculine ideals of a

gender, more concerned with philosophmarsuits and intellectual queries.

But underneath this apparently staunch patriarch, there lies another Ramsay who is
emotional, indecisive, hesitant and in need of support from others. On close analysis of this
novel, we find that he always sufferefm i nsecuri ti es and has fnAextr
(Woolf 117).He constantly meditates whether his books will be successful or not; he constantly

qguestions of his place within academia:



AfHe was always wuneasy about Rlwaysbe | f . That
worrying about his own bookswi | | t hey be read, are they

better, what do people think of me?0d¢6 (128)

This insecurity, anxiety, seffcrutiny and brooding over his own success and failure set him at

polar opposite fromthelcassi ¢ patri ar chal icons ofMrsmascul |
Dalloway(1925) and Percival ifthe Wave$1931) who felt no sense of anxiety and no need for
selfexamination. Indeed his close seKamination and brooding over what others will khaf

him set him totally aloof from the traditional patriarchal role models of masculinity. Unlike a
macho man, he never considers himself to be a man of success. On the contrary, he is often lost

in seltdenigration:

A Mr . Ramsay r epeaetyeeds, fnreovne rh etra kfiancge ,hitshat h
(Woolf 43).
Actually, | i ke Ber nThe Wavesl®3l), Mr.dRanmsayas extramelWselh | f 6 s

reflexive and constantly focused on his social identity. These aspects of his character separate

him fromthe mythic masculine characters.

Moreover, this Aawkward and ungainlyo (Lee
morale. Mr. Ramsay, like a true patriarchal model of masculinity, hates tagonal

emotionality on the part of women:

AThe eixntarayoridrrati onal ity of her [ Mrs. Rams

mi nds enraged himo. (Woolf 60)

Yet he needs constant emotional sustenance from his own wife, Mrs. Ramsay who provided him
with emotional boosting in his life. Though she belonged tovibaker sex, yet she always
protected MrRamsay from his emotional turmoil and added much to his morale by her constant
moral support and admiration for him. She always assured him of his inherent genius, restored

him from the nadir of his angst and speatloff his creative genius:

AFilled with her words, |ike a child who ¢
looking at hewith humble gratitude, restored, renewed, that he would take a
t u r(Woolh 44)



This effort odt Mral stRearms atylbes mehl e ego is itsel
as it restores Mr. Ramsay from his intellectual inertia.In this way Woolf has challenged and
subverted the normative gender roles, regarding the passivity and ineffectuality of women, and
exploded the patriarchal myth, regarding the-sgiince of men.

Moreover, at times MrRamsay behaves like an infant with her [Mrs. Ramsay] and the
husbanewife relation then takes the form of motkaild relation. Sometimes he appears to be
more hdpless and needier for Mrs. Ramsay than the real children of the Ramsay family. He

eagerly wished that Mrs. Ramsay would confess her love for him once:
AWill you not tell me just for once that

This expectation iseally a childish one and shows how, at times, he acts just like one of the
babies of the family. I n this context the obs
Ramsay] i s at once a baby bird, atér the deathuaf h , al
Mrs. Ramsay, Mr. Ramsay always sought emotional sustenance from Lily Briscoe, another
wo man. His fAdemand for sympathyo(Woolf 167) a

also undercut his image of an icon of masculinity and smack ekinsme insecurity.

Another conventional belief, associated with the myth of masculinity, is that men are the
protectors of women. Literature down the ages has eulogizecasére protectors of women
and literary masterpieces are replete with the featsose men who protected and saved women
from adverse situations. But this aspect of masculinity has been deconstructed by Woolf as here
Mr. Ramsay has been presented as incapable of protectinghisvewn wife. Woolf writes,
Aéhe coul d nodwhenrhereaehed thethedge, he was sad. He could do nothing to
help hero. (Wool f 71) Thus the normative r ol ¢

dismantled by WoolfSo,inawayMrRamsay i s more a human being

Furthermore, here Mr. Rasay has not been presented by Woolf as one who has self
control and patience, two essential ingredients of an ideal masculine figure. On the contrary, he
is subjected to the sudden fits of anger. During the dinner party when Mr. Augustus Carmichael
fasked another cup of soupo (Woolf 103), Mr .
people eating when he had finished. Then he completely lost hisosgfbl and behaved just

like an animal:



ARnShe saw his anger fly Ilhiskrew,agndpack of holt

she knew that in a moment something viole
(Woolf 104)

This sudden outburst of anger and lack of-selitrol also diffeentiates himfrom the mythic

masculine icons.

Thus Virginia Wool f, ' iving exclusively in
removed from the Acramped confines of the pat
sexist ideology that holdsiasculinity on the high pedestal. The novelist here has shown that the
image which patriarchy propagates of men is a parochial one, while in reality men share several
behavioral aspects that are commonly associated with women. Indeed, here Woolf hasl intend
to show that Afhegemonic gender identities mi
ideologies that shape [bothfh e mal e and (FeacmB3L)émy insetigne Actually
in To the LighthouseVirginia Woolf in her own unique way hdsghlighted that the issue of

masculinityis just like using a mask on the part of males in the revel show of life and Woolf in

her own subtle way has torn this mask, explodeddtmey t hé of mascul inity i
man as a human nbbei ng, not as a 060Ma
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Mul tiple Voices in T.S. Eliotds AThe Lov
Bakhtinian Reading

Hasina Wahida

Abstract: Mikhail Bakhtin, one of the theorists of twentieth century discourse
propounded the concept of o6épolyphonydé or G
Probl ems of Do probedentostHe yndumeradle eotcas present in the

discourse and analysed the interplay within. What Bakhtin explicated in the field of
prose, EIl i ot did in poetry. Eli otbs poetr
abent, communicate and yet dissolve into oblivion. Bakhtin observed that within a
single perspective, there are multiple voi
J. Al fred Prufrock 0, El i ot presents a se.l
and meaimg to the text. The voices are in conflict, they play an important role in

bringing out the real identity of Prufrock, who is not just a single individual, but

every dilapidated modern man. This modern man suffers from the eternal confusion
regardingexsence and i s pressed by the O6over whel
bed | ike Shakespeareos Haml et . My paper !

dimensions and provide a Bakhtinian reading.

Keywords: Polyphony, dialogism, actieimaction, deathin-life existence, time

It is a weltkknown observation that the job of the literary critic is to excavate underlying
meanings and significance of a literary text. A text offers layers and layers of meanings and the
author along with the text invites the readarsl the critics to penetrate through the layers.
Bakhtin observes that a text never ends, and
always essentially dialogic. It is constantly in conversation and is forming new wholes. To an
obscure writefike T.S Eliot, language is an enigma;, it presents a number of words and decorates
the whole in ambiguity. As Bakhtin,sopErboydés



text i s abound in Amultiple voiceaxyetdssalve h ar e
into oblivion. My present paper shall attempt to provide a Bakhtinian reading of the multiple

voices in T.S Eliotds poem AThe Love Song of

Mikhail Bakhtin, one of the most important theorists of twentieth century alisepin
his reading ofPr ob |l e ms of Dost eamwnlkcy @ e ®o éthiecsconcep

(multiple voices) or dialogism in literary theoiry

The dial ogical world is always in an i
being addressed to a listerand anticipating a response. Because it is designed to
produce a response, it has a combative quality (e.g. parody or polemic). It resists

cl osure or unambi guous expression, anc
consciousness lived constantly on the bosd of other consciousnesses.
(Robinson Andr ew, Al n Theory Bakhtin
Het er ogilel ssi ao

Critics strictly reject the view that a literary work can be monologic. It is a common
observation that in a monologic work, the author orther r at or i s t he f ocal
voice dominates the text and other voices are absent (or invisible). But interestingly, even if we
take note of the dominant authorial voice or
t he O r eosedveige s algohincipient in the literary text. No text can claim to have a
6cl osur eb; i-énded and thd wieey sannot giminthemselves within their own
bounds. As Gabor Bezeczky refers to Géahery Saul

bookMikhail Bakhtin: Creation of a Prosaics

Bakhtin warns uséthat neither individua
within their boundari es. They ar e ext

themselvesf i Cont endi ng V33 ces in Bakhtino

This sort of | ocation O6outside themselvesd
voice, character within a character. Gabor Bezeczky quotes Bakhtin while referring to the unity
of the polyphonic novél



The essence of polyphony lies pregseéh the fact that the voices remain
independent and, as such, are combined in a unity of a higher order than in a
homophony. (fAiCoBakh®3i5ng Voices in

The author does not place his own narrative voice between the character and the reader,
but rather, allows characters to shock and subvert. It is thus as if the books were written by
mul tiple characters, not a single authordés st
together by the author 6s v osjeach withitstownrwerldiTee pl ur
reader does not see a single reality presented by the author, but rather, how reality appears to

each character. (Robinson, web)

Though Bakhtin based his analysis basically on the polyphonic nature of a novel, its
influence is all pervasive and reading Bakhtin in poetry is not an anomaly. Voices are
wi despread and contend with each other in T.
Al fred Prufrocko. 't would not be amf ewaigges @.

In short, T.S Eliot discovers Bakhtin in the field of poetry through this poem.

The very title of the poem is ironic and ambiguous. Though the title suggests that the
poem is a love lyric, we should not forget that T.S Eliot would write amgtbut a love song.
This is quite evident as the poem begins. Voices are heard from the very first line which is an

enigmatic and controversial line in the poem
Let us go then you and |

The persons refledrade asotbyonby ando 6voices
O6voicesb6 are embedded within the two pronoun:
have a | ook at t he dnpeingCoanp Guidd daMentefelfrorspeaksea nt e 0
lines to Dante in HIl, wrongly conceiving him to be one of the damned, forever doomed in the
fire of perdition. So the voices in the epigraph are those of Dante and Virgil. Taking cue from the
epigraph as being set in Hell, Elrirdothédnederp o e m ¢
Il nferno as we come across in Robert F. Fl ei ss

the Disgruntled Ghost of Joseph Conrado



That Prufrock represents modern inferno has been a critical commonplace
because of the epigraph mnotheCommedia The fAyel |l ow fogo f o
been discussed as sul phurous, and the i
Dant e and ThedConvadiarg3i2R)e (

Considering the o6youd and o616 to bEeDant e
Ohallefserted streetsd and 6éone night cheap hote
caverns of Hell . AlIl the Ovoicesd would then
61l 6, the voices of 0 wo meldtben beTtrarsrkogrifieg int beingdi c h e |

of t hat 6i nfernal worl doé. FIl eiissner , i n reana

The subject of hell, to put it flatly, does not always, at least in itself, convince. My
task now is to reconsider the likewise temptingygestion that T.S Eliot was
basing AThe Love Song of J. Al fred Pruf

possibly in more ways than his Dantescan epigraph would imply. (21)

Once we set the poem in Hell, not only the characters and the voices are tnéfiestino
6t he overwhel ming questiond also gets transfo
longer the hesitation in confronting the supposed beloved (this analysis would be dealt with later
in this article) in offering love; but becomes the sfien of life and death this is indeed a poem

of deathin-life existence in a modern inferno.

Now | et us pick up Prufrock from EIliotds
the twentieth century moder n man.nge@e sedingwe e s (
the poem gets metamorphosed and makes a second and different reading possible.

Il n 6Let us go then you and 1| 6, Prufrock ap
premeditated and preplanned journey. Prufrock speaks to the sikemtocutor. Unlike
Browningdéds dramatic monol ogue fAiMy Last Duches
count s envoy the silent interl ocutor, T.S EI
innumerable characters and other voices ak we By ref-desenged os torhead t
oOomuttering retretahesdpodsiSbiElliitox ocefvokmseen pr e

voiceo of these unseen and unheard presences



Streets that folloviike a tedious argument
Of insidious intention
To |l ead you to an oa®rwhel ming question

cannot be ignored. The Ostreetsdé foll owing 1
ani mated voice tending towarmsngogqeeshireso) ve
Bakhtin, AThe hero i s redicki sludbgiecc t moode akyfd eaedpd ry

327, emphasis original) and Prufrockos foll ow
and this clarifiesthe presere of t hat <character, the silent 6
Oh, do not ask, fAWhat is it?0o0

Let us go and make our visit. (1R)

In a Bakhtinian analysis, unheard presences are also part of a dialogue. Invisible
presenes pervade in 6Prufrockdéd, but their unhear

In the room the women come and go
Talking of Michelangelo. (1-34)

Bakhtin points out t hat a Dostoevskian he

accompare d by a continual si de (Bezgcsky3Rl4gd nc & natd Pa rud 1
Prufrockds glance is cast not only on the bel
al so influence Prufrockoés evertythesecpreseaces andAgai n

his every move seems triggered by the movements of the unseen presences. Interestingly, these
voices are unheard to the ear of the reader, but not to Prufrock, who can both see and hear them.

The voices become an integral part in lifie of Prufrock. Each time he contemplates

action, he takes care to note the response of the voices as he initiates into it
(They will say: AHow his hair is growin
My morning coat, my collar mounting firmly to the chin,

My necktie rich and mabest, but asserted by a simple pin



(They will say: ABut how his arms and |
(41-44)

Every time Prufrock contemplates action, the next moment he hesitates, becawse of th
response he feels his action would induce in the surrounding voices. This leads to his
procrastination like that of Hamlet. But Hamlet ultimately took impulsive action as he kills

Polonius, mistaking him for Claudius; Prufrock fails to act, even impelisiv
No! I am not Prince Hamlet, nor was meant to be111)

In a dialogic text, even within a single perspective, there are multiple voices and
perspectives. Prufrock is two selves voiggs one.
T one is inert and passive, and the other an active self. The two selves are constantly in conflict

with each other. While one self contemplates actiébet(us go then you and l)the other

delays iti
There will be time, there will benbe
To prepare a face to meet the faces that you me@6-27)
Bakhtin, while analyzing the catharsis tha

finothing conclusive has yet taken place in the world, the ultimate word of the world and
about the world has not yet been spoken, the world is open and free, everything is still in
the future, and will always be in the futore Confparative Literature 46.4 330,
henceforthCL)

Thus, the past holds no place in the world of Prufrock. It is thee€uwhich is the

immediate and the only reality. Bezeczky once again quotes Bakhtin and fiegards

€ according to Bakhtin, i D oos thetheeshsldk y a |l w
of a final decision, at a moment of crisis, at an unfinalizableand

unpredéerminableit ur ni ng poi rCL33f)or hi s soul o. (



Prufrock is always on theheétihsembuol dd ©bbwi
overwhel ming questiond6é and realizes that i f f

would reverse the entideri
Do | dare
Disturb the universe?
In a minute there is time
For decisions and revisions which a minute will reverse4@)5

The relationship between Dostoevskyods her

Prufrock and his voice.

€ The ifthalgeso isanseparably linked with the image of an idea, and
cannot be detached from it. The i1idea ha
character 6s@L33ler sonalityo. (

The characters and their ideas are inseparably linked and this istemitles description
of the soft October night which is the dilemma of Prufrock. It evokes the image of a drowsy cat,
lethargic and unwilling to act. The contemplated action ends in inaction. The night is the

i nani mate unheard v o tacsate anghasanertiang Pr uf rockds m

The yellow fog that rubs its back upon the windpanes,
The yellow smoke that rubs its muzzle on the wingmmes
Licked its tongue into the corners of the evening,
Lingered upon the pools that stand in drains,

Let fall upon ts back the soot that falls from chimneys,
Slipped by the terrace, made a sudden leap,

And seeing that it was a soft October night,



Curled once about the house, and fell asleep2)5

Anot her dominant voice i n rechllethgnetphysicas t he
tradition of poetry of the seventeenth century where time is a malevolent and destructive force,
the eternal enemy of |l ove and yout h. ARnThe Lov
to it. Time has lulled the senses (Likgatient etherized upon a table) and it is the voice of time
which is jerking Prufrock up from his inert and passive state. There are clear echoes from

Marvell 6ds ATo His Coy Mistresso where Marvell
Had we but world enough and time,
This coyress, lady, were no crime
and, immediately after this, he is jerked out of his consciousness with a shudder because
But at my back | always hear
Ti meds winged chariot hurrying near

Prufrock is in a similar situation, where, while in his inert, passiate, he takes time for
contemplation and the next moment he realizes how time is fleeting away, leaving no room for

visions and revisions and not time enough to mask his approaching old age.
It would be worthwhile to reconsider the following liries
And indeed there will be time
To wonder, ADo | dare?0 and fADo | dare?
Time to turn back and descend the stair,
With a bald spot in the middle of my hair
(37-40)

A focus on the repetitive wuse of-exitibgopat | dar

the same time. While the first is assertive and tries to imbibe confidence in order to undertake the



action, t he second f Do vdice desitates2amd resiss thg atiehpe of d o u b

thefirstian Ti me to turn back and diescend the stairo

€ unfinalizability and coexistence, Bal
compati bl e; their rel ati ougittylandexplicdy par ad
allows both simultaneity and sequentiality and, what is more important, implicitly

and explicitly denies both simultaneity and sequentiality. (331)

A dialogical world offers multiple perspectives and each of these perspectives could be
true and equally wvalid. The different perspe
truths. Rather, the dynamic interplay and interruption of perspectives is taken to produce new
realities and new ways of seeing. It is incommensurability whishegs di al ogue its
(Robinsonwebh. James C. Haba n TiliHulhan Voi ces Wake Us and We [
i nThedLove Song of J. Alfred Prufroadk has provided an interestin
presents the possibility of the reader being thddressei n t he poem. The Oy
addressed to by Prufrock in the first line of the poem is actually every reader in general, who is

reading the poem.

| f the Ayouodo could be real and, in fact
us, then perhagshe fALoveodo of @Al ove Songo coul d
For, i f each of wus iIis the Ayouodo spoken
Prufrock has, in some way, reached out and touched us; he has communicated
(effected communion) with someone beyond himself.

(Modern Language Studi@sl 5455)

I n considering the 6youdé to be O6usd the re
in hearing them, we are listening to them. We, therefore, bettmrecipient silent voice in the
poem. But the effect produced is somewhat tragic, because though Prufrock raises a wakeup call
in the beginning of the poem, we fail to resp
fail to reach to Prufrock, toesolve his dilemma, the split he is in. that is why, perhaps, the

journey meditated is not ultimately undertaken

| should have been a pair of ragged claws



Scuttling across the floors of silent seas-743

T.SElotpl aces us i n ThelVasiel anbe)anwhereGiveryyhdmar( being
is devitalized, fragmented, living a deathlife existence, where the tragedy of human life is his

failure to communicate. Modern life disrupts all chords that bind one tdtibe o

In listening to Prufrock we are perhaps beginning to hear a human voice, and to
hear a human voice may be to admit and to realize, for a moment, our own
humanness. In other words, to hear a human voice may be to live; but perhaps, as

seems inevitablwith Eliot, to live is h some sense also to die. (H&%)

As the reader is not one, but many, they represent a plural perspective, plurality of voices.
The oO6youd is therefore many voices taken toge
awaysmul ti pl e voices and perspectiveso (Robins:
congl omerate to produce the o6youd. Just as th

denote a split, so the O0youobvoikes: a unified who

For Bakhtin, dialogism characterizes the entire social world. Authentic human life
is an operended dialogue. The world thus merges into an -@peled, multi

voiced dialogical whole (Robinsonweb

What Prufrock sees around him, the voices ligalhears, are not tangible human realities.
They are phantasmagori c, Prufrockds dream vi s
reader, then they are not only silent objects, but also invisible and unheard voices. So are the
women OTaMikihred amfgel 06 or commenting on Prufr
existence is prominent, yet blurred; they are present, yet absent; they talk, yet are silent. The only

heard voice in the poem is that of Prufrock. All others exist and yet ceasetto exis

In a dialogic text there is plurality of consciousnesses, with equal rights and each with its
own world. There is no single truth, but each one and every one can be true and valid. Therefore
another possibility cannot be brushed aside or ignored inthea di ng o f APrufroclk
possible that the voice of Prufrock is the only voice in the poem, both heard and unheard, visible
and invisible. We have already analyzed the the dual personality of Priiftbek Prufrock is

two selves in one; one irte persona enveloped in inaction and the other an active persona,



resisted by the inactive one. In addition to these two selves or existences, we may go a step ahead
and consider that the other voicés6 y o u 6 , women oO0Tal king of Mi
6mttering retreatso, voi ces i n 6sawdust res:i
observing and riditctuUThey Wirlulf roeakodsinldow Rige h
are not separate, subjective realities surrounding Prufrock; thegiaes arising out of the inner
consciousnesses of Prufrock. They are voices representing the tumult, the anxiety, dilemma in
the psychol ogi cal mi nd of Pr uf rToecGity of Draadful s v er
Nightwhi ch fApr es e nd @ctura of the greartness ant mhurnanity of the modern
city, which is both a oOcriity eoVoddatei on@)nafd lomd

If Prufrock is one entity absorbing all the other entities, then can we call it a monological
discourse? Aslready stated earlier, no writing is essentially monologic by nature. Human mind

is amenable to multiple standpoiritst is the dark unconscious which reigns, but the conscious

mind speaks.

Considering that all the perspectives are present in Prufrobke n Pr ufr ock i s
and 61 6. It i's the one self speaking to th
conventional concept of the 6éyoud being the b

analysis then takes a different turn and poem becomes a portrayal of psychological conflict

with the poet struggling to unify the opposite polarities and attempting a reconciliation of the

ot herwise opposite consciousnesses. When O6you
realitesordd soci ati ve voices are coming together t¢
to go with the 61 6, one voice is perhaps tryi

to reconcile the split state and settle the tumult or the angst within.

The literary text is a creation of the author and therefore the authorial voice is very
crucial and important. But the author cannot exist in absence of a perceptive reader. It is the
conjoined effort of the author and the reader that lends meaning texharnd adds to its
l' i veli ness. Mary Judwi k 1 n her article NATowa
Di al ogism in Sociocultural Literary Researcho
entails participation in what Bakhtin called a c¢hai o f utterancesodo (545) é

Dyson in this regard



As authors, [students] must learn that, no matter how much they revise and edit

t heir texts (and despite the 1importanc
meaning, because meaning onlystxiin themeetingof voices. So authors never

have the last word, just (hopefully) a good turn that furthers or deepens an

ongoing conversationCpllege Composition and Communicatfei 3 545)

As the author can never Aowha mbaniimget ba
voices, it is undeniably true that in AThe Lo
achieves meaning only when he meets the Oyou
reader in his joug newye gtoi drhée, Otolveeravhged tmi f e v

deathin-life existence in general, and Prufrock in particular.

Ken Hirschkop in his article fAls Dialogisnm
t hat fAan exchange o possible évenriratte ahsence ofdhe forpnal svritténi o n s
or verbal structure of dialogue, that the single work and even the single utterance may embody
such an exchange by -Vbe®iingd o adi rhéd tseatiybse HBiyd otuhoil
means that a sihg utterance or statement may contain two, in principle, separable meanings:
At wo -lsiocgwi sti ¢c consciousnesseso, as hhe puts

territory o(BocitlhexB0UQ4t er anceo.

Finally, as the reader undertakess Hourney, he too, is confronted with another
6overwhel mihDoegsueBtubndéck really exist? A di
finalityo(Robinson) and therefore keeping in
the twentieth century wld, we may conclude that Prufrock is no tangible human form, but a
state, an intangible form of the devitalized, demoralized, dehumanized modern man, presenting
the angst within him, his death-life existencef iDo | dar e/ Di stuckb the
represents a voice which is the voice of every devitalized modern man; an inert, passive
psychological state, which sometimes expresses itself as a human petsbnea 61 6 f or i n
and sometimes through other unrealized, formless, abstract preserice ke t he eveni n.

October nighto.

To conclude, T.S Eliotés AThe Love Song of

its portrayal of not only the fragmented life of a modern man, but also in its evocation of the



Avoi ceso timatt hlei eusnrwiatt h zed sel f. It i's not F
mul tidi mensi onal mul tiple voices that fAwake u

of dialogism.
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Identity in Harold Pinter :An Exi stentialist Expl orAKindobn of L
Alaska

Basudeb Chakrabarti

Abstract: The paradigm shift in reasssing identity hat was i1 nitiated b
fireflective judgment, gained impetus both from Niets c he é6s pr obl emat i zi
cocept of value and Bergsondés revolutioniz
Modernism emerged primarily on the basis of these such othephilosophical

foundations. With the simultaneous inpui$ the Existential st s6 t he | ssue
identity, by and largecame to be constructad o t i n termgoonof Aristo
politicon, butin Pi nt er Arstermsmfad $ | ux of MfAessfTkenced and

Dwarf9. Thi s i s Sitdriisntdibhecd igWwisdual i iy ypasodo,oppos

=]

Pirandel |l 06s Asel f o/ imasko, Padress c 0 0 s

Aauthenticityo/ Aunauthenticityo and the |
The present paper f o A&KisceoSAlapkg982) cul ar | vy

tochartthemar i x of Deborahos puypaihdoisgogs;mbt i ¢/ ont o

would take into account relevant accosimaf the neurologist Oliver Sacks as

delineated inAwakenings And i n interpreting Deboraho

Existentialism | would refer to certaithinkers like Kierkegaard, Heidegger,

Jaspes, Sartreand Beauvoir. Al so since Deborahos

entails spatiotemporal nuances the paper would draw tingonies related to time

and space as evinced Bgrgson and Proustwould and it goes without saying



refer to somethe works of Pinter to shommowDe bor ah 6s hoidda vi duati o
unique place in the Pint@anonper se.
Keywords: Identity, Selfhood, Essence Scum Ontological Trauma,

Existentialism

ié Occasionally, I believe | perceive
accident . Pure accident on both our parts,
|l i ke an accident, itdés deliberate, ontods a
these contrived accidents, to continue. I

hallucination. What you are, or appear to be to me, or appear to be to you, changes so
guickl vy, so horrifyingly, I canodoei kKkepéup
Youdre the sum of so many reflections. How
what you consist of? What scum does the tide leave? What happens to the scum? When
does it happen?... What have | seen, the scumioe e s s e nRlags?0melQOPi nt er

The | abyrinth of the Ascumo and the fAessenceo
Pi ntTeeDiarfs( 196 0) and this al so c oapistd selfhaotines t he
plays ranging fromrhe Room(1957) to RemembrancefoThings Past(2000). This flux of

Ascumod and Aessence oon afklspeesumpiions thad tramslatealitypae r e j e

somet hing forever I mmutable. AA moment i s suc
atthetimeo f i t sx) Thusin Pilterwe (are i n the worWatd(19d5) S a mu e
examining the fall of sand, or in that Bhdgameg( 1 957 ) , where fiSomet hing

taking its completse &ork98).BAs inkLeidi Pirandello, the great enemy to

Pinter is the | abel that fixes truth in a str
though they are continually fixed to us by others, thayea nc e n o bRlagsy©nex).Pi nt er
Consegent |y, in Pinter, the search for fath®#@ds i de



shifting, elusive and yet very real point where something may be ascertained, a point between the
incompatible areas of the namable and the unnamable:
My characters tell me so much and no more, with reference to their experience, their
aspirations, their motives, their history. Between my lack of autobiographical data about
them and the ambiguity of what they say lies a territory which is not only worthy of
exploration but which it is compulsoty explore Xii) .
These words of Pinter, apart from expanding the frontiers of drama in a crucial way by inviting
us to examine characters who do not necessarily provide information about their backgrounds
and motive which we, as audienceustomarily felt were a must to extraitte maximum
dramatic impact from a given scene, serves yet another purpose of the playwright. The dramatic
idiom that Pinér drives at carriegs most certainly beyond a Pirandellian con@yaut the flux
of life; it rather voices a more explicitgbing into the nuances of identity terms that remiths
us, for instance, of R. D. Laibgs observatoohsl apobadal thesdcur e
states:
A man may have a sensé his presece in the world as real, alive, whole, and, ia
temporal sense, a continuopsrson. As such, he can live out into the world and meet
others: avorld and others experiencedexpually real, alive, whole, and continuous. Such
a basically ontologicallysecure person will encounter alhe hazards of life, social,
ethical spiritual, biological, from aentrally firm sense of his owand other people's
reality andidentity. It is often difficult for a person witsuch a sense of histegral
selfhood and psonalidentity, of the permanency aéhings, of the reliability of natural
processes, of the substantiald§ natural processes, of the substdity of others, to
transposehimself into the world of an indidual whose experiences may béerly
lacking in any unquestionde selfvalidating certainties (Laing 39).

Pinterds character sunguedionadselfs mé i datknhggcient aua
extension, we all are. Hence The Caretaker(1959), for example, Davies has to create the
Amyth of the i mpossible journey to Sidcupo al
selfdecepti on and grotesque eAbsard249).nAccordinghypia vi e s 6
Pinter the quicksandf securitycoaksces into defining identitygs a pkenomenon of ontology,

such that itscollapse represen loss of being or Existential annihilation. The individira



Pinter do not adheretotlier esul t of soci al configurationso

Aori gi ndlo @[ qdtae rpdacomsitant/,08 dissolGtion of identity occurs when one

=]

aspire[s] toimeorndbarhitngg mec camhd t he publicodo (k
Wh a 't I s k n®@asnMara s f abeori i n Mar tin thei degg

under standi ng dgardimgttleer ppoblematitsaoh aentityr (deidegger 16#)

Hei degger s fAabsorption [of the individuall] i

Af al |l ennes sgsameidperceRedad lass of identidy (220). Attainment of selfhood in

Pinter refers to that mode ekistencevh i ¢ h s ur mo u nt eveytdhaey nfiei snsadu tohfe nlt

be Existentially free (391 The collapse of the selves iharacters like Rose dihe Roon{1957)

or Stanley ofThe Birthday Party(1958)can hence be asceat to what Kierkegaard call&heir

bl oodl e s s (Kierkegaarti6d) nvicee=s Albert of A Night Out(1959) orRuth of The

Homecoming(1964) or Jimmy ofParty Time(1992) can be seen as exertindiei r Ai ndi vi

will[sjfo to uncover dhbh#dnessat agemsaspf fPapseOne r e al

Xiii).

In accordance with such an Existentialistqegtion of identityi s Pi nt er 6s bi d t
Acharacters at the extreme edge of their [|iwvi
statedin an interviewto Kenneth Tynamvay back in 1960 (EssliRinter 26). For it is only when
one is made to face the angst of acute loneliness that one is forced to choose a course that either
leads toselfdeception, towhat JearPaul Sar r e @auvaisesfodbii o r l i ber ates
Auncondi ti on e dBeifigraeddNdtiingriestd ) aHertce ire Pinter construction of
identity necessarily relies upon fAthrowing ch
sink or swimo (Baker 71).

A Kind of Alaska(1982)imbibes all these preoccupations of Pirded also develops
uponthem in more than one sense. The plag inspired byAwakening$1973), anedicalbook
written by the distinguishedenrologist Oliver Sacks providinglinical accourg of twenty
patients who were struck by a mysterious sleeping sickness, called encephalitis lethargica,
between 1916 and 1927 and were called back to life through treatment with the new drug L
Dopa fifty years laterPi nt er 6 s i nd e bt evidemtdrensthetfaot that he takeslijp o k |
Sackbés <clinical repor-t on the case ofopa womal
treatment and dramatizes the crucial and painful moment of her return to full consciousness. In

doing so Pinter fully interdaes all the dhical information providedin Awakeningsand



assimilatesthewi t h hi s own ontol ogi cal perception of
gap between the known and the wunknowabl e. Pl
st ar s@SainExo p ®r y 6 s p hr a s egropeP forrmeidentity sanding frecisely h

at such a juncture in life where she finds that her chronological age is at an overwhelming
variance with her psychological afiexupéry 39. And in the course ofthdpay 6 s acti on t
what Hornby, the doctor, tells DebordiYou have been asleep for a very long time. You have

now woken up. € You are ol der al yobng,lbw bldery ou d
(PinterPlays: Four309)

For twenty nine years éorah had been in a limbo state, between life and death, sleep
and awakening, during which her rmmnaged, twas her
merely susperald |, it took wup a t enndpoafar ABhTbdbimagat i on é
Pinter evéies here has clear reverberations in similar images of isolation that we come across in
his memory plays. He has often presented people visualizing themselves in-pmindmpty
space, surrounded by darkness, stillness, @lelhanay not be irrelevd here to mention that
Rober t plafraewMars in the Glass Boo{i967), which Pinter directed for the stage in
1967, closes with the striking visual image of a man shutting himself up in a-poridglass
enclosure. The same idea was recapturdeamily Voiceyf 1 98 0) where t he mot h
closed, dark, cold and silent space, iernn whi ch
his fAgl assy gvaratiors ©f the rsaménbo statee(dintelPlays: Three301).

D e b o s reldpge into this state, after she has regained consciousness, is the climax of all those
similar, aweinspiring experiences described by earlier Pinter characters:

DEBORAH: Yes, Il think theyoére cl| 8Bwmbawg i n.

her head, flicking faster, her fingers now moving about over her fade. ¢ wel | é

oooohhhhh ¢é oh Duaring thee coorbe otliis sgeech her body becomes

hunchbacked.Let me out. Stop it. Let me out. Stop it. Stop it. Stop it. Shutting the walls

on me. Shutting them down on me. So tight, so tight. Something panting, something

panting. Candt see. Oh, the |l ight is going

Theyo6r emyddce €hainsgand padlockolting me up. Stinking. The smell. Oh

my goodness, oh dear, oh my goodmess, aohi d

Il t 6 s atof mymeck. Ba Eyles stuck. Only see the tip of my nose. Eyes stuck.

(PinterPlays: Four340)



The agonyof Existential angst could not have been betbepressed than in theseords of
Deborah.

It is also of crucial importance® notethat at this poinbf his career when Pinter was
writing A Kind of Alaskahe had come to the fullest comprehension of tleenory techniques
and internal exploration of characters amad chose to settle with a dramatic idiom that
perceived realityto quote Marcel Proush, s fiexi sti ng notuurcetl vied
262). The notion of past affecting present andsgné being in effect past had most certainly
emerged from Pinted' s c¢ | o sPer owutwitirgss In 4972 Pintestarted working ormhe
Proust Screenplaly which time he was already experimenting to conceive of a di@aton
in terms that expressdtlie Proustian concept of time as an indivisible continuurpast and
present. As complementaty this sense of fluid time, Pinter might have besmultaneously
encouraged to incorporateehrikL 0 u i s B encgps ab du@tgon by which he saw realty

5 @1

a continuous change in which the past is interfused with the present indivisibly, a conception that

echoes in mangf hisplays as also ilCelebration(1999:
SUKI: | sometimes feel that the past is never past.
RUSSEL: What do you mean?
JULIE: You mearthat yesterday is today?
SUKI: Thatdéds right. You feel the same,
JULIE: | do. (PinteCelebration56)
In the earliememory plays likd.andscap&1967),Silence(1968) andOld Times(1970)

do

the characters do not evolve from their past beings, they cohabit with them. Hence Anna and

Kate inOld Timegevert to the present tense when talking of their past friends Charley and Jake.

The memories are either recaptured or obliterated winge d¢haracters find themselves
submerged in a sort of temporal stabiso Ma n 0 (4974) that tnmediately precedé&be

Betrayal(1978)voi ces this stasis most unequivocally

€ does not move €& oré oaheamag en séééoirfc yg reovvesrioll ednt o

Plays: Four98). Construction of identityn such plays takes upon an add#tegyof calling to
life subjective mental images by the characters that eitherde®alidarity or fetctthe doom of

Existential annihilation. Thus inOld TimesAnnads remembering of

s ki, is hepattempttc ons ol i date her identity i nwhickr ms

is, howevernullified and she made redundant the moment Ramembefis] berto be actually

Deel

0 |



dead: ABut | remembgouydRays Bour§ Bjmetmen so fAref ol
actualizingo the past that may or may not adHh

their respective battles agat the threats asbliteration (Prous262). It is this Proustian sense of

coal esced time that I's al ss ppreceeads i.0kbr Pii md iev
Deborahdés past is enshrined in her teenage ex
preseh st ate of a matured woman. The stage spac

mind where the childhood consciousness jostles with her need to acknowledge the implications
brought upon by the chmoo | ogi c all advancement Iysms isyeplaceds i 1
by the trauma of appar ent [The adtion eftthe pldy snrareestings a g e
Deborah at such a point where she has to be a recipient to information and construct her own
values, places upon her the excruciating agdrixestential choice. And her angst is created, to
draw uponSimon deBeauv oi r Omecie hynkenguse offadorhttatisicont i
concomitant to her Aprojecto of identity con
whet her s¢sbeliwantad un@eauvoinlb)lat condi ti onso

Il nterestingly while Pinter is constantly a
an adolescent, he becomes less revealing when he perceives her as-apgnawman. The real
Rose R of Oliver Sackdi scl osed to her doctor in a momen
real ly i magi ne what i t 6-ene, Ibeckuse slheehasneveatyl d e r t
experienced.Sacksgonthest c ks 87

For most of the time, however, there is ' nothialgsolutely nothing, no thoughts at all *

in her head , as if she ferced to block off an intolerable and insoluble anachroriism

thealmost halcentury gap between her age as felt and experighesantological age

and her actual or official agé87)
Pinterds Deborah who is five years younger tl
acutely the gap between her stultified adolescent consciousness and the claims of her advanced
chronological age. Pinter not only perceives her as a mere hgivenawakening to the absurd
but also as combining an ageing body with a young and immature personality that is groping to
reconcilefiontologicab andfiofficialo age. There is in fact a characteristic point in the play when
Deborah notices her sister Faule 6 s br easts and then automati
body. But she cannot grasp t he meaning of |

womanhood is an unknown state for her. Her feminine featureseartheless secondaty



Pinter since his Debr ah i s focusing on the more i mminen

fate in a world of contingency and absurdiiyhe Sartrean proposition t

essenceo is tellingly applicable to Dfesbor ah \
Amateriali zeso, Afencounterso herself and then
Anot hingd and she wil/ Anot be anything until

herself (SartreExistentialism is Humanisr@2). Hornby andPauline, speaking in terms of

Sartrean Existentialism, are thus functional characters who help Deborah encounter her

Af act i ciBeipgand Netaimghessey ) . Her Athrownnesso (Hei deé
there in the wor |l d ofeertrealitylwithrtheg realitiesi af thhasé who havea t i o r
cared for hero (Batty 84). And as Deborah sta
she is in order to situate herself within the
theprca ess of creating her fAessenceod, her identif
in this connection:

A whole view of human nature presents itself in this bpkfy, one that sees this

girl/woman child frozen into an adolescenad already inpossessn of a full spectrum

of adulthuman feelingsgdesires, and purpose, but within such narrow confines her quest

will be limited to sorting out who she is, hampered by the aftermiatter disease and

encroaching side effects of the drug. The chostesmakes show that she selects what is

least repellent and mosttractive from among the lies and truths she had been told,

constructing yet a third reality for herself, that is no longer a dieainman awakening

(Prentice 268).

Martin Esslin suggestshta t Athe play ends with Deborat
real it yRinterRB®s.sl inmving Wardle similarly says th
the information and states thatskedr it O6i n pr d7. 8oth BsstimadbdWalde/ar d | e
seeDeborah as a conformist who evades the Existential choice by letting others do that for her.

She merely complies. What both critics fail to see and what constitutes the dramatic point of the

play is that Deborah, in this moment of extreme mental concemrand clarity, does not

merely recapitulate factual and documented information but goes on to form her subjective
reality 1 the only one that her psychological state will permit her to acceyt.h&rein lies the

essence of her individuatioBhe hasarady firmly stated that Al C ¢

lookingint o a mi r Plays: Bour@4R). Her last speecim the play which follows



immediately after this declaration, illustrates fully the mechanism of her mind as it shoose
turn fromt he doctac®saldrtyruth to a final endor sem
information:
DEBORAH: You say | have been agkeerou say | am now awake. Yaay |

have not awoken from the deadowysay | was not dreaming thand am not dreaming

now. You say | am a womahe looks at PAULINE, then back to HORNBHe is a

wi dow. She doesndét go to her ballet cl asse

on a world cruise. Theyove st ogogneldhinkolf f i n

have the matter in proportioRause Thank you. (Riter342)

Deborah here makes her own selection from the facts presented to her and pieces them
together to make her own mythic reality, the only one by which she can sitlaced betwen
wha't Sartre call s At hBeingamdtNothirgmess?) aflherseluimthel t y 0 (
eyes of others and her reall Gxetisdie tisdhmghute ans c e
solb (Sartre I xiii, 269) rkeywldhoodiomrg htead sed if Dt, r &
Deborah fAa mystery, an eni g ntaltural expestations imeaped i n s u
on her by Hornby and Pauline ( Heabeller WitAout. Li ke
Luggage(1937), Deborah fases to accept the identity that others are constructing for her and in
doing so finalizes her A e x i ketfading of thé ligwsdat c at i o
Deborahdés dignified and moving fin®dDlebdthaidk
fian gui s h Being &d Ndthingnes35), but it alsocatapults us into acknowledging that
man i s nothing ot her t haBBxistentiagismisiHemanis®®).e s of h

1]

Works Cited
Primary Sources
Pinter, HaroldPlays: One London:Faber and Faber, 199Rrint.
Pinter, HaroldPlays: Two London: Faber and Faber, 199%int.
Pinter, HaroldPlays: ThreeLondon: Faber and Faber, 19®tint.
Pinter, HaroldPlays: Four London: Faber and Faber, 19®%int.

Pinter, HaroldCelebratbn and The Roonbondon: Faber and Faber, 2080int.

Secondary Sources



Baker, William and Stephen Ely Tabachnitlarold Pinter. Edinburgh: Oliver and Bay, 1973.
Print.

Batty, Mark TaylorHarold Pinter. New Delhi: Atlantic, 2010. Print.

Beauvoir, Simone deThe Ethics of Ambiguityfrans. Bernarérechtman. New York: Citadel,
1976 Print.

Beckett, Samuellhe Complete Dramatic Workisondon: Faber and Faber, 1988int.

Beckett, SamuelWatt New York: Grove Press, 1958rint.

Dukore, Bernard Rdarold Pinter. London: Macmillan, 1982Print.

Esslin, Martin Pinter the PlaywrightLondon: Methuen, 200®rint.

---, The Theatre of the Absurbdondon: Methuen, 200Print.

ExuperySaint, Antoine dewind, Sand and Stargrans. William Reed_ondon: Penguin, 2000.
Print.

Hall, Ann C.A Kind of AlaskaWomen i n the Pl ays of (Drioiste i | | ,
Southern lllinois University Press, 19%int.

Heideggar, MartinBeing and TimeTrans. JohrMacquarrie and Edward Robinson. Oxford:
Basil and Blackwell, 196Zrint.

Jaspers, KarlPhilosophy Trans E. B. Ashton. Vol. 2. Chicago: Uaigity of Chicago Press,
1969 Print.

Kane, Leslie, edThe Art of CrimeThe Plays and Films of Harold Pinter @rbavid Mamet.
London: Routledge, 200Print.

Kierkegaard, Sren.The Present Agdrans. Alexander Dru. New York: Harper and Row, 1962.
Print.

Liang, R. D.The Divided Self: An Existential Study in Sanity and Madridasmondsworth:
Penguin, 199QPrint.

Prentice, Penelop&he Pinter EthicNew York: Garland Publishing Inc., 20@xint.

Proust, MarcelThe Past Recapturedrans. Andreas Mayor. New York: Random House Inc.,
1971.Print.

Raby, Peter,a Harold Pinter.Cambridge: Cambridge University Pse2009 Print.

Sacks, OliverAwakeningsNew York: Vintage Books, 199@rint.



Sartre, Jeaaul. Being and Nothingnesdrans. Hazel E. Barnes. New York: Philosophical
Library, 1956.Print.

---, Existentialism is a HumanisnTrans. Carol Macombetondon: Yale University Press,
2007.Print.

War dl e, Il rving. 0 ClhaTnesld@ctobtal®98Primnd Fut ur eo.



Fear: A Major CaffTaky8irthdBynPar 6yo

Soumya Mukherjee

Abstract: The dramati c pieces known as fabsurdi
they make the audience face the absurdity of our existence. The fact that there is
nothing certain in this world but death makes man question his own existence. And

this feeling of abgrdity creates a fear that we hardly realis¢he fear of the

unknown, the fear of being no more, or the fear of becoming someone or something

el se, just | i KeeBiShdayPdrtgy i n Pinterds

This paper deals with the history of the absurd and feaw is at the root of the
feeling of absurdity. Since man has lost his faith in a benevolent omnipotence, it
creates an unfathomable void which provokes man to think about the necessity of his
own existence. The fact that we cannot know about the warkifdhis universe
(which is not controlled by a benevolent God) creates a sense of fear which is
explored by Pinter iThe Birthday Party

The paper shows how Pinter gradually buil d
by unfolding about the two men ack van with a wheelbarrow with themselves,

and how they are looking for someone. Fear generates the tension of the play by
showing the ruthless interrogation of Stan
buffd and at | ast ti me stpa kien go fa wRaeyt eoyfdo s S tf aun
prevent it. Thus Pinter drives home the message that in this alien universe no one is

safe from the external forces whose workings we hardly understand.

Keywords Absurd, Fear, Pinter, the Birthday Party

Al will show you fear in a h

T. S. Eliot
This Iine from EIi ot 6és roffphysical Wartalityesymbdizedildy i s &
6dust 6, as the body disintegrates into dust a

specific, of returning to nothingness after the destruction of life, is a matter of concern to every
living rationalbeing. Fear is one of the most powerful instincts of any man and it is also one of
the most disturbing of feelings. Here we shall be discussing the background of the fear that plays
an important part in the rise of a certain type of drama which MartiinEasously labels as



AAbsurdo and then we shalll i -knoven Absurdyay and ttyh e wo
to find out the mechanism of fear that leads to the disastrous finale.

Al bert Camus was the first pseurrsdo nmatno6 En&np ohuinsd
Myth of Sisyphug1947). In Greek mythology, Sisyphus was the son of Aeolus, the king of
Thessaly. He was punished by Hades for his crime of imprisoning the god of Death. Sisyphus
was forced to push a large rock up a steep hdlha reached the top the rock rolls all the way

down and his task began again and this punishment was for ever. For Camus this is the condition
of the absurd man. The first lines Dhe Myth of Sisyphuysose an existential question that is

hard to answer:

There is but one truly serious philosophical problem and that is suicide. Judging whether life
is or is not worth living amounts to answering the famental question of philosophy.
(Camusll)

This disillusioned attitude to life has its own history of @geivery age finds a potential threat

to its social and metaphysical aspects and twentieth century encountered a great one which shook
it to its very core. The increasing awareness that the existence of life on the face of the earth is
just a chemical aadent and not the result of divine will made the intellectuals of the time
guestion our own existence. The philosopher Frederic Nietzsche pronounced the death of God in
1883. There is no promise of a heaveamman@dnd no
thus the human actions become meaningless. As Martin Esslin puts it:

The decline of religious faith was masked until the end of the Second World War by the
substitute religions of faith in progress, nationalism and various totalitarian falladidsisAl
was shattered by thear. (Esslin23)

In the absence of God, man suddenly feels that the core of his existence is hollow. With the death

of God, |l ife |l oses its meaning and man stand:s
own existence. Thifear of metaphysical unknowability and its absurdity are explored by Camus

in the following words:

A world that can be explained even with bad reasons is a familiar world. But, on the other
hand, in a universe suddenly divested of illusions and lighas, feels an alien, a stranger.

His exile is without remedy since he is deprived of the memory of a lost home or the hope of
a promised land. This divorce between man and his life, the actor and his settingeity/pro

the feeling of absurditf{Camusl3)

The fear that haunts the characters of the Theatre of the Absurd can be traced back to the
historical events of the time. Many characters of the Absurd theatre inhabit a world gripped by
fear or a seemingly pespocalyptic world with an acute sense ofitteavn mortality running

through their veinsThe atomic bombs that fell on Nagasaki and Hiroshima proved that the life

of man has no value when confronted with the weapons of mass destruction created by man



himself and the benevolent divinity seems inetifiee in front of the brutal power exercised by
man upon its own race. This idea is terribly frightening as it pushes the fate of humankind into a
void where there is no hope, no light and only the fear of being destroyed, being disintegrated

into 6dasbobbdhibngb. Esslin opines that suddenly

is frightening and illogical, i.e. absurd.

As we see, the word O6absur do, according to

il ogicality. Eemat i pea Gansedpbgasaetthreat of

E

l i kel i hood of s omet hi nldustratesh VOefdrcc @ictienaryh &hisp eni ng

ounpl easant e-ngrediern of & numiser of dbsurd playy. We shall be discussing
abouttherepee nt at i on o fThe Bertaday RarbhandPseenhiove difi@rent elements
contribute to the understanding of the fear that is communicated through the dialogues and
actions of the characters.

2

In The Birthday PartyP i nt e r 6-tength play$ear isfa uerylmuch active element, but the
mode of its action is quite different from the lonesco playsTike Lessomr RhinocerosAs is
common in many of the absurdist plays, language is, of course, the vector of fear, but it operates
on a differentplain as not only the articulated words but also the sudden silences play an
important part to evoke an almost incomprehensible fear. Martin Esslin observes:

The starting point of Pinterodés Theatrie i s
the suspense created by the elementary ingredients of pure, preliterary theatre: a stage, two
people, a door : a poetic image of an undefined fear and expectation. When asked by a critic
what his two people in his r ootheyaaseareddfr ai d
what is outside the room. Outside the room there is a world bearing upon them which is
frightening. | am sure it is fghtening to you and me as weksslin235)

6Comedy of Menacebd is a term aths terniinptiesedn wi t h

uneasy laughter from the audience who feel that there is at least a safe distance between
themselves and the happenings on the stage.
people that something dangerous might spring fromusw@xpected corner at any point of time.
Stanley, who stays at the boarding house of Petey and Meg and leads an almossanother
relationship with Meg (so intense that it verges on the level of the incestuous), is living happily
having himself cut off fron the outer world. He terrifies Meg with his description of men who

will come in a van:

Stanley: And do you know what theybébve got
Meg: What?

Stanley: Theybdébve got a wheel barrow in that

\



Meg: (breathlessly) They havenot.
Stanley: Oh yes thdyave.
Me g : Youbre a | iar!

Stanley: (advancing upon her): A big wheelbarrow. And when the van stops they wheel it
out, and they wheel it up the garden path, and then they knock at the front door.

Meg: They donot.

Stanley: Theyoére |l ooking for someone.

Megg Theydre not.

Stanley: Theydédre | ooking for someone. A cer

Meg: (hoarsely) No, theyod6re not!

Stanl ey: Shall | tell you who theyodére | ooki:
Meg: No!
Stanley: You donét want me to tell you?

Me g: Y 0 u OTheeBirtadayl Pargd4)!  (

Evenhough the audience may | augh at the tensi
deliberate use of the elements of Western Mafia mdvibe arrival of men on a mission, a big

and mysterious car, and search for a particular Mr Somebody @tovesthat there is of course

something to be worried about. There is a tendency to take Goldberg and McCann as
metaphorical figure$ they are taken to be representatives of an external higher power and they
are also symbolic of t Uneondcieua. KathermeWogth saggests:r om S

Pinter brilliantly conveys the suggestion that the inquisitors are unreal beings, a projection of
Stanl eybébs obscure dread, without quite dest
thisis what makes thm so alarming(37)

Antonin Artaud in his celebrated workhe Theater and Its Doubler i t e s, AWe cannc
prostituting the idea of theatre whose only value is in its excruciating, magical relateality

and danger 0 ( A9)[Mw italts] Realityis often dangerous in the plays of the absitittk

Birthday Partynot being an exception. It is clear that Stanley has a shadowy past. What he did is
never stated clearly, but from the words of Goldberg and McCann it is evident that there was a
betrayalf om St anheybstpayed the 6Organizationd, w



anxiety of the two strangers shows that he is really afraid of them and he tries to cover his fear
with the mask of arrogance. He behaves rudely with McCann and Goldlterir first meeting

but is overcome by the exhibition of power from them. The silences and gestures rather than the
words communicate to the audience the unease and tension of the situation.

Stanl ey | 6m sorry. | 6m not in the mood for
Mc Cann: Oh, is that so0o? | 6m sorry.

Stanley: Yes, |l 6m going out to celebrate qui
McCann: Thatos a shame.

[They stand.] The Birthday Party8)
Martin Essin sums up the situation neatly

Two sinister visitors, Gol dberg and McCann
becomes clear that they are after Stanley. Are they the emissaries of some secret
organization he has betrayed? Or male nurses sent out to fetch him back to an agylism h
escaped from? Or emissaries from another world, like the blind NegrbeirRoord This

guestion is never answered. We see them merely organizing a birthday party for Stanley
who insists that it is not his birthday, and brainwashing i terrifying but nonsensical
crossexamination(Esslin 240)

Kafka, who influenced Pintero6s writ iThedrialcar eer
where two strangers come to arrest K., the protagonist. After having been accused of a number of
unspecifieccrimes, K. tries to protest and establish his innocence.

€ | 6m accused of something but candét find t
thatdos a minor point. The main question i
conducting thesproceedngs? Are you officials{Kafka, p.9)

Unlike Stanley, K was completely innocent. But like Stanley, he fails to escape from the strange
external forces which are not only mysterious:s
him a strange kindness apdliteness:

K. shivered involuntarily, which made the gentleman give him a gentle reassuring slap on

the back. The gentlemen sat K. down, put him to lean against the boulder and rested his head
on it. In spite of all tidm,ehis posterdemaned farceca n d K.
and improbable(Kafka 177)

Gol dbergbés and McCanndés treatment of Stanley
much disturbing | ast moments of K in Kafkaos
begintowoo hi m, gent | Yhe Binhday Rartp2h r el i sh. o (



There is an implied threat of physical violence as Stanley is alone against two dangerous men
who al so possess the secret knowledge of Stan
thelak of actual vi oThe bhessenthe Pupil wasmardlyaed byshe bléwns of

verbal attack by the Professor,Tihe Birthday Partystanley faces a likely situation. The Pupil is
murdered by the Professor by a knife that is invisible and @rbes clear that the verbal knife is
responsible for her death. But as no knife and no blood are shown on the stage, the fear operates
on a metaphysical level.

Professor : Repeat, repeat: knifeé knifeé ki
Pupil: 1 6ve got a paishmé@umydetrisréoanty, bmeald éo K,
Professor: Knifeé knifeé knifeé

Pupil: My hipsé knifeé my thighsé knié
Professor: Pronounce it carefullyé knifeé ki
Pupil: Knifeé my throaté

e é

Professor [changing his voice]: Pali lat $ @ nt i «
Pupil: [in a weak voice]: Yes, yesé the kniHf
Professor [striking the Pupil with a very s

you! (The Lessoin4-5)

The murder of the Pupil almost reaches a ritualistic height as the Prafessd ances a 6.
danced around his victim. The interrogation o
pierce through Stanleyds skin of arrogance
interrogation scene, the storm of verbal assalltsost causes a breakdown of Stanley. Bill
Naismith in his essay ofhe Birthday Partyays:

The effect of the relentless barrage is nightmarish. The catalogue of crimes begins with
references that an audience will immediately pick up from earlier ipléhye his lethargy

and his treatment of Meg, Petey and Lulu. Thereafter the questions and accusations become
increasingly bizarre and i mprobabl e. Mc Cann
organi sationo, of | r el aenndt raantde st hoen CShtuarmnclhe y 6Gs
and his uncleanliness; but they also throw in questions that are unanswerable:

McCann: What about the Albigensenist heresy?

Goldberg: Who watered the wicket in Melbourne?



McCann: What about the blessed Oliver Plunkett?
Goldberg: Speak up, Webber. Why did the chicken cross the road?

The force of the inquisition derives partly from the staccato form and the variety-stomn
detailed accusations, but also from the sheer aural assault where the rhythm produces a
mental orture that breaks Stanley dowiiaismith71-2)

The process of Stanleyds ment al breakdown has
kick Goldberg in the height of mental pressure caused by the ruthless interrogation. The fear of
being inescapaplentrapped engulfs Stanley so much that he moves towards speechlessness at a
very quick pace. The game O6Blind Manbés Buffd
mentally shattered Stanley tries to strangle Meg and rape Lulu. The blackout signifédis the
encompassing darkness that even Goldberg and McCann cannot escape. But this darkness
probably inspires the dark desires of a mentally broken Stanley who can control them no more in

his cornered state. Act Two ends with this ghastly description:

McCannfinds the torch on the floor, shine it on the table and Stanley. Lulu is lying spread
eagled on the table, Stanley bent over her. Stanley, as soon as the torchlight hits him, begins
to giggle. Goldberg and McCann move towards him. He backs, gigglingoritte dan his

face. They follow him upstage, left. He backs against the hatch, giggling. The torch draws
closer. His giggle rises and grows as he flattens himself against the Wweit. figures
converge upon hin{The Birthday Party’5-6)

St anl ey 6gigglds preve that the rationality of the mind is completely destroyed by the
fear to which he has already yielded. And the stagege of the two sinister figures converging
upon Stanley is indeed terrifying. It is the projection of unmixed fear ontdlgeisa fear that

can only be experienced, not expressed. Fear becomes almost palpable here.

Everyone in the play feels an unease and fear at certain moments, even Goldberg and McCann
are not exceptions. Like Ben and Gug'hee Dumb Waiterthey are theme who are supposed to

be in control of the situation. But sometimes the fear of the unknown grasps them. When Ben
and Gus, two hired thugs, are stuck at the basement of a supposed restaurant, the two men
become nervous because of the uncertainty of thieient status. They have to please the people
upstairs with delicious dishes to remain undiscovered at the basement, but they cannot cook as
they have nothing with them to cook. The situation creates an unbearable tension for Gus.

Gus (passionately, advan n g ) : What 6s he doing it for?
havendét we? We got right through our tests,
dondt you remember, di dndt we? Wedve proved
always done our job. Wat 6s he doing all this for? Whatod

games for? The Dumb Waitet62)



Goldberg and McCann, the sinister duo, provoke fear in others, but they themselves are not
totally free from its clutches. At certain point Goldbergerae to be uncertain of himself.
McCann, who is a man of a few words, is also shown to be a bit unnerved about this particular
job.

Goldberg: McCann, what are you so nervous about? Pull yourself together. Everywhere you
go these days ThetBigttdaylPartiB® a f uner al . (

McCann may seem nervous for a moment, but his attackingly advancing figure is a blood
chilling spectacle. In Act Three when Lulu comes and accuses Goldberg for having seduced her,
McCannodos interference ptenbdgwflee.i ol ent that Lul u

McCann: Your sort, you spend too much time in bed.
Lulu: What do you mean?

McCann: Have you got anything to confess?

Lulu: What?

McCann: (savagely) Confess!

Lulu: Confess what?

McCann: Down on your knees and confess!!

Lulu: What does henean?

Goldberg: Confess. What can you lose?

Lulu: What, to him?

Gol dber g: Hebés only been unfrocked six mont!l

McCann: Kneel down, woman, and tell me the latest!

Lul u: (retreating to the back door) | 6ve s
gongon. |1 6ve got a pretty shrewd idea.
Mc Cann: (advancing) | 6ve seen you hanging 8

soil with your goingson. Out of my sight!
Lul u: |l 6m going.

[She exits.] The Birthday Party0-1)



Again the lack of actual physt violence constitutes the sense of fear which cannot be
communicated by the projection of bloody scenes on the stage. The fear operates at a
metaphysical level here. In Act Three, the accusing process of interrogation is reversed and the
two figures fromthe external world begin to pamper Stanley and this is no less absurd and
frightening that the accusations of the previous act.

Gol dberg: Weoé6ll make a man of you.

McCann: And a woman.

Gol dber g: -oMemtadd | | be re
McCann: Youbol | be rich.
GoldbergY ou 6 | | b &he@8idthday FartP) . (

Stanley had earlier tried to protest and defend himself from their accusations, but now he has
become completely inarticulate, only uttering some unintelligible vague sounds. This
transformation of Stanley fromrational, selfasserting man to a mere dumb, victimized puppet

in the hands of the sinister duo not only produces fear but also makes us suspicious about the
safety and security of our own existence.

As we have seen earlier, silence plays an importaatinotonveying the hidden tensions which
are almost impossible to express in words. Pinter himself has described the function of this
device:

AThe pause i s a pause because what has |

characters. They springoutéfe t ext . Theyore not f or mal cor

of the body of the action. And a silence equally means that something has happened to
create the impossibility of anyone speaking for a certain amount ofitiomil they can
recover fromwhateer happened befor38) the silence. o

The power of silence is potentially exhibited in the final scene where Stanley is being taken away

and Petey tries to intervene. Gol dbergbs unde

nothing to do bt stoop. The dialogue is charged with the suggestive threat but without any
apparent sense of violence. The politeness of the situation is what is more disturbing.

Goldberg: He needs special treatment.

Petey: Wedoll find someone.

Gol dber g: N bestthere is. Bryng lem, MdCann.

[They help Stanley out of the chair. They all three move towards the door, left.]

Petey: Leave him alone!



[They stop. Goldberg studies him.]

Gol dberg: (insidiously) Why dondédt you come \
McCann: Yes why dondét you come with us?

Goldberg: Come with us to Monty. Theirs is plenty of room in the car.

[Petey makes no move. They pass him and reach the door. McCann opens the door and picks
up the suitcases.]

Petey: (broken) Stanttoddondét | et them tell vy«
[They exit.] (The Birthday Party5-6)

The taking away of Stanley and Peteyds helple
a di mension of classical tragedy. Menbs swldre
predicament. If we consider Stanley as a tragic hero (he may not have a noble birth, but he is dignif
his struggle against the antagonistic forces), then it is his taking away that constitutes the catharsis
play. The scene evokes pity fthre helpless man as well as a large amount of tearfear of insecurity.
After Gol dberg and McCann | eave with Stanl ey,
torn by McCann, fall to the floor. It signifies that the safety of ddimdife is gone. Petey lets Meg, who is
unaware of what just happened, daydream about the party last night and does not share the
knowl edge so Stanleyb6s being taken away with
Me g 6 s r eea she wib knowwhe truth about Stanley. Her innocence and gullibility no longer ar
source of laughter at the end of the play, but they evoke a feeling of dread as we know now that
gualities are very much fragile in front of the operations of ékernal power which is beyond her
perception.

3
Stanl eybs predicament makes us realise that
threatened by forces which we do not understand. The fear felt by the characters of an absurd pay i
thing of trivial i mportance; this fear repre:

meaning but what we give it. The plays of the Absurd present the human condition as it is and we s¢
the characters on the stage are enblesaunted by fear. Man has lost his faith in the existence of
benevolent force, and this sense of logsates the sense of fear as man finds nothing to fill up the void tl
exists at the core of his own existence.
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Environment in Literature: An Ec denglelorec al Re

Kaustav Chanda

Abstract: The objective of the paper is to make an enquiry into the representation

of nature in the junglaarratives of Kenneth Anderson. Kenneth Anderson, in his

reatlife adventure stories, has presented India of her glorious yore, with lush

green landscapes amdth mystifying jungles. His journey into the wilderness of

Southern India reveals the intricate relationship between man and nature.-An eco

centric reading of his books will help explaining how nature bestows her gifts on

her vi ol at or s ; tother waven andégr siumérauy ercumstances

which, ironically arise because of his selfish and materialistic motives; and how

nature flares up oneds creative faculty an
grave issues that have always threatened our emnment. He presents the animal

kingdom in stark opposition to the human world, a world which is guided by basic

instinctual drives against a world driven by material pursuits. The paper also aims

at finding out how Anderson has explored the causes of hbmeah ngs & uncheckeod

dominion over nature which results in wanton destruction of natural reserves.
Key Words: Nature, Ecocriticism, Envanment, Jungles, Tiger, Panther

While reading the biggame narratives by renowned hunters like Kenneth Anderson and Jim
Corbett, the jungles in India seem to be a part of the remot& pastimitive world which has

long been shrouded by the modern civilization with its penchant for a world largely dominated
by material advancements and technological prowess. Nature, intkébnneAnder soné s
appears in an aesthetic avatar, marveled at for its majestic grace, its healing power, and its
impregnable mysteries. Kenneth Anderson takes us into a journey of the wilderness of South
Indiad a region which is now known for high induat growth, its chemical and technological

hubg® and in graphic detail presents a country where once panthers roamed freely, where the



distant call of a tiger sounded like a serenade, where man and nature thrived in a harmonious
existence. In the wake opid industrialization and striving for higher and more comfortable
standard of living, nature is scarfethe ancient trees are felled to make room for the
civilization to expand its branches; the animals and birds butchered by poachers in several parts
oft he country to satisfy the whims of a few ri
horn can guarantee eternal youth and virility; and zoos and rescue centers are crowded with
endangered species. Environmentalists in India and all over thd Wwave expressed their
concerns over this alarming issue, several summits are held every year, and policies are taken by
the government during every fiweear plan, but will planting a few trees and recruiting a few
personnel in the forest divisions farght-patrolling solve the problem? In his introduction to
Man-Eaters and Jungle KillersKenneth Anderson ruefully mulls over the changing scenario of
Indian junglescapes:

Anyone who has come to know and love the jungle, its solitude and all that its
denizens signify, could never appreciate such sentiments, nor the sense of
irreparable loss and sorrow felt by those who look for the once familiar forms that
are no longer there, or listen vainly for those once familiar sounds that were music
to their ears, nly to be greeted by a devastating silenbéar¢ Eaters and Jungle

Killers, viii)

Wilderness, for Kenneth Anderson, is a liberating force, one which makes him forget the
monotony of the urban life. The healing touch of nature enables him to soothe ihistspir is
consistently troubled by the din and bustle of the city lifeThe Call of the Man Eaterhe
echoes his sentiments, that people who do not possess a keen eye to see the beauties of nature, an
ear for the melody of the sounds that can be hieatige jungles at night, and a desire to merge
his senses with the wunknown, cannot under st art
unf at homed d A Nighnby thehnGampsHireootlegted in this book, Kenneth Anderson
gives an account of howis wearied soul is rejuvenated when he goes out to wander in the
jungles on a moonlit night, and sitting on a rock or tree, watches the sublime stillness of the
jungle, and hears the symphony of the jungle creatures. It is as if he gathers the fotder for

thoughts that will keep him going once he goes back to bear the monstrosity of the civilization,



not unlike Wordsworth who visits Tintern Abbey telinee his earlier experiences at the Wye,

and to collect the 6food for thought6:

The picture of the nid revives again:

While here | stand, not only with the sense

Of present pleasure, but with pleasing thoughts
That in this moment there is life and food

For future years. (Tintern Abbeylines 6064)

Not unlike Wordsworth, he feels a divipeesence in the lap of nature. He feels that on
such occasions his inner self embraces divinity. For him, no religious rigmarole, institutionalized
perceptions, churches and clergies can impart that feeling of redemption which only the silent
benevolencefo nat ure can best ow: nl feel very near
in any church where the padre, either on the basis of a monthly salary or other means of
remuneration, automatically repeats words for the uplift of my erring and sirgul Thed Cal(
of the Man Eater101). Not only that, like a child he savours the rawness in the environment of
Kundukottai, comparing the place with a fairyland. In a graphic detail, he gives an account of the
surrounding jungles the thin meandering linef Doddhalla stream, the tamarind; jumlum,
mutthee, ficus, neem, and bunyan trees; and the cool breeze blowing through the valley.
Curiously enough, he refrains from explorations, as if his trampling on the-gvoestds will
disrupt the course of natyrand longs to feel the uncorrupted, unadulterated essence of the
jungl e, |l i stening to calls of bi#fdeyelfliskise | jnung
the Jungle besides marveling at the beauty of the jungles, he finds a thrill whilenfatg the
mysteries of an unknown, unt amed wor |l d: it i
story. There are the sounds of fear, the sound of love and mating, the call of hunger, and
someti mes the cr yThi$ is the Jumglm3). According $ohnotgd cecodritic
Lawrence Buell, there cannot be 6isd without
defined by his physical environment. Kenneth Anderson fondly recollects the fragrance of the
rain-soaked earth, the grey rocks, thgbt green leaves, the display of light and shadow. Where
someone lives is not only an objective fact, but how the environment is felt, also constitutes his
identity. Buel |l al so suggests that a manods i

how J M. Syngeds i magination and | anguage were



|l sl ands; Wordsworthés by the Wye; and Hardyods
Anderson finds poetry in the surroundings, his imaginations flaring up eweeyhte stops to

behold the natural abundance. Just like a poet who wants himself to be heard, Kenneth Anderson
wants his readers to witness the bounties of nature through his eyes. He wants us to share his
perceptions, his passions, and his childlike esitam in rediscovering the treasures which lie

hidden from the mundane, narrow vision of modernity. What are ideas to a poet if they do not
bring a revolution? May be that i s why Shell e
Wind within himself;,Col eri dge wanted to Abuild that dome
the nightingale and desired to be immortal in his dying days. He invites us to be a part of the
magi cal journey: ASo | et wus | ook Boomdsocamewhi | e
are no more and NHBhisistheJungled). fwagfrom thecivibzededomaif,

he journeys into the realm of oOlordly sambar
bison, and cunning tiger, wondering at the appasilence of the junglgpots which have been
witnesses to many activities, as though walking among the shelves in a huge library and looking

at the records.

Literary representations of nature do not always focus on the idyllic aspects of it. Rather,
nature also seems to nurture what is primeval, evil, and daidnEvil One of Umbalmeyu
collected inThe Call of the MatkEater, Kenneth Anderson begins withdascription of the birth
and growth of a creeper, which he calls a 6ki
it with a support system to grow. The description, on a symbolic plane, serves as a prelude to the
rise of the maseating tigresshiat escaped from a circus.

One of the most dominant arguments of ecocriticism is that it does not consider the
human interest to be the only legitimate interest. One of the primary reasons for the wild animals
straying into the human habitations is becawo$ethe fact that their natural habitats are
jeopardized by human enterprise in those areas. If you venture into the beautiful wilderness of
the North Bengal, the Dooars region, you will be surprised to know that elephant herds wreck
havoc in the villagesdjacent to the forests almost on a weekly routine, destroying the fields,
crushing the fragile bamboo huts of the native tribal people, sometimes resulting in human
casualties. At Mumbai, the Indian Institution of Technology, and several housing complexes

the suburbs have seen sporadic excursions of the marauding leopards, accompanied with the



reports of occasional maulings and deaths. How many times have we heard about tigers preying
on humans in the Sunderban areas? Almost every household in thessbagdeen a witness to

such a tragedy. Barring Sunderbans and a few wildlife sanctuaries, the forests in India, especially
the natural forest reserves are subject to the greedy as well as devastating excursions of the
mankind. Therefore, it is imperatitieat at times the human beings have to pay the price, and the
hunter becomes the hunted. But how do our rational minds react to the situation? We respond
with open hostility. The tegardens adjacent to the forests in the Dooars and the Terrain regions
sametimes become temporary homes for the pregnant female panthers. Several reported
incidents show how mercilessly they are poisoned or butchered by the local villagéhe In
Hungry Tide Amitava Ghosh portrays the habitual animosity of the Sunderbanepenphrds

tigers, where he shows a tiger being burnt alive when the beast accidentally enterssaezhttle
George Orwell, irShooting an Elephardescribes the elation of the Burmese after he kills the
elephant, their bloodlust propelling him to do sottBKenneth Anderson and Corbett mention in

their writings, of how amateur hunters sometimes use inferior weapons, like froaes or
matchlocks while hunting a tiger, or a panther, thus fatally injuring the beast, sometimes
crippling it for life, a god reason for it to become a meater. In 1940s, 1950s, and 1960s, the
indiscriminate hunting of the tigers made the species almost wiped clean from the forests of
India. Richard Ellis in his booKjiger Bone and Rhino Horrtinas come up with some disturbi

facts. He notes that the poaching of tigers for traditional Chinese medicine began in South India
during the mid 1980s, in order to meet the overwhelming demand for the parts by Chinese
pharmaceutical companies. The trade has now gradually been exieridedareas with larger

tiger population, like Uttar Pradesh, West Bengal, Bihar, Maharashtra and Andhra Pradesh.
Trading in tigefparts has taken the form of organized crime in India. Ellis further mentions that

a tiger can be killed if you have $1 taybpoison, or around $9 to buy stéelps. Most of these

killings are done by the native tribes who know the forests very well. Kenneth Anderson himself
preferred the people from tribes such as Poojarees, Sholagas, and Karumbas, as his trackers.
Poachersfrom such tribes are paid a meager amount, and Ellis comes up with a shocking
revelation that in 1994, near Kanha Tiger Reserve, a trader paid four poachers $15 each for
killing a tiger. He records, Al n Tich &EtA) int e

examiners were told that a tiger skin was worth US$ 10, 000, a leopard skin was offered for



$850, and otter s kTiger BanassandvRhihouHomh8), adcordh @t @ 0  (
report in 2004.
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1.1 Tiger lunt in 1940s, courtesy Avaxnews.net



1.2 Leopard hunting in India, 1965, courtesy Avaxnews.net

In Jungles Long AgoKenneth Kenneth Anderson expresses concern over the fate of
Asiatic lions in the Gir forest. The conflict betwedme tMaldhari tribe and the lions who
regularly fed on their cattle, resulted in the death of many lions in the Gir in the 1970s. In
desperation to save their livestock, Maldharis began poisoning the lions, and Kenneth Anderson
says that during his visit tihe Gir, he was informed that nine lions were poisoned not so long
ago. He opines that since the lions move and hunt in packs, they are poisoned in numbers, as
opposed to tigers and panthers as they prey alone. He also rues the fact that alrbsesixty
percent of the foredand was under cultivation, when he visited Gir forest for the first time in
1973. The menaces of deforestation, poisoning and poaching, he believes, are the main causes
behind the doom of the Asiatic lions, facing hardships beaafud@efly the lack of their natural
prey: AThe sanctuary i s now estimated-fiveo supry

per cent of its original strength, compelling the lions to rely almost solely on the buffaloes of the



