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Notefrom theEditors

Life constantly undergoes a process of change — so does literature. Its
study must evolve too. The present issue of Indraprasth brings novel
perspectives and nuanced perspectives to its readers: it represents a wide
selection of literary and scholarly articles exploring a variety of disciplines,
themes and ideas. The papers here seek new dimensions of looking at literary,
socia and cultural contextsthat shape human livesand narratives. They become
examples of how critical engagement with cultural production can not only
assist usin comprehending our today(s) but can also help usinraising questions
about our tomorrow(s).

Tej. N. Dhar’s “Literature and the Aesthetic: From the Greek Age to
Modern Age” critically examinesthe significant intersections of literature and
aestheticsby focusing on mimesisin Plato-Aristotle, Horace, Longinus, Plotinus,
and the mix of Plato-Horace in Sidney. Anmol Sahni in “Postcolonial Gothic:
Hybridisation of Genres and the Dak Bungalow” discusses the emergence of
Postcolonial Gothic asagenreand how it reconfigurestheideaof ‘ monstrosity’
within the identity of the colonised other. It traces the motif of the haunted
house as it travelled to the Indian subcontinent with the British, and how it
became a site for the cultural anxieties of the colonial experience. “Mapping
the Feminine Subjectivity in Amrita Pritam’s Once There Was an Anita and
Krishna Sobti’s Damn You, Mitro!” by Sakshi Sundaram discusses women's
marital lives and their personal spacesin terms of freedom of their bodies.

Nesti Singh’'s “ Sainthood, Patriarchy and Saguna Bhakti in the Verse of
Andal and Mahadevi” examines the semiotics of gender and patriarchy in
Saguna Bhakti through the works and lives of two South Indian saint poets,
Shaivaand Vaishnav. The author also examines how myth, history, cultural and
religious practicesin apatriarchal society affect the women bhakti poets.“ The
Culture and Politics of Representationin Mirabai’s Poetry” by Kusum Deswal
explores the Vaishnava Bhakti movement with a focus on Mirabai’s poetry.
It attempts to highlight the power and control of Mira Bai on her ‘self’, and
how she surmounted the hurdles on the path of her spiritual and mystical journey.

Manali Dogra's “Metaphorical Metamorphosis: A Critical Reading of
Select Stories, Poems, and Plays’ explorestheideas of non-linearity, irrationality,
organic sensibilities of monuments as metaphors of love and empathy in tragic
times. It examines the temporary and eternal in the transient world of reality.
“The Diasporic Rainbow: An Intersectional Study of Queernessand Diaspora’

(Vi)
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by Shivani Bhatt attempts to understand the levels at which nationalities and
sexualitiesintersect through Suniti Namjoshi’s Conver sations of Cow and other
poems. It also triesto explore the nexus of transnational, cultural, ethical levels
factorsthat configurevis-a-visgender, desire and sexuality. Shaival Thakkar's
“Rohinton Mistry’sIndo-Nostalgiain Such a Long Journey and A Fine Balance
as Monochromatic Photographs of Mumbai” attempts to demonstrate the
intermingling of cityscapes and characters’ perspectives on Mumbai through
two novels.

Abhilasha Sawlani in“ Negotiating Gender: Women in Bollywood Cinema’
examines three Bollywood films — Dilwale Dulhania Le Jayenge, Astitva,
and Queen — in light of Judith Butler's notions of gender as performance,
open to continual refashioning. “Post-national, Global, or Local: Literary
Cinematic Responses’ by Naresh K. Vats examines how globalisation and
post-nationalism work in the realities of today. The paper investigates today’s
cinema (Newton, Hindi Medium, Barfi, Toilet: Ek Prem Katha, Pad Man) as
experiences of individual swho are struggling with the day-to-day realities under
thelight of globalisation.

Kirti Sachdeva's “From Othello’s Race to Omkara's Caste: A Study of
the Conflicting Palitical Identitiesin Omkara” highlights how anexus between
caste system and party politics plays out in the hinterlands of India, leading to
aninversion of theideaof collectiveidentity through variousinclusive methods,
coalitions and novel ways of flattering popular stereotypes and hierarchies.
Shibangi Dash in “Radicalization of Narration in Dalit Fiction: An Analysis of
Selected Works” looks into three novels namely, Kusumabale, Hindu and
Untouchable Spring to analyse the caste system prevalent in India. Nilanjana
Ray’s“Writing Resistance, Building I dentities: Persepolis and Embroideries’
traces Marjane Satrapi’sjourney of writing graphic novels. Thetextsarefurther
analysed in-depth, which enhancestheimportance and effect of graphic novels
in postmodern form. Srishti Sharmain “Women as Warp and Weft of Painting
through Time: A Select Study of * Fallen Woman’ Across Translational Space”
presents visual-arts from 19" century and songs by Bob Marley, Bob Dylan
and John Lennon using ekphrasis as a technique.

Mandavi Choudhary’s “Godna and Modern Tattoo: A Transitional
Narrative” studiesthetradition of body art, referred to as the practice of godna
in the particular cultural context of Mithila. Akansha Shukla's “Home and the
Inner Lives of Homemakers: A Study of Women Protagonistsin Select Indian
English Novels’ focuses onthewomenin Indian householdsthrough theanalysis

(vii)
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of select Indian English novels like Kamala Markandaya's Nectar in a Seve,
Anita Desai’s Fire on the Mountain, and Rama Mehta's Inside the Haveli.
Adiba Faiyaz's “Rethinking Relationships in the Fictional Retellings of the
Mahabharata” takes two modern day retellings of the epic, namely, Chitra
Banerjee’s Devakaruni’s Palace of Illusions and Mahasweta Devi’'s
“Draupadi”. The paper scrutinizes Divakaruni’s attempt to provide a feminist
retelling of the epic through the point of view of Draupadi and contrasts this
with the Draupadi in the text by Mahasweta Devi. Prerena Kush and Rekha's
“Sitaand Exile: Revisiting Ramayanain Devdutt Patnaik’s Sita: Anlllustrated
Retellings of the Ramayana” tracesthe pattern of journey which Sitaundergoes
in her exile to different places. It tries to look into the transition that Sita
experiencesduring these multiple exilesand asksif thisleadsto any psychologicd,
intellectual or emotional displacement for her.

“Myth-Making and the Holy Orders. An Appraisal of the Power of
Homiletics and Hermeneutics of Sacred Texts” by Obinna Ibezim looks into
the myths and the myth-making process adopted by the preachers and teachers
of different religionsthrough the two activities of Hermeneuticsand Homiletics.
It analyses how these two processes work in the modern times to reshape the
worldview through the works of Wole Soyenka, Salman Rushdie, JR.R. Tolkein
and others. “WorldsApart: Myth, Science and Fiction in SukanyaDatta’s Short
Stories” by Sami Ahmad Khan delvesinto how Indian Science Fiction, despite
being contoured by the epistemic framework(s) of science and literature, not
only evolves unique strategies of engagement with mythology and folklore, but
also negotiates with different kinds of scientific traditions and knowledge(s) —
whether ‘indigenous’ or ‘Western'. Mahim Sharma’s “ Turbulent Flow: Chaos
as a Narrative Technique” elucidates ‘ Turbulence Flow’ and ‘ Chaos Theory’
asanarrativetechnique. Heilluminatesthe emphasis of Chaoson the ' organicity
of experience’ and ponders upon the thought of stability and instability of variables
in anarrative.

Jaishree Kapur’s*“ Between Hammer and Pen: Variegated Hues of Gurdial
Singh in his Autobiography Kya Janu Mai Kaun” sketches the multifaceted
personality of thewriter Gurdial Singh. Through the autobiography, the reader
gets aglimpse of how the experiencesin the writer’s life and his own view of
the socio-cultural phenomenon around him provided inspiration for hiswriting.
ChetnaNassa's“ Tailing the Tales of Love: Reading Rendition asan Extension of
Imagery in the Select Compositions of S.D. Burman” traces the journey of
poet and songwriter S. D. Burman. Through the analysis of hislife aswell as
his poems and songs, the paper tries to arrive at what makes Burman Da's

(viii)
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music so universal and appealing. HibaAhmed's “ The Curious Case of Indian
Muslim: Accessing Significance of Physical Spaces in the (re)Definition of
Identity” looks into the condition of contemporary Indian Muslims and their
history post Babri Magjid demolition. It talks about how events led to the
redefinition of theidentities of Indian Muslims.

Chetna Karnani’s “Sights and Sites of Communal Violence: Reading
Memory through Temporality” talksabout the violence that occurred during the
Partition of India and the anti-Sikh Riots of 1984. It focuses on the literature
written on these two events and how these writings are outcomes of silences
and anxiety. Nikita Sharma’s “Monological Inflictions on the Margins of
Existence: Design of Madness in The Bluest Eye” explores ‘madness’ or
‘insanity’ as a literary trope as well as a narrative technique for writers to
engage with certain pertinent socio-cultural issueswhich are otherwiserelegated
to the margins of normativity as abnormal or unspeakable. Sheena Lama’s
“Beyond Heteronormativity: An Interrogation of Homosocial Desirein Science
Fiction” explores the many possihilities of looking at reality through Science
Fiction. It analyses a single episode from Black Mirror to show how Science
Fiction explores notions of sexuality, identity and desire beyond the orbit of
normativity.

Kanika Puri’s“The Muse and the Music: The Story of Loveand Lossin
Agra Bazaar and Umrao Jaan” ascertains how Umrao Jaan and Tanvir’s
Benazir grapple with the idea of love and struggle to cope with the times in
which they live. Avani Bhatnagar’s “ Socio-Logic of the Capitalist World: A
Reading of Machiavelli’s The Prince” analyses The Wolf of Wall Sreet and
Kalyug to corroborate how the Machiavellian model still reflects itself in the
capitalist way of life today. Anup Singh Beniwal’s “Interdisciplinarity as
Epistemic Expansion: Contextualizing the Debate in Indian Context” locates
interdisciplinarity asapedagogical and epistemic practicewithin India’ shigher
education systems. The paper delves into how a new paradigm of knowledge
generation and dissemination precipitates a convergence of disciplines, which
leads to its own nuanced problematics of interpretation, theory and praxis.

In addition to the above research papers this issue also has four book
reviews. IshikaTiwari reviewsAmrutaPatil and Devdutt Pattanaik’s Aranyaka:
Book of the Forest. Nawal Negi's review of Mahasweta Devi's “ Draupadi”
stresses upon the femini st understanding and interpretation of Devi’stext. Tushar
Sharma’s review of Godan finds the novel as a realistic depiction of pre-

independence India, where numerous social issues related to feudalism,
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increasing capitalism, caste segregation and gender inequality, etc. intertwine.
Somdatta Mandal reviews Jasbir Jain’s Interpreting Cinema: Adaptations,
Intertextualities, Art Movements, acollection of sixteen essayswhich explores
the academic aspect of film studies.

We would like to thank the sub-editors of this issue — Srishti Sharma,
Tanvi Garg, Tanuja Sharma, Saumya Sharma, Divya Khasa, Kgjal Chaitanya,
Jaishree Kapur and Shweta Singh — for their hard work, commitment and
dedication. Without them, thisissue would not have been possible. We would
also like to thank the students, faculty and staff of USHSS for their support.
Harshita Pandey and | shaan Teotia deserve a special mention for proofreading
the manuscript.

We hope you enjoy reading these papers — we did.

Editors, Indraprasth
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Literature and the Aesthetic: From the Greek Age
to Modern Age

Te N. Dhar

Many criticsbelievethat “the very notion of the aesthetic” has*“fallenvictimto
the success of recent developmentswithin literary theory” (Joughin and Ma pas
1). Some even “assume that in order to discuss the aesthetic value of aliterary
text one must treat it as an autonomous object and isolate it from non-literary
values and disciplines” (Singer and Dunn 3). But this thinking has started
changing. In the post-theory scenario, the aesthetic is back in literary studies
and has stimulated varied kinds of debates (Barry 300-302).

The contention of this essay is that human interest in aesthetics can be
traced far back in time. In fact, human beings share this interest, though with
more devel oped taste, with animals, afact admitted by Charles Darwin (O’ Hear
9). With the passage of time, human beings refined it by developing varied
forms of visual arts, music, and literature. Because of this, the connection
between literature and the aestheti ¢ has spanned centuries and has been vibrant
and productive; it has al so been theorised with varied degrees of sophistication
by philosophersand literary criticsfrom the Greek to modern times. This essay
critically examines the significant intersections of this connection by focusing
on the aesthetics of mimesis in Plato and Aristotle, the blend of beauty and
delight in Horace, the sublimetouch of Longinus, thelofty beauties of Plotinus,
the mix of Plato and Horace in Sidney, the neo-classical aesthetics of the
eighteenth century, the aesthetic push of Addison and Shaftesbury, theloftiness
of German expressionism and the romantic aesthetic of the English romantics,
therise and fall of aestheticism, and the varied shades of modernist aesthetics.
It also demonstratesthat al aong, except for abrief spell of pure aestheticism
in Europe, England, and America, writers have used their energies not only to
create beautiful works of art but also maintained a healthy connection with
human values and societal concerns.

A well-known and widely commented upon observation about Plato is
that “beauty plays a central rolein histhought” (Wood 35) for which the key
texts are Phaedrus and Symposium. Interestingly, for both of them, and for his
other major works as well, Plato chose the literary form of the dialoguethat is
truly poetic. Some scholars have examined the rhetorical and methodol ogical
bases for his choice of the form (Dorter 42-52). And some, like David Gallop,
explain how that places Plato’ swork in the Greek poetic tradition: “Inaculture
where poetry was a long-established medium of intellectual discourse, where

1
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public reading aloud was a normal mode of ‘ publication,” and where dramatic
performance was competitive,” Plato’s choice of the dialogue allowed him to
competewith thewriters of histimeon their own ground (54). However, Plato’s
concept of beauty isintimately linked with ethical and moral concerns, whichis
clarified in his major work on politics and power, The Republic. Though he
recognizes the verbal, visual and other forms of art as sources of beauty, he
values aesthetic pursuits and products only for their effect on human beings
withinanideal political space.

Plato’sviews on beauty in art and its connection with the moral health of
the readers are the major concerns of what Stephen Halliwell calls “the
aesthetics of mimesis’. Though the word mimesis occurs for the first timein
thework of Aristophanes, who usesit in the sense of “dramatic impersonation”
(Murray xvii), mimesis was developed into an elaborate theory of poetry by
Plato, and figuresin The Republic, in Books 3 and 10, in which hedwellsonits
effect on the citizens of anideal state. A considerabl e divergence characterises
these two books, both in the manner in which Plato conceives mimesis and the
manner in which he deals with poetry. In Book 3, mimesis is equated with
image-making and poetry is given considerableimportance asasource of virtue.
In Book 10, mimesis is used in the sense of reproduction, and poetry as a
species of reproduction is debunked because it has no value. That is why
commentators on Plato say that for him “poetry was extremely important and
dangerousin itsown right, and that he had a split attitude to it” (Annas 203).

According to Plato, mimesisisimitation by poets of the objects, events,
and things, connected with the sensibleworld. In spite of being attractive, these
do not come near the ideal world of forms. Because of this, Plato considers
poets worthless imitators, whose creations are far removed from the ideal and
the truthful (Plato, The Republic 335-341). Inbuilt in thisis the view that the
“philosopher comes closest to first-hand knowledge of reality: he can see the
form or ideas or ideal form of things and can therefore disregard imitations”
(Melberg 10), thuslaying the basis of a contentious debate about the superiority
of philosophersor poets, which has dominated philosophical and critical thinking
for several centuries.

In another book, Ion, Plato arguesthat poets compose poetry in a state of
divine frenzy, when they are out of their minds, and, therefore, far from the
sobering influence of reason (Plato 4-7). Though the poets are inspired and
provide pleasure by arousing emotions, these appeal only to base humaninstincts,
and are, therefore, harmful for the moral health of human beings. Thus, both
for the poverty of content of their work and its dangerous emotional impact on
the readers, Plato is critical of the poets of his times. In spite of this, he still
believes that poetry can have aplacein hisideal commonwealth if it iswritten

2
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by virtuous poets, as a source of education for the young. Plato wrote about
poetry from apurely philosophical perspective, which makeshistheory of poetry
complex and even contradictory. What is significant though is that he raised
some searching and vital questions about the connection between art, aesthetics,
and values, which have dominated discussions of poetry and its value for
centuries and figure in the current cultural theory of literature aswell.

Aristotle built on Plato’s idea of mimesis by stressing that imitation is
basic to human nature, for humans understand things by comparing them and
their representations, and this providesthem pleasuretoo. Hisideason mimesis
asasource of art figure mostly in the Poetics. The key element in this, which
differentiates him from Plato, isthat he does not consider imitation mere copying
of the objects and things the poet sees around him. The poet actually reshapes
them to increase the range of their possibilities from what they are or seem to
be or ought to be. That is why he calls the poet a maker, who uses his skill to
transform what he sees, and focuses on the poet’s skill, techne ashe callsit, as
ameans of artistic creation. Because of this, the act of imitation changes the
character of the experience dealt with by the poet; it draws the admiration of
thereader/spectator for itsbeauty aswell asfor the understanding that it promotes.
And not just that: techne, in fact, improves upon nature through mimesis.

Seen specifically in the context of tragedy (Aristotle 10-19), which is at
the heart of Aristotle’s theory of art, the tragic poet, structures his experience
in such amanner that it buildsinto it two kinds of rhythms, the affective and the
cognitive, which culminate at the point of catharsis, where the tragic protagonist
suffers a reversal in his situation. At that point, the emotions of the readers/
spectators are purged, and they experience pleasure too. It isaso amoment of
what Aristotle calls anagnorisis, when the readers pass into a new awareness
about the experience itself. Thus, art has affective value for the pleasure it
provides and also cognitive value for the knowledge and awareness that it
brings along with it. In thisway, Aristotle disputes Plato’s distrust of the work
of poets. Thearousal of emotionsand their purgation, which has several layers
of meaning, creates pleasure, which Aristotle clarifies in the Nicomachean
Ethics (Malcolm Heath xlI). Thus, Aristotle confirms that Greek literature is
both aesthetically pleasing and a source of knowledge aswell.

The views of Plato and Aristotle were synthesized and elaborated by
Horacein his Ars Poetica. He calls poets “ skilled imitators,” whose goal isto
achieveexcellence. Sincehehad therich tradition of Greek poetry behind him,
he urges poets either to imitate nature or the Greek masters, to achieve the
desired end: “It is not enough that poems should have beauty; if they have to
carry the audience with them, they should have charm aswell” (Horace 101).
For this, the poets need to have a firm grasp of emotions and a sound control

3
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over the language for dramatizing them. But that is not all. They have also to
make sure that their creations provide pleasure and help readersto learn from
them: “The man who has managed to blend usefulness with pleasure wins
everyone'sapprobation, for he delightshisreader at the sametimeasheinstructs
him” (108). Horace, in this way, consolidates the classical mimetic aesthetics,
and, along with severa other poetsof histime, becomesitsillustrious practitioner.

While Aristotle and Horace associate beauty with the formal perfection
of worksof art, Longinusemphasizesthat beauty in art isconnected with sublimity,
and elaborates that in On the Sublime. Going beyond prescriptive formulations
regarding the creation of artworks, especially those of Horace, Longinus sees
beauty in art in its power to transport, which he describesin aseries of striking
images. He states that for producing sublime, language has to be used in its
most elevated form so that it does not merely persuade but also amaze and
transport with wonder at all times and in every way. Sublime passages “exert
an irresistible force and mastery” over the readers and the stroke of sublimity
“scatters everything before it like a thunderbolt, and in aflash reveals the full
power of the speaker” (Longinus 114). He provides details about the sources
of sublime to make the writers proficient in the production of sublime. In this
way, Longinus draws attention to another finer aspect of the beauty of works
of art, which influenced the concept of aestheticsin the eighteenth and nineteenth
centuries.

Yet another dimension to beauty is provided by Plotinus, who exerted
considerable influence on medieval Christian thinkers like Thomas Aquinas.
Since hereads Plato’s Symposiumin his own distinctive manner, heiscalled a
Neo-Platonist, and hisideas are contained in hissix Enneads. Plotinus's concept
of beauty, which hasimplications for the making of artistic works, isfound in
hisfirst treatise” On Beauty,” and is connected with hiswritings on metaphysics,
psychology, and ethics. Like Plato, he believesthat theworld around humansis
just an appearance and the reality is somewhere beyond, which is connected
with the One or the Good, intellect and soul. But he differs from Plato because
he does not consider the appearances imperfect images of the ideal, but
emanations from the unknowable, the One, towards which one can advance
from the soul and intellect.

According to Plotinus, there are various types and degrees of beauty, the
lowest being physical beauty, but all of them are images of the forms eternally
present in the intellect and they are capable of moving towards higher forms,
whose source is the Good, which is also the source of beauty, and also the
cause of delight. Thus, Plotinus considers all forms of creations emanations
from the realm of forms, which arein the intellect, and in turn, emanate from
the One or Good that isavailable only through mystical insight. For the students
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of artsand literature, Plotinus deal swith theimplications of histheory in Ennead
V, L

Still the arts are not to be slighted on the ground that they create by
imitation of natural objects ... wemust recognizethat they [the arts]
give no bare reproduction of the thing seen but go back to the Ideas
fromwhich nature derives, and, furthermore, that much of their work
isall their own; they are holders of beauty and add where natureis
lacking. Thus, Pheidias wrought the Zeus upon no model among
things of sense but by apprehending what form Zeus must takeif he
chose to become manifest to sight. (gtd. in James Seaton 24)

Although Plotinus uses the example of sculpture to affirm that an artwork as
the product of mind isnot inferior but superior to the objectsit may represent, it
could easily beapplied toliterary creationsaswell. That iswhy William Wimsatt
and Cleanth Brooks consider Plotinus “the earliest systematic philosopher of
the creative imagination” (118). Close to Plotinus’ statement that artists create
works that are “holders of beauty” and “add where nature is lacking” is Sir
Philip Sidney’s affirmation that poets improve upon nature, a view that goes
back also to Aristotle. Sidney statesthisin forceful metaphors: “ Only the poet
... lifted up with thevigour of hisown invention doth grow, in effect, into another
nature...; her world is brazen, the poets only deliver agolden” (Sidney 8).

Sidney’s Defence of Poetry, which has rightly “determined his place
inthehistory of aesthetics” (Tatarkiewicz 297), synthesizesthe ideas of almost
all the Greek and Roman philosophersand critics, andisclearly reflected in his
definition of poetry: “Poesy ... isanart of imitation, for soAristotletermethitin
hisword Mimesis, that isto say, arepresenting, counterfeiting, or figuring forth;
to speak metaphorically, a speaking picture, with thisend to teach and delight”
(Sidney 9). In fact, it is because of the poet’s ability to teach clearly and
effectively that the poet, in hisview, issuperior to the historian and the philosopher.
The poet is able to achieve this because teaching and learning go hand in hand
with beauty that gives delight. Sidney considersthe poet no lessthan amonarch,
for “he doth not only show the way, but giveth so sweet aprospect into the way
aswill enticeany manto enter intoit” (20). Because of this, poetry isbeneficial
and delightful. The vibrant literature of the Renaissance—the plays of
Christopher Marlowe and William Shakespeare, John Webster, Ben Jonson,
and the poetry of Edmund Spenser and Sidney are prime examples of this.

The idea of the poet’s intimate connection with nature was emphasized
by al the classical critics. Longinus, in particular, stressed that “ sheisnot given
to acting in random and wholly without system. Nature is the first cause and
thefundamental creativeprincipleinall activities’ (115). Later critics expounded
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this idea as natural sublime, an idea that eventually became the basis of the
“interdependence of theology and aesthetics which profoundly affected the
neoclassical doctrine of imitation in the arts” (Battestin 1) in the eighteenth
century. Traces of this are there in Thomas Burnet’'s The Sacred Theory of
the Earth, which affected the work of John Dennis, who considers Nature
“nothing but that Rule and Order and Harmony, which we find in the visible
Creation. The Universe owesitsadmirable Beauty to the Proportion, Situation,
and Dependence of Parts...” (qgtd. in Philip Shaw 30).

This idea finds its poetic expression in Alexander Pope’'s An Essay on
Criticism:
First follow Nature, and your judgement frame
By her just standard, which is still the same.
Unerring NATURE, still divinely bright,
Oneclear, unchang’ d, and universal light. (112-13)

The passage emphasizes that “Nature is a Platonic and universal order and
superior reality,” “assimilates readily with man’s effortsto enforce or increase
that order in hisown affairs,” and also “residesin astate of great harmony with
theideaof the classical models’ (Wimsatt and Brooks 237). Thisexplains how
thesearch for formal perfection, of observing the principles of harmony, balance,
and regularity, which approximate the art of God, rulesthe artistic creations of
theAugustan era. In hispenetrating anaysisof thisunique phenomenon, Battestin
has shown how scholars like Leo Spitzer, A. O. Lovejoy, and Earl Wasserman
have established that the “universe of Windsor Forest and the Essay on Man
[can be] conceived in terms of the Pythagorean principle of concordia discors
and the Platonic metaphor of the Great Chain of Being. It is a universe of
exquisite harmonies and of nice correspondence between macrocosm and
microcosm” (4).

The correspondence between the macrocosm and the microcosm has
another dimension aswell. The possihility of perfectioninthe natural and artistic
world is linked with the idea of perfection in human affairs, which provides
another purposeful edgeto artistic creations, inwhich writers, writing in different
genres, hit at deviations from that possible perfection. This accounts for the
pervasiveness of satirein them. Thisis quite an evidence in the whiplashes of
John Dryden, the comic irony of Henry Fielding, the gentle, playful irony of
Alexander Pope, and the militant irony of Jonathan Swift.

Right from the times of the Greeks to the eighteenth century, mimesis
was the controlling principle for making literary creations, though with some
variants, in which the writers' aesthetic concerns were wedded to societal
concerns. Since it focused on the proficiency of writers to use their skill to
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make or construct works of art, M. H. Abrams calls this “ construction model,”
which changed with the coming of the romantics, who created a new model,
which he calls “contemplation model” (138), in which the focus shifts to the
mind of the perceived asthe source of art. In an earlier volume by him, Abrams
signifiesthisshift by designating it by the symbolsof the mirror and thelamp. In
his book The Mirror and he Lamp (1953), he argues that:

During the eighteenth century the dominant model of literary creation
was fundamentally transformed, from that of a mirror held up to
nature to that of alamp that emits light from a singular origin or
source ... thework of literatureisno longer conceived assimply the
representation of nature: instead, what is presented is as much a
view of the poet’s own interior, his or her mind or heart. (Bennett
49)

Literary historians have traced the beginnings of this change right from the
eighteenth century, in thework of Joseph Addison and the Earl of Shaftesbury,
and its exhaustive treatment in the work of Immanuel Kant (Abrams 159-90).
Inhistrilogy of Critiques—of Pure Reason, Practical Reason, and Judgment—
Kant deal swith the philosophy of science, the philosophy of moral imperative,
and the philosophy of general aesthetics. Though they are interrelated, the last
one, in particular, had a profound influence on literary aesthetics, because a
large part of it dealswith the creation of artistic forms. Wood sumsit up neatly
when he states that the production of artistic forms is possible through a
rearrangement of nature which:

...requires genius, the gift through which, as Kant has it, ‘nature
givestheruleto art.’ Itishisor her inborn nature even more than it
is mastery of certain knowable techniques that makes the artist. In
really inspired art, the artist has no awareness of the wellsprings of
his or her novel ideas. Here again, asin the case of natural beauty,
itisasif nature, working through the artist asthe source of inspiration,
has the purpose of bringing about the peculiar aesthetic feelings.
Indeed, for Kant itisinspired art that sensitizes usto the beauties of
nature. Itisasif through the artist natureisteaching usto appreciate
its own beauties....Kant thus speaks of the whole aesthetic region
asexhibiting * purposiveness without apurpose’ —that is, appearing
asif it had a purpose without our being able definitely to assign a
real purpose, as we can in ordinary human activity.... Pleasure
itself—aesthetic or otherwise—Kant understands asthe sign that a
purpose has been fulfilled. (127-128)

In short, the artist isinspired to produce art that sees beauty in nature, whichis
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both a source of education and pleasure. In hisdiscussions of beauty, sublimity,
and artistic genius, Kant establishes connections between nature, the calling of
the poet, and his or her moral obligation to establish that “beauty becomes a
symbol of the morally good” (Wood 143). These concerns also engage the
British romantic poets, as can be seen in William Wordsworth's Preface to
Lyrical Ballads, S. T. Coleridge’s Biographia Literaria and Percy Shelley’s
Defence of Poetry which deal with the nature of poetry, the power of
imagination as a creative force, and purpose of writing.

Wordsworth writesthat the “ Poet is chiefly distinguished from other men
by agreater promptnessto think and feel without immediate external excitement,
and a greater power in expressing such thoughts and feelings as are produced
inhiminthat manner” (176). And he claimsthat “ Poetry isthe breath and finer
spirit of all knowledge; it is the impassioned expression which is in the
countenance of al Science... the poet bindstogether by passion and knowledge
the vast empire of human society, asit is spread over the whole earth, and over
al time.... Poetry isthefirst and last of all knowledge—itisasimmortal asthe
heart of man” (174-75).

Coleridge states that “the poet, described in ideal perfection, brings the
whole soul of maninto activity,” and that “GOOD senseisthe BODY of poetic
genius, FANCY its DRAPERY, MOTION its life, and IMAGINATION the
SOUL that is everywhere, and in each; and forms al into one graceful and
intelligent whole” (196-97). The main purpose of a poet’s compositions, which
aregracefully whole, isto give pleasure, and a so to improve human knowledge
and thought.

Shelley reconfirmstheideaof poetry asasource of pleasure and wisdom:
“Poetry is ever accompanied with pleasure: all spirits on which it falls open
themselvesto receive thewisdomwhichismingled withitsdelight” (232). And
then he makes bigger claimsfor poetry: “Poetry isindeed something divine. It
is at once the centre and circumference of knowledge; it is that which
comprehends all science.... It is at the same time the root and blossom of all
other systems of thought; it isthat from which all spring, and that which adorns
al; and that which, if blighted, deniesthefruit and the seed, and withholdsfrom
the barren world the nourishment and the succession of the scions of the tree
of life” (250). The poets, in fact, are much more than writers of poems; they
areaso“theingtitutorsof laws, and thefoundersof civil society, and theinventors
of theartsof life, and the teachers, who draw into acertain propinquity with the
beautiful and thetrue, that partial apprehension of the agencies of theinvisible
worldwhichiscalledreligion” (Shelley 228).

The remarkable thing about the poetry of the romanticsis that their key
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ideas on the creative process form the theme of many of their poems. Along
with that, the poets also demonstrate their keen awareness of the social and
political condition of their times. By writing about the ordinary rustics,
Wordsworth released poetry from its aristocratic moorings and created abasis
for the democratization of poetry. Critics have written extensively about the
political and philosophical involvementsof Coleridge and Shelley, as, for example,
by William Kench and Peter Kitson. The poets, in short, have shown a strong
awareness of the power of poetry, its concern with beauty, as well as their
societal concerns.In aperceptive essay on Shelley’s Defence of Poetry, Timothy
Clark observes that Shelley not only absorbs Plato’s ideas on beauty but also
sees the writer’s creativity as “the manifestation of social, trans-individual
energies. A writer isavolcano whosework givesvent to pent-up social aspirations
or frustrations.... Infact, in one of hisletters, he[Shelley] describesWordsworth
and Byron as deriving the energies of composition the new springs of thought
and feeling which the great events of our age have exposed to view” (152).

The Victorians carried on with the same kind of thinking, as can be seen,
for example, in the writings of Matthew Arnold, though he was not like the
earlier romantics. Poetry, in his view, has the power of “forming, sustaining,
and delighting us, as nothing else can” (262). He is so confident about the
power of poetry to move and to elevate that he considers poetry as a fit
replacement for religion and philosophy. Not only that, but he also believesthat
“whatever wasvaluableinreligion derived fromitsuse of poetry. “ The strongest
part of our religion today is its unconscious poetry” (Seaton 35). He sets up
high standards of value in criticism too, which he expounded in several of his
essays.

The seriousness of poetry and its close rel ationship with the society of the
day was temporarily eclipsed by the rise of voices in England, France, and
America, that pleaded for the autonomy of art, of art’s sole preoccupation with
beauty. Edgar Allan Poe, in his The Poetic Principle, states that “ beauty isthe
province of the poem,” and beauty forms* the atmosphere and the real essence
of the poem” (78-79). The contemplation of the beautiful provides “pleasure
whichisat once the most pure, the most elevating, and the most intense” (79).
In the very opening sentence of the Preface to The Picture of the Dorian
Gray, Oscar Wilde states that “the artist is the creator of beautiful things”
(xiii). This view also figures prominently in his essay “The Critic as Artist.”
Charles Baudelairetoo gave prominence to the view that writers should only be
devoted to the aesthetic in art.

All three writers were quick to realize that such a view was not viable
enough to last long. Poe found it quite inhibiting. He equated beauty with the
idea of “supernal loveliness,” and moments of such loveliness could be
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experienced only by writing about the death of beautiful women. Baudelaire
realized that art only for itself “was doomed to sterility” because it left out
moral considerations (qtd. in Wimsatt and Brooks 480). Wilde clarified that
stressing the desirahility of beauty asthe sole purpose of art was meant primarily
to express dissatisfaction with the Philistine environment of histimes (Wimsatt
and Brooks 486). Except for this short-lived burst of pure aesthetics asthe sole
purpose of literary creations, literature continued, right from the 1890sto almost
the end of World War 11, reckoned by scholars as the time-span of modernism,
with its engagement with aesthetic and social and moral concerns.

The most noticeabl e feature of modernismiswhat Andrjez Gasiorek calls
the “aesthetics of exploration and disruption” (6) because writers of all hues
and thinking—poets, novelists, and dramatists—responded to a series of changes
that assumed the character of acrisisof sorts: lossof faith in religious systems,
rapid changes in science and technology, the “ commaodification brought about
by capitalism, the growth of mass culture and its influence, the invasion of
bureaucracy into private life, and changing beliefs about between the sexes’
(Butler 2).

Thecrisisgenerated diverse responsesand led to avariety of experimental
movements. German expressionism, French symbolism, Italian Futurism,
Vorticism, Dadaism, Surrealism, Imagism, and many more. There were also
competing activities, reflecting varied attitudes towards art, and also what
Gasiorek calls “the aesthetics of anguish and despair.” But all these, in their
own varied ways, reflect the search by writers to find an appropriate medium
for creating artistic worksthat were meant not only to be*“intrinsically worthwhile
but also indispensableto acivilised society... they wanted to urge the val ue of
their work to the public sphere” (Gasiorek 18).

Ezra Pound put thisin one of hisletters: “My problem isto keep alive a
certain group of advancing poets, to set the arts in their rightful place as the
acknowledged guide and lamp of civilization” (qtd. in Gasiorek 18-19). It was
meant to help the society to reflect onitself. All theinnovationsthat are associated
with the leading lights of modernism—Virginia Woolf, Joseph Conrad, D. H.
Lawrence, T. S. Eliot, James Joyce, Ezra Pound, and many othersfrom different
countries of the western world—are attempts to represent life by forms that
are aesthetically appropriate, to satisfy their craving for perfection; they also
embody their desireto reflect critically on theworld around them and to create
hope for human renewal.

Thus, it can be said that thereisaclear connection between literature and
the aesthetic that has lasted for centuries, and that writers attempt to create
works of art that aim at creating beauty is also intimately connected with the
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quest for abetter lifefor the humans. That makes|iterature asource of pleasure
aswell as a source of human improvement.

Note: A revised version of the paper wasread in aNational Seminar on “Value
Awareness and Aestheticsin Literary Criticism,” organised by the Department
of English, Central University of Jammu in collaboration with Daya Krishna
Academic Foundation, Shantiniketan, at Jammu, March 30-31, 2017.
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Postcolonial Gothic: Hybridisation of Genres and the
Dak Bungalow

Anmol Sahni

The propensity of using Gothic as a classificatory term to evoke scenes of
gargoyles, dungeons, and violence emerges from a conjecture that situatesthe
genre in Western imaginary. However, with the emergence of Postcolonial
Gothic in the last few decades, Gothic has metamorphosed into a theoretical
framework that lendsitself to other modes of scholarship. Postcolonial Gothic
contradicts the Eurocentric purity with which Gothic is usually associated.
Postcolonial writerslike Salman Rushdie have employed the gothic register to
write about the themes of home, homelessness, and alienation, articulated in
the postcolonial notion of aterity. Rushdie'suse of Postcol onial Gothic, marked
by itsaffective quality, distortion of history, and for using thelogic of the phantom,
blurs the line between history and fantasy, facts and myths, past and present,
thus eliciting afraught effect in its readers. In this transgression of the Gothic
Self to signify the Postcolonial Other, writers have hybridised Gothic into a
theoretical stance called the Postcolonia Gothic.

By using the Derridean ‘Genre Theory’, this paper traces theoretical
affinitiesand divergences between Gothic and Postcolonia scholarship that led
to the emergence of Postcolonial Gothic. Exposing the inherent problem of
genre-making, | argue for the impossible periodisation and localisation of the
Gothic. Instead, | propose that the portmanteau stance of Postcolonial Gothic
emerges from an inherent inclination towards monstrosity and hybridisation
that befits these genres. Lastly, in situating the Gothic outside of global North
and in the South—specifically in the Indian subcontinent—I chart out how the
gothic motif of the haunted house travelled to India with British colonisation.
Upon reaching the Indian subcontinent, the motif of the haunted house mingled
with thelocal folkloreto create the horror stories of dak bungal ow, the haunted
house of the East. | argue that the dak bungalow serves as a Contact Zone
and a site of power struggles between the coloniser and the colonised. This
section augments Postcolonial Gothic scholarship by arguing that as a Contact
Zone, dak bungalow was susceptible to violence and that the horror stories of
the dak bungalow were born out of racial anxieties that were projected onto
this space by itsinhabitants.

Gothic Studies
Often used liberally, Gothic rendersitself for varied contextual uses: it can
signify ahistorical phenomenon, an art form, and a psychoanalytical approach
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of unveiling therepressed in literary texts. Historically, the gothic novel hadits
heyday in early eighteenth and nineteenth-century Europe, atime characterised
by social and political upheaval. Despite garnering attention as a cultural
phenomenon and engendering expansive critical responses, Gothic refuses easy
definitions. Asagenre, Gothic revelsinimaginary and literary excess, even at
therisk of being melodramatic.

The ambiguous endings and the use of Final Girl tropeinfilms The Thing
(1983) and Alien (1979) exemplify how Gothic affects the audience. In the
final scene of The Thing, the surviving duo MacReady and Childs blow
themselves up because of the fear that one of them could be contaminated by
the Thing and its alien powers. Even the death of all characters does not offer
a cathartic moment because the narrative withholds whether the Thing that
killed al the characters dies or survives to pose athreat to others who might
encounter it. The film is open-ended, and the final scene does not offer any
catharsis; instead, it elicits horror in the audience. Besides ambiguous endings,
another trope that churns in horror films is Final Girl trope, most famously
portrayed by Sigourney Weaver as Ripley in the first Alien movie. In a 2017
interview to promote hisfilm Alien: Covenant, director Ridley Scott revealed
that he would have preferred an aternate ending to the film in which the alien
would have murdered al the characters, including the Final Girl: Ripley. Scott’s
insistence on denying any relief or cathartic moment to the audience exemplifies
how horror relies on uncertainty to affect the audience.

Postcolonial Studies

The postcolonia genre, such as the Self that it expresses, is a distorted
one as the postcolonia identity is muddied by the historical experience of
colonisation, in some cases, only to be further displaced by globalisation and
migration. David Punter, in his book The Gothic (2004), writes:

For it could reasonably be said that the term ‘ postcolonial’ itself has
an inevitably distorting effect. In one sense this can be seen as
unavoidablein that the postcol onial world itself isdistorted; not, that
is, inthe sense of having been twisted away from somerecognizable
master-trajectory or severed from animaginary origin, but in deeper
senses to do with obfuscations of desire, impossible hybridity, the
haunting ineradicability of paths not taken. (75)

Salman Rushdie, writing about his displacement in the essay Imaginary
Homelands (1992), beautifully describes his disintegrated selfhood. Writing with
atinge of melancholy, Rushdie does not mourn his displacement but celebrates
his migrancy as a vantage point from which one can speak properly and
concretely on a subject of universal significance and appeal. Commenting on
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the nature of absoluteness and unity in the context of postcolonial identity, he
observes in a Proustian sense that “past is a country from which we have all
emigrated, that itslossis part of our common humanity” (12).

As a writer who has been displaced from his country and even out of his
language, Rushdi€e’s experiences are doubly removed and intensified by physical
dislocation. Hewrites:

We are not gods but wounded creatures, cracked lenses, capable
only of fractured perceptions. Partial beings, in all the senses of that
phrase. Meaning is a shaky edifice we build out of scraps, dogmas,
childhood injuries, newspaper articles, chance remarks, old films,
small victories, people hated, peopleloved; perhapsit isbecause our
sense of what is the case is constructed from such inadequate
materials that we defend it so fiercely, even to the death. (12)

In the tradition of other twentieth-century writers like Samuel Beckett and
James Joyce, Rushdie does not consider migrancy to be a limitation but a
liberation that unveils the fragmented nature of identity. In hisfiction, Rushdie
challengesthefixity that one associateswith the transient idea.of home. Rushdie
argues that one cannot find home without physically and metaphorically
journeying to the Self. Thisfragmentation of the Self isembodied in Rushdie’'s
oeuvre of work which, like gothic novels, is marked by the distinct quality of
syncretism. With a multitude of narrative registers, Rushdie's novels embody
the problem of genre-making and crossing genre boundaries. Rushdie’ sworks
are hybrid in their style and genre categorisations because their narrative
traverses amongst different genres, including comic, tragic, mythic, epic, and
gothic.

The relationship between Home and the fragmented Self is a thematic
thread that ties the Postcolonia to the Gothic. In gothic novels, this theme
manifestsitself in thetrope of the haunted house. Writerslike Salman Rushdie,
writing about alienation and Otherness resulting from theloss of ahome, resort
to the use of the gothic register. Consider Rushdie'suse of the gothic register in
hisessay “ Step Across ThisLine” (2002). Meditating about theinherent human
urgeto crossfrontiers, both physical and imaginary, Rushdietracesthe evolution
of lifefrom the seato theland, wondering what motivated the proto creatures to
make this leap of faith. Rushdie writes:

Aswe emerge from amniotic fluid, from the liquid universe of the
womb, we, too, discover that we can bresthe; we, too, |eave behind
akind of water world to become denizens of earth and air ... we are
frontier-crossing beings. We know thisby the storieswetell ourselves,
for we are story-telling animals, too. There is a story about a
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mermaid, a half-and-half creature, who gave up her fishy half for
the love of aman. Wasthat it, then? We allow ourselves to wonder.
Was that the primal urge? (76)

Rushdie’s description of human birth asfrontier crossing is reminiscent of the
monster’screation by Victor Frankensteinin hislaboratory (an artificial womb)
in the novel Frankenstein (1818) by Mary Shelley. | argue that Rushdie’'s use
of the Frankensteinian myth and repetitive description of humanity in an
animalistic vocabulary displays the ease with which the gothic blends itself to
the postcolonial theme of alterity.

The influence of Shelley’s novel on the subsequent literary works is
undeniable as writers across continents and generations have used Shelley’s
Frankensteinian myth when writing about alienation, Otherness, and Selfhood.
Essentially, the Frankensteinian myth isabout frontier crossing: the creation of
the monster is the frontier crossing moment of humanity into alterity and a
recognition of its own Self as opposed to the Other. The Frankensteinian myth
isuniversal and has existed in different traditions and renditions. The mermaid
crossing the water frontier for unavailed love, Satan crossing the frontier of
heaven to go into the Garden of Eden, Prometheus crossing the frontier of
Olympus to give fire to humankind are various examples of monstrosity and
violence being unleashed upon frontier crossing. The frontier does not only
exist outsideintheform of borders, but theidentification with aSelf also creates
afrontier that guardsit against the Other, Rushdie writes:

The frontier is an elusive ling, visible and invisible, physical and
metaphorical, amoral, and moral.... To cross a frontier is to be
transformed.... At the frontier, there has always been the threat, or,
for adecadent culture, even the promise of the barbarians. [Frederick
Jackson] Turner [in his seminal essay The Significance of the
Frontier in American History] characterizes the frontier as “the
meeting point between savagery and civilization,” ... the frontier
both shapes our character and tests our mettle. | hope we pass the
test. (105)

Thisideaof afrontier being adangerous spacethat isin alimbo state recursin
“Monster Culture (Seven Theses)” (1996) by Jeffrey Jerome Cohen. In his
thesis, Cohen postul ates that the monster exists at the frontier and policies that
boundary it (12). A postcolonial reading of Cohen’sthesisisthat thefrontieris
the space that is monstrous to the coloniser because it represents what is
unknown, unfamiliar, and foreign. The frontier is also a space where cultural
and racial anxieties are projected and manifested in the form of violence and
fortification of the land and the Self.
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Impossible Genre-Making

Gothic scholarship situates the birth of the gothic novel within a
spatiotemporal specificity, attaching a Europeanness to the genre. However,
being a monstrous genre that embodies and feeds off an imaginary
excessiveness, Gothic transgressesits Law of Genre by redefining thethreshold
and problematising the binary of inside/outside. The paradoxical openness,
combined with the encapsulating tendencies of Gothic, makesit an intriguing
site for Genre Studies. It is by employing a negative aesthetic and provoking
the reader with convoluted plotlines, gory scenes, and bloodshed that Gothic
evokes normativity and invokes the Law of Genre.

JacquesDerrida, in“ The Law of Genre” (1980) expounds on the ontology
of genreto arguethat in defining itself against the contamination from outside,
any genre is encroached by new forms that get legitimised and naturalised by
its absorption into that genre. Incorporating the dirt and outlaw in the genre
upsetsthe Law of Genre, but it also reproduces and affirmsits own lawsin that
act of transgression. Postcolonial Gothic and Imperial Gothic are exemplars
born from the Gothic transgression into other genres.

In granting geographical appropriation, Postcolonial, like Gothic, risks
drawing arbitrary boundaries. Postcolonial criticism is torn and sustained by
debates about genre-making. For instance, does postcolonialism restrict itself
to studying historical colonisation intheform of political dominance, or doesit
include studying neo-imperialismin the form of economic subjugation, likethe
United States unfair trade with Latin America? How can works written during
colonial rule, like Chinua Achebe’s Things Fall Apart (1958) (written while
Nigeriawasstill colonised), be classified as Postcolonial ? Does Postcol onialism
enumerate the experience of economic colonisation that existsin asupposedly
postcolonia world?What substrataof American literatureismore postcol onial—
the Native American literature written in the spirit of protest to preserve arich
cultural heritage or the canonical American works that contours the formation
of American nationd identity in juxtaposition to England? The debatabl e definition
and the arbitrary boundaries of the Gothic and Postcolonial open up space for
hybridisation of these genres. Perhaps, the difficulty of what to include (and
simultaneoudly exclude) in the canon of postcolonid literature makes Postcolonial
genre-making difficult and open to cross-genres transgressions.

Postcolonial Gothic Studies

Two pioneering textsthat have consciously or unconsciously informed the
developing body of the Postcolonial Gothic criticism are Patrick
Brantlinger’s Rule of Darkness. British Literature and Imperialism 1830—
1914 (1988) and In Frankenstein's Shadow (1987) by ChrisBaldick. However,
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recent Postcolonial Gothic criticismismarked by an avant-garde approach that
veers off from the spatiotemporal specificity and intertextuality of Brantlinger
and Baldick, respectively. The collection of essays, Empireand Gothic: Poalitics
of Genres (2003), edited by Andrew Smith and William Hughes, exemplifies
theintersection of Gothic and Postcolonial. The book istruly ahybridised work
of Postcolonial Gothic, written by scholars from across the globe, concerning
variousissues, acollective project displaying thejuncture of Postcolonia meeting
the Gothic.

Intheintroduction to Empire and Gothic, Smith and Hughestangentially
link Gothic and Postcolonia Studiesas sharingacommoninterestin challenging
the post-Enlightenment notions of rationality. Enlightenment’s obsession with
racial taxonomies and hierarchies underpins colonialism as it was used by
colonisersto justify colonisation. Smith and Hugheswrite:

The Gothic use of non-human and ab-human figures such asvampires,
ghosts and monsters of various kinds is calcul ated to challenge the
dominant humanist discourse, and thus becomes, aliterary form to
which postcolonia writersare drawn, aswell ascongtituting aliterary
form which can be read through postcolonial ideas. (2)

Gothic feeds on the inherent impossibilities of taxonomies to narrate stories
about vampires and monsters—those beings that are on the edge or the other
side of normative. Indulging in Jungian analysis, | argue that the creative urge
of hybridising Gothic with Postcolonial Studies to create the portmanteau
Postcolonial Gothic is a move towards Individuation. The fuzzy and ever-
expanding boundaries of what truly counts as Gothic and Postcolonia texts
remain debatable. However, if the Postcolonial and Gothic Self are inherently
unstabl e, then can there be aunity achieved from fusing thetwointo Postcolonial
Gothic? ThisIndividuation of Postcolonial and Gothicinto Postcolonia Gothic
can be conceptualised as aresolution of the torn selvesinto awell-functioning
whole: ayearning actualised by aform of hybridity and monstrosity.

Gothic Trope: The Haunted House

Having addressed Postcolonia Gothic'semergence, | now move onto the
analysis of the gothic trope: the haunted house. The invocation of the haunted
house evokes a spooky, ancient building set behind ascenic, European, or North
American landscape whose foreboding atmosphere adds to the sublimity of the
house. The eeriness of the house is brought to life by a traumatic event that
forever hauntsthe space asaghostly figure. This phantom embodiesthe trauma
that mars the history of the house. The phantom feeds off the life that inhabits
that space. In The Haunting of Hill House (2006), Shirley Jackson breathes
an organic lifeinto Hill House, personifying it asan old person who consumes
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and has been consumed by the trauma that it witnessed. Jackson writes “Hill
House, not sane, stood by itself against itshills, holding darknesswithin; it had
stood so for eighty years and might stand for eighty more” (1).

LikeHill Housethat alienatesitsinhabitantsfrom the outside world, another
classic example of a haunted house is the Overlook Hotel in The Shining
(1977) by Stephen King. King describes the Overlook Hotel as a place that
wasinhabited by influential people. This hotel’simage was marred by violent
events, including murders and suicides that unfolded within its rooms. Upon
their arrival at the hotel, the Torrance family is struck by the horrific beauty of
the place. Like Jackson, King too describes the house as a sentient being that
survivesby consuming the psychic abilities of itsinhabitants. In the novel, Danny
possesses a supernatural gift called the shining, which we later redlise is his
extrasensory perception and clairvoyance. It is Danny’s un-human
characteristics that make him susceptible to the evil that is the hotel.

Dak Bungalow: Haunted House of the East

As amotif, the haunted house travelled to India by latching itself to the
gothic culturethat the British brought to Indiaduring colonial rule. It wasduring
the British Rgj that the westernised version of Gothic mingled with Eastern
folkloreto create the haunted house of the East: dak bungalow. In her book, The
Raj on the Move (2012), Rajika Bhandari archives the horror
that dak bungal ows hold within their walls. In the title of the book, Bhandari
captures the movement and the travel through which the gothic sentiment
reached and spread across the Indian subcontinent. In an interview, Bhandari
reflects on the title of the book The Raj on the Move. She says, “It conveys
the important role that dak bungalows played in forever altering how British
officersand their familiesmoved and stayed across India. These buildingsgave
them the opportunity to see India in a way that they had never experienced
before” (26).

Historically, dak bungal ows were established around the 1840'sto serve
as staging posts for the Imperial Mail service, also called the dak. Alongside
providing the postal service, the dak bungalows functioned as pseudo-hotels
for British officials. As government buildings, the colonial rulers banned the
entry of Indians in dak bungalow’s premises, and a fine was laid against any
trespassers. However, to keep the building running, the only Indians who were
allowed to enter the premises werethe “ servants’ of the Raj, who were mainly
the Khansamah (attendant/chef), the durwan (caretaker), and the dakwala
(postman).

Currently, the dak bungalows are falling into ruins and oblivion due to a
lack of scholarly work and publicinterest intheir cultural significance. However,
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| argue that the dak bungalow remains a significant site to study the colonial
experience. Historically, dak bungalows served as Contact Zones where the
British learned about the Indians and vice versa. Here, | am using the concept
of Contact Zone, asintroduced by Mary Louise Pratt in her keynote addressto
the Modern Language Association titled “Arts of the Contact Zone” (1991).
Pratt used the Contact zone asaphrase “to refer to social spaceswhere cultures
meet, clash and grapplewith each other, often in contexts of highly asymmetrical
relations of power, such as colonialism, slavery, or their aftermaths as they
lived out in many parts of theworld today” (15). Following Pratt’s description,
| view dak bungalows as not just anegotiating space for linguistic and cultural
exchange, but also a site of horror where cultural anxieties about the Other
race were projected.

Dak bungalow as a physical space was a gateway to situate the gothicin
the Indian subcontinent. The limbo state of dak bungalow emerging from the
uncertainty of cultural and racial differences makesthese spacesakintofrontiers.
For both the Indians and the British, these were sites or boundaries of what
was unknown, unfamiliar, and foreign for them. In her essay, “ The Indian Gothic,”
(2016) Nalini Pai writes:

The dak bungalow is a haunted space for natives who come face to
face with the sahib, an alien to India and therefore strange in his
food, habits, beliefs, and way of life. The dak bungalow is thus a
place where the most frightening aspects of both cultures meet. The
cultural anxieties of both native and white man/woman manifest in
the real incidents concerning the dak bungalow. This in turn is
reflected in the stories written about this liminal space where both
colonists and natives meet and see each other as both frightening
and threatening. In these recountings, adak bungalow is a place
beyond civilization for the sahib, where the British man/woman stops
before invading the native Indian habitat; at the sametime, it isthe
edge of aworld that is Indian for the natives. (203)

The dak bungalow as the haunted house is a recurring trope in the works of
Rudyard Kipling. Writing in thetradition of Imperia Gothic, Kipling wrote about
British colonial ruleinIndia. Kipling's creative obsession with the dak bungal ow
isrecorded by JK. Stanford in an article called “Dak Bungalows” (1961). In
the article, Stanford recalls his servicein India during colonial rule and writes
about his experiences of solving murder casesin the dak bungal ows. Stanford
also provides a one-liner annotated bibliography charting out all of the
appearances of dak bungalows in Kipling’'s works, recording at least ten
appearances. In dak bungal ows, seeing aghost or a phantom was commonplace,
and these encounters were recorded in historical accounts and literary texts.
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Alan Shaw writes in Marching on to Laffan’s Plain (2014):

Trying to sleep in a dak bungalow bedroom could be an unnerving
business. Overhead was a dirty grey ceiling cloth stretched under
the rafters, forming a nightly battleground for lizards, snakes and
rats. A mosquito net was anecessity, if only to protect against wildlife
falling from above. (3)

In his peculiar gothic register, Kipling narrates the short story “My Own True
Ghost Story” (1888). He writes, “In these dak bungalows, ghosts are most
likely to be found, and when found, they should be made anote of” (4). While
these lines are voiced by the narrator of the story, Kipling is also present,
expressing his creative obsess on with ghostsand their abode: the dak bungal ow.
Although the dak bungalow might not share a gothic architectural similarity
with its Western counterpart, the ghostly stories that are written about this
space make it distinctively gothic. The ghosts of the dead Sahib and
Memsahib that were spotted in the dak bungalows could not escape to an
otherworldly realm but continued its earthbound exi stence haunting mortal beings
with whom it once shared a physical existence. Theinescapability of the ghost
creates a predicament for the native as now it is forced to live alongside an
apparition that remindsiit of the Other.

The ghost problematises the simple binary of living/dead and Self/Other
by being the embodiment of theliving dead. The ghost forever lingersinthein-
between space that isthe dak bungalow, for it connects two different cultures.
Now people fear to visit the dak bungalow so as not to resurrect the ghostly
history that sleeps there. The horror evoked by a dak bungalow is not just of
another race but of another state of existence: ghosts. Upon encountering a
ghost, we are reminded of its absence from the real world, and that evokes the
uncanny because now we are forced to negotiate our relation to this apparition.
In the absence of its physicality, ghosts foreshadow our death. Perhaps this
explains why people prefer to visit the colonial churches in India where the
Soul abodes, but theidea of visiting the dak bungal ow where the ghost abodes
seems less appealing.
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Mapping the Feminine Subjectivity in Amrita Pritam’s
Once There Was an Anita and Krishna Sobti’s Damn
You, Mitro!
Sakshi Sundaram

Amrita Pritam (1919-2005) and Krishna Sobti (1925-2015) are two stalwarts,
who, through their acute sensibilities as unafraid authors, have garnered
widespread accolades not only in their respectivelanguages, Punjabi and Hindi,
but also world over: a fact attested by the continual demand for English
trandations of their works. While Pritam was the first woman author ever to
receive the SahityaAkademi Award in 1956, Sobti wasthe first woman author
to receive the same in 1980 for her writings in Hindi. Further, while Pritam
received Jnanpith Award (country’s highest literary award) in 1981, Sobti
received hersin 2017. However, mostimportantly, owing to their rootsin undivided
Punjab and subsequent immigration to post-Partition India, both of them share
asimilar socio-cultural and historical background, which getsreflected in their
writingsaswell. Thefollowing paper is, therefore, an attempt to compare Once
There Was an Anita* by Amrita Pritam and Damn You, Mitro! by Krishna
Sobti, to map the respective feminine subjectivities of the eponymous heroines,
Anitaand Mitro. The paper will deliberate upon the waysin which the heroines
negotiate the patriarchal restrictionswithin the confines of their traditional marital
lives and the manner in which they exercise their will as well as fulfill their
sexual desires within the same space. It will also discuss the pertinent issues
under three subsections viz. a general discussion on marital house versus the
privacy of the room, Once There Was an Anita and Damn You, Mitro!

In its theme and artistic vision out of al of Pritam’s works, Once There
Was an Anita resonates strongly with Sobti’s Damn You, Mitro! and provides
afertileground for comparative analysis. Toillustrate briefly, Anita belongsto
an upper-middle-class household and becomes financially independent, Mitro,
on the other hand, is her direct foil. She is uneducated, loud, boisterous, and
mostly lives a cloistered life in a lower-middle-class joint family. However,
standing at the juncture of love, marriage, and patriarchy, both Anitaand Mitro
face similar dilemmas and carve out distinct but similar spacesfor themselves
intheir respective claustrophobic familial setup. Theresulting selvesthat emerge
out of theindividual experiences of Anitaand Mitro take monumental personal
decisionsfor their own sake and serve as strong exampl es of female subjectivity
that resists, subverts and overturns patriarchal injunctions vis-a-vis marriage
and wifely conduct.
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Marital House versus “A Room of Their Own”

Most Indians perceive marriage as a sacred bond between two heterosexual
individuals which is blessed by both god and their elders. In effect, such a
socio-religious conception determines the amount of space and familial care
that women can legitimately ask for without harming the smooth functioning of
thepatriarcha families. Although the socio-poalitical history of the Hindu marriage
is quite complex,? the paper will limit itself to the most basic understanding of
marriage asacontractual obligation between two familieswhich marginaisesa
woman'sdesiresand individuality asboth insignificant and inconvenient. Thus,
women'srolegetsreduced to playing therole of primary caregiversand nurturers
besi des being the reproductive medium through which thelegal male heirswould
be born. Further, to eliminate the perceived threat of the contamination of the
patrilineal bloodlines, the patriarchies strictly regulate and contain women's
sexuality and freedom and often with violent consequences, like abandonment,
physical and sexual violence, honour-killing et al.

In both of the chosen texts—Once There Was an Anita and Damn
You, Mitro!—within the space of marriage, thereisaseverelack of the desired
mental, emotiona and physical companionship which causes the eponymous
heroines to seek them outside of their respective marriages. Such sexual and
emotional adventures by women are often sidelined in masculine assertions of
identity and instead become moral yardsticks to condemn women. Thus, the
need for carving their personal space is the driving force for both Anita and
Mitro to assert their feminine subjectivities and exercise a degree of
independence, however little. The female protagonists determine and control
their thoughts and actionsto posit themsel ves asindependent agents. But their
marital houses function more like claustrophobic prison-houses than as actual
spaces of nurture and comfort wherethey suffer isolation and humiliation, a beit
to different degrees. At the core of the feelings of claustrophobia is intense
dissatisfaction with their respective husbands and their marital statusasordinary
wives with repressed sexual and emotional desires.

Therefore, the families of Anita and Mitro coerce and attempt to
neutralise their threatening presence through the effective use of surveillance
and the fear of punishment. According to Michel Foucault, surveillance aka
“panopticism” is an effective means to “ discipline” the prisoners who in turn
beginto self-regulatetheir behaviours (* Panopticism” 5-6). Therefore, patriarchal
societies mainly exercise power and control via the monitoring of women's
everyday activitiesand punishment of deviant individuals. In such cultures, the
power-wielding patriarchs regulate the sexuality of its women by employing
other female members as vanguards. As a result, women either participate in
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their subjugation or those of other women. Yet, in these novellas, the patriarchal
logic and machinationsfail to arrest the feminine expressions and transgressions
tofull effect. Anitacan still withdraw from the overbearing familial spacesand
record her most profound secretsin her diary, whereas Mitro uses her abusive
and innuendo-laden speech as a counter-effect to the patriarchal discourse. In
another book, The History of Sexuality (1978), Foucault opines that:

If sex isrepressed, that is, condemned to prohibition, nonexistence, and
silence, then the merefact that oneis[writing or] speaking about it has
the appearance of adeliberate transgression. A person who holdsforth
in such language places [herself or] himself to a certain extent outside
the reach of power; [s|he upsets established law; [s]he somehow
anticipates the coming freedom. (6)

Therefore, the very act of recording or writing down and speaking about sex or
sexual desires destabilises the patriarchal authority, which primarily functions
by silencing the sexual desires of married women. And thisiswhere theidea of
a private room again re-assumes importance. A “room” is a space-within-a-
space, that is, private space within a marital space, with its connotations of
personal and psychological freedom. But it can also function as a malleable
concept where privacy and self-contentment can enlarge or diminish theresulting
gpatial conceptionin different pointsof time. It meansthat free of any permanent
anchors, theroom can exist in mind as asense of belonging aswell asaphysical
gpace which when shut off from the rest of the household transmutes into a
femal e haven. Ergo, in the present conception, free from familial panopticism,
awoman can take out time for herself; express her fears and desires, and take
it away to another brick-and-mortar house. Thisidea of room is derived from
VirginiaWoolf’sseminal essay “ A Room of One’'sOwn” where she emphatically
proclaims that a woman can only write if she has a distinct source of income
and an available private space for writing.

Interestingly, what Woolf mentioned in a specific context of women's
writings has surpassed its original intent and has become a rallying cry for
femal e independence and empowerment the world over. And it is this modern
sense of theroom, asan enabler of femal e autonomy and empowerment, which
is applied in the paper to understand the predicament and subversion of the
eponymous heroines. To this effect, empowerment is understood not only in
terms of economic self-sustenance but al so an ability to manipulate, control and
dominate the same power structures that were erstwhile disempowering them.

Once There Was an Anita

On the face of it, one may read Once There Was an Anita as a tale of
caution where a married woman’s transgression of finding love outside of her
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prescribed marital space results in her lonely death (by brain haemorrhage).
Within such an understanding, Anita steps over her normative boundaries and
seeks passion, not once, but twice-with Sagar, awriter and later with Igbal, a
painter, despite her husband Rampal being a“good man.” However, within the
space of marriage, Anitafed sintellectual, emotional and physical incompatibility
with Rampal and along with her growing attraction towards Sagar, she cannot
pretend to lie to her husband anymore. Besides, she is already miserable that
her marital statusisasignificant hindranceto her love with another man whom
she aready considers as the father of her child, Rashmi. While Rashmi is
Rampal’s biological son, yet, Anita claims that since she was thinking about
Sagar, when she conceived him thus, Rashmi is Sagar’s son. In actuality, there
isno real or actual sexual union between Anitaand Sagar. Their one-time hotel
liaison ends up with both of them hesitating in the end. Yet, Anita fashions a
new matriarchal genealogy wherein thereality of the biological father does not
matter, but the mother’s recognition of the supposed father does. This is
inadvertently a strong feminist stance on her part. Inadvertent because given
her inferior status as a wife, she can only flail against her husband and her
marital status to a limited extent. At the end of the day, her husband can still
exercise hiscontrol over hislegally wedded wifeand “ his” biological son, ashe
does when she confesses to him. Yet, it does not deter Anitafrom leaving her
marital house and starting anew lifewith Igbal ashislive-in partner. Thisliving
and loving arrangement too proves temporary, owing to Igbal’s boredom with
her, and acts as the final nail in her coffin, literally and figuratively. Thus, the
tragedy of Anitaisthat of arebellious married woman whose life-long search
for unfettered and ecstatic romantic love is doomed since the beginning of her
journey. Hence, it is not enough that as awoman, she feels a severe lack and
suffocation in her loveless marriage but she must also pay a steep price for
daring to disturb the status quo, that too on the double. First, Rampal forcibly
separates her from Rashmi; and second, sheremainslonely even after sacrificing
her entirelifein search of her truelove, Sagar. Thus, Anita'sdesirefor emotional,
sexual, and intellectual companionship with Sagar causes a sense of acute
loneliness for her in her marital house, aka Rampal’s house.

Nonetheless, Anita’'s“honesty” and “feminineintegrity,” to borrow Revti
Saran Sharma’s words, make her realise that going back to the marital fold is
not an option for her especially after she has crossed the marital boundary and
spent a few hours with Sagar in a hotel room. In Sharma’s views “Amrita
[Pritam], by no standard, advocated immorality. On the contrary, she insists
upon the highest standard of moral purity: that a man and woman should be
totally honest to each other; that their emotional lives should be of a 24-carat
purity” (127). Thus, as one of the numerous “fictional autobiographies’? of
Pritam, Once There Was an Anita shares the all-familiar® plot by Pritam where
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the female protagonist is torn between what her heart desires and what her
beloved/society desires of her. In other words, what is “honest?’ and what is
“dishonest?’ in aman-woman relationship. In this novellatoo, Anitafacesthe
dilemmabetween choosing to livewith her son but in amarriage-of-convenience
with Rampal, or, to move out of the house and seek truelove outside her marriage.

Conseguently, theinherent duality of her condition causesasplitinAnita’s
psyche and her self-perception. She beginsto imagine the smultaneous existence
of two women in one-body which are sometimes at war and sometimes at
peace with each other:

The one who was known as Anita was the daughter of Dharam
Prakash Anand, thewife of Rampal Sachdev, whosereligiousidentity
was that of a Hindu, whose nationality was Indian, and who was
subject to myriad rulesand regul ations. But the other onewassimply
aflesh and blood woman, the daughter of the earth who was eagerly
waiting for her lover, none other than the sky himself. For this second
Anita, her faith was love, her home was the entire world, and her
wanderlust was the only covenant that mattered. (My translation)
(Pritam 176)

Even the 1971 English tranglation of the novella, titled “ Two Faces of Eve,”
very well captures the idea of the split-self of a married woman who is role
playing herself as an automaton in a loveless marriage versus that of a
psychologically trapped lover who wantsto break freeto unitewith her bel oved.
According to Soma Banerjee, “... the split personality [of Anitd] .... actsasa
superb defense mechanism in a merciless, tense world. ... [It] depicts the
agony of the woman who must generate a clone within herself to voice her
secret desire” (43). She further states that “The duality of Anita the person
was created by the conflicting persona of the wife and the woman within her”
(43). Thus, one can see that the unequal and un-companionate marriage of
Anitaand Rampal turns her into a stranger unto herself.

As aresult, the split-psyche also prevents Anita from feeling a sense of
attachment with any object of her marital house for they are al owned by her
husband Rampal (Pritam 208). But Rampal is not the good benign husband as
he is projected in the novella. For instance, to punish Anita for her marital
transgression, he forcibly sends away Rashmi to the hostel and prohibits his
school from allowing the mother-son duo to meet (209). Rampal not only asserts
his patriarchal and patrilineal right over his “biological” son to separate him
from his mother’s “ corrupting” influence but also makes Anita realise that as
the father and the husband, he can and will take adverse measures to protect
hisfamilial interests, that is, to keep “his” son with himself.
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Further, not solely content with this, Rampal employs Shanti, afemale
widowed-relative of his, to “take care” of Anita, that is, to keep an eye on her
in hisabsence. However, Shanti’s presence has another ulterior motive. Instead
of giving her proper medicines, Shanti administers her somekind of slow poison
or anaesthesia to make her feel lethargic and bed-ridden all the time (Pritam
213-214). Inthiscase, the surveillanceis coupled with the actual punishment of
immobility to arrest Anita's efforts of meeting her son or leaving the marital
house. It isalso highly probablethat it was a surreptitious ploy to murder her for
her sexual and moral deviance (of loving another man) when she was already
married to Rampal. Unlike Sardarilal of Damn You, Mitro!, Rampal does not
physically abuse Anita, but he does play mind-gameswith her and formulatesa
ploy to murder or immobilise her. Irrespective of the reasons, the “ poisoning-
plot” remainsaprofoundly misogynistic episode at the heart of thisnovellaand
shows that the marital house can aso be a place of actual bodily harm for a
woman.

Asopposed to all of this, in quiet afternoons, away from the prying eyes
of her in-laws, Anita claims her conjugal bedroom as her safe space. She
transformsit into a place of reverie and imagination where she can dismantle
the split between her two selves. In thisremodelled room, sheisnot Rampal’s
wife but Anita, acomposite and desiring woman in her own right. Here, shecan
smoke cigarette buttsleft by Sagar and imagine hishot breath on her lips (Pritam
182-183); weave sexual fantasiesabout him (185), and celebrate hisbirthday in
secret (188). Here, she also succeedsin breaking the boundaries of marital and
motherly boundaries by transferring her obsession for Sagar on her son Rashmi
in aclassic example of Reverse-Oedipus or Jocasta Complex, where the mother
is sexually fixated on her male child. Pritam was well versed with the
psychoanalytic theories of both Sigmund Freud and Carl Jung (Pritam Interview
by Jha 194). Hence, it is no mere accident that her female character Anita
conflates her sonwith her lover. Anita’ s psychol ogical and sexual repressionin
her marital life manifestsin turgid dreams, split psyche and sexua transference.
Thus, her first act of feeding her infant in postpartum tirednessis highly potent
withits sensuality and setsthe mood for therest of the narrative until Rashmi is
sent away:

Before dying, | want to touch each and every part of this child's
body. | want to smell hisodour, drink his breath from his mouth, and
I want himto suck my breastswith hislittlelips. . . Helooksjust like
Sagar—same face, sameforehead, same eyes, samelips. . . (angrily)
what kind of amother am 1? | want to suckle my child not because
I am hismother, but because heremindsmeof Sagar. (My trandation)
(Pritam 186)
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Here, one can see that Anita's first memory of suckling her son Rashmi is her
most potent erotic experience. Therefore, it does not matter if Sagar isin the
same room with her or a different city, Anita can and does feel pleasure by
imagining him and creating fantasiesin her head viaher sonin her transformed
private room. Here she can also write erotic love poems and myriad letters to
Sagar in her persona diary, which she eventually burns at the onset of her
[abour pains (192-193). Similarly, with Igbal, Anitamanagesto possessan entire
home to herself for the first timein her life and embarks on a new career, that
is, of awriter. Akin to Edna Pontellier’s trgjectory in Kate Chopin’s seminal
work The Awakening, the room gets transported to Anita’'s new house, now
home, and al so expandsto encompassthe entireflat where sheisliving. Again,
reminiscent of VirginiaWoolf’s“A Room of One’'sOwn,” Anitanow hasmoney
asanindividua woman author and aroomtoreliveher lifeinaloving relationship
asan equal. And asfar asinfidelity isconcerned, it isalways debatable whether
infidelity can be measured only interms of actual sexual transgression or, could
it be psychological and emotional aswell, as Pritam wondersin her poem “Hand-
reading.”

Theline of faithfulness

| don’t know how to define it

How totell

What limitsare

How far thought should be free to stray

And at what point the danger lies.

How much nearness of other’slip

How much intimacy of talk

How much warmth of hands

Goeswith the notion of faithfulness? (5-15)
Ergo, Anita's guilt over her mental infidelity is as much about “honesty” and
“integrity” as it is about the indefinability of the concept of faithfulness or
faithlessnessitself.
Damn You, Mitro!

Sobti’s Samitrawanti aka Mitro of Damn You, Mitro! isthe fiery middle
daughter-in-law of the Gurudas-Dhanwanti clan who upsets the patriarchal
order and balance of her marital house by virtue of being the daughter of a
notorious prostitute, named Balo (72). Implicit in her ill-famed inheritance is
Mitro’slack of sexual decorum, wifely-impropriety, thetact of innuendo-laden
speech, and earthy sarcasm. The much-discussed central episode of Damn
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You, Mitro! where the eponymous heroine pulls apart her shalwar-kurta and
exposes her naked body to her sister-in-law whilelovingly admiring her breasts
and physical beauty, is a progressive take on a married woman's sexuality.
Sinceits publication in 1967, the text has provided a historic literary space to
the tabooed subject of amarried woman's unfulfilled sexual desires (Chanana
169). Mitro is not only bold and confident about her own body, but sheisalso
self-aware of her seductive charms that awaken the desires of other men.

Thus, unlike Anita, Mitro does not care about abstract ideas of love and
infidelity. Inthelatter’sview, motherhood and sexua gratification arethe primary
basis of ahappy marital life. That iswhy Mitro openly castigates her husband’s
lack of virility asthereason for her childlessness and her sexual -dissatisfaction
intheir marriage and thereby unhinging the patriarchal control over her. According
to Raji Narasimhan, “ Thisfruition of child-bearing, of motherhood, isnot written
for Mitro. Not only is she making no secret of it, [but] sheis [also] absolving
herself as the reason for this not-to-be. She thereby puts the man in the dock”
(178). Yet, when the real opportunity arises to have sex outside the marital
boundary, Mitro chooses her marital life over and above her sexual wish-
fulfilment. Scared by her mother’s (Balo's) lonely fate, Mitro rushes back to
the comforting embrace of her once-abusive husband, Sardarilal (Sobti 131).
Her return does come as a considerable shock to the readers, but it makes
sense in the context of her marriage to Sardarilal.

In Damn You, Mitro! Mitro’s primary identity iseither being the“Middle
One” (the middle daughter-in-law) or as Sardari’s wife, both of which denote
her asaproperty of her husband and by association, hishousehold. But, all that
Mitro ever desires is to become a mother and is very much steeped into the
milieu of patriarchal society against which she speaks out. Thus, she turnsthe
masochistic domestic violence upon herself and uses it to get even with her
younger sister-in-law Phoolawanti (179). Therefore, the only times Mitro can
exercise her personal freedom is when she is challenging Sardari’s authority
(Sobti 54); giving away her personal wealth (87); caressing her own body inthe
privacy of her bedroom (60); in her caustic speech against Phoolawanti (Sobti
81). Also, whileAnitacan still claim adegree of financial independence owing
to her job, Mitro only has her “streedhan” in the name of economic self-
independence and that too shewillingly parts away with to alleviate her affinal
family’s financial distress (87). Streedhan are those gifts/jewellery that are
bestowed by the bride’s natal and marital family upon her wedding and seen as
her rightful property (Agnes 14-18).

Apart from Mitro’s mother-in-law Dhanwanti and elder sister-in-law
Suhagwanti, there is alack of support by other family members. That is why
even though she enjoys their female company, she can sense and pre-empt
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their incoming moral-policing tirade and adjusts her behaviour accordingly (62,
79). For Mitro, everything is a form of entertainment as far as these two are
concerned. She knowingly drives them to the tethers of their patience but does
not disrespect them, which makes her different from Phoolawanti, who does
both. And in turn, to contain/channel over-brimming and threatening sexual
desires, Dhanwanti and Phoolawanti train Mitro into observing the propriety
and decorum associ ated with being the daughter-in-law of arespectable middle-
classfamily. For instance, Dhanwanti advises Mitro to not arguewith her husband
when heisin a temper and to accept what he demands of her (54). In this
particular case, the mother-in-law asks her insubordinate daughter-in-law to
“lower her eyes’ as a mark of patriarchal deference and shame to her son’s
authority as the latter’s husband-supreme. While Dhanwanti does berate her
son for indulging in the domestic abuse of hiswife and eventually manages to
stop him, yet this particular instance depicts that the women-of-the-household
can intervene only so much. At theend of theday, if it comesto that, ahusband
can physically, emotionally and sexually abuse hiswifewithout impunity. But,
Mitro refuses to cower down and continues to rattle her man with her bold
look:

Likeamad woman, with dishevelled hair, the Middle Onewastrying
to extract her hand from Sardarilal’s grip. And Sardarilal, clad only
in aloincloth, was slapping her on the face, and all over the torso.
[...] Sardarilal didn't heed her [Dhanwanti]. He hit his wife once
again, saying, “Will you drop your eyesor not?’ But the Middle One
of her daughters-in-law didn’t do anything of that sort. She kept
challenging her man with her brown eyes, straight and sharp. (54)

The inherent violence of this brutal wife-beating episode right at the outset of
the novella, contextualises Mitro’s defiance and revolt within the systemic
patriarchal oppression in her marital house. Further, the family also screens
people/outsiders who can come in contact with her. When Banwarilal casts
aspersions on Mitro’s character, Dhanwanti protests by saying that, “It's a
packed house. Can anyone escape our eyes?’ (108). Meaning, since it is a
house full of people, any unknown paramours of Mitro could not have entered
or left the premises without their knowledge. This idea of a “packed house”
which observes and screensthe outsiders again |lends a sense of “panopticism”
to the entire setting, where every entry and exit is carefully watched over by
other family members. Similarly, in the famous clothes-shedding episode,
Suhagwanti admonishes Mitro for gloating about her voluptuous body:

“You strayed one! Once dead, you' Il never know whether you had
ever lived! You take so much prideinthisdaily dissolving body! Woe
to you! Every home has such swarthy, brimming women. They too
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have limbs and organs like you. The same two breasts too. Are you
the only one blessed with these female organs?’ (60).

The elder daughter-in-law propagatesthe patriarchal ideathat awoman’s body
and beauty isto be consumed by her lawfully wedded husband. In the absence
of which a wife should practice temperance and abstention as the woman's
body will, in any case, deterioratein the near future. Suhagwanti usesthe Hindu
philosophy of “death asthe great equaliser,” but sheis herself the second-wife
of her husband Banwarilal and younger in age than Mitro, thus, incapable of
understanding Mitro’s angst and insecurities. While there is no mention of
Banwari’sfirst wife, itisquite apparent that in patriarchal societiestherulesof
monogamy apply differently to men, they can always take ayoung mistress or
practice polygamy (if legally alowed) or marry a younger woman whenever
they want to. On the other hand, a wife is socialy and morally expected to
remain faithful to her husband under any or al circumstances, including domestic
and psychological violence. That is why society frowns upon and castigates
women who have experienced marital separation, divorce, or widowhood as
their respective statuses in effect signify unfettered sexual energy that is now
loose of hushand-ly moorings and freeto trample around in societies asfemme-
fatales. That is to say that the unchecked and overflowing female sexuality
threatens to break the dam of life-long patriarchal conditioning and social
injunctions against unbridled femal e sexual -hyperactivity.

Interestingly, in Balo's house, a brothel, the identity of achild’sfather is
irrelevant. A brothel can then be seen as a matrilineal space where only the
mother’sidentity isof any importance. Additionally, thereisaso adistinct source
of income from owning the use and control of one's body the way a woman
wants to, albeit under economic or pimping pressure. As opposed to this, a
marital spaceisalegally and socially approved site of ensuring a patronymic
inheritance whereinfidelity isakin to acriminal and punishable offence. Mitro,
in her thoughts, rightly points out that when the husband plants the “seeds”
[sperm], itislegitimate, but whenitissomeoneelse’s, thenitisasin (101). The
preceding family gathering scene heightensthe same morality versusimmorality
debate by convening to judge and punish Mitro's wanton behaviour if sheis
guilty of the accusations (73-74).

Rekha has aptly referred to this scene as a family “court scene” where
the patriarch Gurudas acts as a judge and Mitro is put in the dock for her
“transgressive sexuality” (“Renegotiating” 178). In contrast, other family
members—Sardarilal, Banwarilal and Dhanwanti—stand as spectators and
accusers (179). But here too Mitro stumps her in-laws with her wit which
cannot be deciphered by them (179). When asked whether the allegations of
infidelity made against her by her husband are true or false, Mitro replies that
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“it's both true as well asfalsel” (Sobti 74). In her book, Rekha elaborates on
this scene by stating that, “Her [Mitro’s] witty rebuttal, that the allegations
levelled against her are both true and false at the same time, renders the
patriarchal sexual discourse doubtful and unhinges its power and gender
configurations’ (Gender, Space 95). Similarly, in Once There Was an Anita
when Rampal wishes to know if there is another man in her life, Anita
enigmatically repliesthat “Yesthereis and thereisn't” (Pritam 208).

Thus, the inability of the patriarchal discourse to decipher both Mitro’'s
and Anita’'s enigmatic one-liners lend them the power to triumph over the
restrictive marital norms by failing to bracket them. Additionally, thereisaso
the realm of dreams and imagination, where irrespective of her marital status,
Mitro can “relish” Nayamat Rai’s embrace and sexual overturesand that tooin
her conjugal bedroom (Sobti 62). Just likeAnita, Mitroin her transformed private
room can shed her clothes and fondle her breastsin front of Suhagwanti (60) or
dream sleazy dreams about Nayamat Rai, a police inspector (62). In both of
these novellas, the mental infidelity on the part of the married protagonists
either occurs unconsciously when they dream or, consciously when they weave
sexual fantasies around other men who are not their legally-wedded husbands,
both in the privacy of their bedrooms. The only differenceliesin their attitude
towards it. While Anita feels guilty about cheating her husband mentally and
emotionaly (Pritam 187-188); Mitro, on the other hand, seeks thrill from her
dream (Sobti 62). Thus, the forbidden desires of rea-life get accomplished in
the realm of mind and here lies the potential of feminine subversion.

Moreover, when Mitro is sent back to her mother’s house by her in-laws
to neutralise her destabilising presencein the marital fold, shereadily seizesthe
opportunity to move out of the claustrophobic environment of her affinal home
into the sexually freeenvironsof her mother’sbrothel. Her seductive gait through
the street (122) and innuendo-laden speech with her mother (123-123) enliven
her senses once again and empower her as a desirable woman. It shows that
her marital-house, despite having supportive female characters, is dull and
deadening. But this does not mean that all is better at her natal house either.
When Mitro is about to indulge in sexual dalliance with her mother’s former
client, Balo stops her and laments her own lonely fate: “Your mother’s daysare
gone, dear one! Whoisthereinthe name of afriend and dear one now?’ (130).
Thislesson inisolation-in-old-age acts as an eye-opener for Mitro who realises
the security that her marital house offers irrespective of the domestic abuse.
Ergo, her final physical and mental reunion with Sardarilal also takesplaceina
room whose door shelocksfrom theinsideto keep her devilish mother outside
(130). Mitro claimsthissmall space asaprivate room for themin Balo’sbrothel
and wins Sardari’s confidence both as awife and as a temptress (131) which
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attests to the fact that the concept of “room” as a dynamic space can be
carried over to other actual spatial areas as well.

Conclusion

WhileAnita's quest for her true love never materialises with either Sagar
or Igbal, it till gives her the courage to walk out of her loveless marriage with
Rampal. In contrast, Mitro gains a new-found appreciation of her husband and
her married lifewhich isalso reciprocated by Sardarilal. The rebellion against
the system, however, localised, isradical initsown right and worth appreciating.
Neither Anitacommits suicide nor does Mitro “relinquish her desires’ (Rekha,
Gender 95) and yet, in the course of the narrative, at various junctures, they
upset the patriarchal project of creating adivision between their desiring-minds
and thinking-bodiesby being impenetrableto theformer’slogic. Also, they “re-
structure their social [and personal] priorities” irrespective of the social and
cultural diktatsto find their self-worth (Rekha, Gender 95). Hence, their actions
and voices create inherent contradictions and challenge the readers to grapple
with their preconceived notions regarding female oppression and female
emancipation.

Endnotes

1 The page citation for Once There Was an Anita belongs to its authorised Hindi
translation “Ek Thi Anita’ from the new compendium Kaili, Kamini Aur Anitain
2011. | havetrandated therelevant lines myself.

2. For anuanced discussion on the changing contours of Indian family and women’s
role within that in the Pre and Post-Independence era, please refer to Eleanor
Newbigin'sarticle“A Post-Colonial Patriarchy? Representing Family inthe Indian
Nation-State” (2010).

3. Pritam hasdiscussed thisnovellain detail by focussing on the similarities between
her own life and the story of the text in her autobiography The Revenue Stamp.

4. Please see Revti Saran Sharma's article “ The Search for Feminine Integrity: The
Courseof AmritaPritam’sFiction” (1968) where hecritically analysesthe common
strands of Pritam’sfiction vis-&vis man-woman relationshipin Aerial, Once There
Was an Anita, Village Number 36, Earth, Sea and Shells et al.
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Sainthood, Patriarchy and Saguna Bhakti in the Verse
of Andal and M ahadevi

Neeti Singh

SagunaBhakti isapath to salvation that beginswith worshipful attachment to a
personified, mythic God deified through aceremonia of emotion, devotion and
carerituals, the sustenance of which demands exacting codes of purity, discipline
and hygiene from the initiate devotee. Sa-guna means that with (physical)
attributes; SagunaBhakti, therefore, meansthe bhakti or devotion of agod with
(physical) attributes. Thelitera practice of SagunaBhakti involvesthe chanting
of scriptures, devotional singing/dancing and elaborate systems of upkeep and
care of the deity and temple. Swathed in the sweet fragrance of incense, scores
of lamps, drums, bells, singing and cymbals, SagunaBhakti we can say isfull of
rituals that are elaborate and beautiful. It is a system that is sringara rasa
pradhan — a system that is primarily aesthetic and embraces the delight of
ceremonial worship: the beautiful ornamentsand crisp silk clothesfor the gods
after their ritual morning baths in milk, honey, rose water and turmeric; the
resplendent fragrant garlands, the brilliant tilak-marks made from guggal,
vermillion, sandalwood or saffron. These (Vaishnav or Shaiva) Gods and
Goddesses (manifestations of Shakti) arefashioned from rock or preciousmetas
like gold, silver, brass or copper. They sit in the sanctum sanctorum of the
templein an atmosphere of divine euphoria - fortified with scores of ghee-fed
lamps, water-honey-milk, lotus and other sacred flowers and various sweet
rituals of organic upkeep. The Hindu temple gods are allocated fixed hours of
waking and sleep/rest (a bit like the Greek gods and the rituals that surround
them). The atmosphere during the morning and evening aarti (prayer service)
ischarged, resplendent and electric—it islike the blossoming of several hearts,
touched by thefervour of devotion and devotional singing, they burst into divine
joy and celebration. The beautiful energies of the SagunaBhakti ritual facilitate
devotional fervour and at the sametime provide hope and succour to the ordinary
human who then connects instantly.

God in the Vaishnava temple was usually one of the several forms of
Vishnu (Krishna, Rama, Balarama, Balgji etc.) along with his goddess consort
Laxmi (or her counterparts like Radha, Rukmini). The worship rituals of a
Vishnu temple were usually more elaborate and pretty compared to those of a
Shiva temple. The Shivatemple, considering Shivais regarded as the primal
yogi — ascetic, primal and Spartan - bore a simpler and sublime aspect which
had a magnificence of its own. More often than afull idol of Shiva, thetemple

37



Nesti Singh

would have in its central region, the sculpture of an oblong phallus/linga in
black stone pointing upwards; it is shown emerging from the floor from a
symbolic vulval yoni —all of whichis placed in asquare section of framed and
slightly depressed floor. Over the linga-yoni hangs a pot with a tiny hole,
sugpended from the ceiling and dripping milk-water upon thedivinelinga Women,
especialy young women, ritually fasting and praying for agood husband, visit
the Shivatemple on Mondaysin white clothesand bathethelingain acombination
of milk and water. While the colour white is believed to be a favourite with
Shiva (Mahadev, Mahayogi Bholenaath), the colour that is most pleasing to
Lord Vishnu is magenta/deep pink or blue even. Thetwo gods havetheir choice
of specific flowersand fruitstoo, besides an elaborate matrix of myth, legendary
fact, and pilgrimage sites as context.

Yet another aspect —athird aspect that compl etes the Saguna bhakti grid,
isthe worship of the goddess as the sacred Gaia principle — the primal Shakti/
Devi or Prakriti intheform of Laxmi, Durga, Kali, Saraswati and scores of her
counterparts; the goddess is worshipped alone or as consort to the gods, in
templesacrossindia. The Shakti/Devi theology hasflourished asan autonomous
tradition since ancient timesand is said to have climaxed with the publication of
Devi Mahatmya—asignificant text central to the Shakti theology. Thisparticular
text, according to Prof. C. Mackenzie Brown, posits Maha-Shakti as supreme
and immanent almost like a parallel counterpoint to the idea of the one male
God. Later, however, worship of the goddess tends to fuse with the Vaishnav/
Shaiva Bhakti Marg where Shakti/Prakriti is perceived as consort and
complimentary dyadic energy to the male God.

The confluence of the Shiv-Shakti principle, at some point, led to the
founding and establishment of the esoteric and highly scientific practice of Tantra.
Swami Vivekanand's Guru Shri Ramkrishna Parmahansaisknown for his Devi
sadhana and rigorous two-year long practise of tantra, this however is not
within the ambit of this paper. I, therefore, must acknowledge the Goddess and
move on towards a reading of the poetic compositions of two ‘goddess’ like
women bhakti saints—Andal and Mahadevi. The former belonged to theAlvar
fold of VaishnavaBhakti in ninth-century Tamilnadu and thelater wasalLingayat
saint —an ascetic variant of ViraShaivabhakti that flourished in twelfth-century
Karnataka.

Before | move on to perform areading of Andal and Mahadeviakka, it is
essential to note yet one more aspect of Saguna Bhakti. Bhakti was a
phenomenon that emerged in the religious and cultural margins of medieval
Indian society; it used the Apabhramsa dial ect which was the common man’s
language, and from the casteless cultural marginsit gradually marched to take
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its place besides mainstream Hinduism and Vedic scriptures in Sanskrit. The
Bhakti narrative was reformist in zeal, modernist in its ethos and as we are
often led to presume, it existed in arealm that was gender-free. It wasregarded
asapath suitablefor the spiritually inclined househol der and also considered as
the ordinary materialistic human’s divine panacea. A majority of the male poets-
saints who led the bhakti movement and composed scores of holy songs were
people who either never married or if they did marry, they continued to lead
paralel lives as saints and part time householders. This, however, was rarely
true of women bhakti poets who were mostly pushed into marriage and
underwent intense abuse and hostility in their marital homes, which they were
then compelled to abandon and take to the streets. Even Bahinabai who stayed
married all her lifeto ahusband twenty-seven years ol der to her, isno exception.
Her lifewasfilled with physical and mental abuse at the hands of her husband
who according to Hindu dharmawas her lord, owner and god.

Bhakti as Resistance to Patriarchal Norm

Anintrinsic feature of Sagunabhakti wasthat, it adopted adyadic approach
(dvaitavaad) to theideaof the divine godhead, where God/Paramatma wasthe
supreme and singular male while al his devoteesjivatmas were his female
beloveds/gopis. Thissurrender of the jivatmato the paramatmacomesthrough
as the sublime romance of the lover-beloved, who are perceived (and
worshipped) as Radha-Krishna, Shiva-Parvati, Heer-Ranjha etc. through the
entire bhakti (and Sufi) semiotic, where the path of emotional attachment and
surrender takesthe mystic to an ultimate merger with the supreme divine, which
unfoldsaportal to mukti/liberation from the birth-death cycleof life.

Asfar asthewoman bhakti poet isconcerned, the semiotic of conventional
romance in bhakti is a subversive trap. The space of the devotional feminine
where the male mystic/discipleidentifies himself with the symbolic feminineis
al so aspace wherethe female mystic/discipleisdoubly marginalised. Lal Ded,
Mahadeviakka, Mirabai, Bahinabai are examples of women-saint-poetswhose
bhakti for Krishna/Shivawas challenged and compromised by patriarchal social
bias, as well as, by the fact of their location in the female body, in a space
wheretheir sainthood was perceived asimmoral, sacrilegious and unacceptable
in awoman. In the marital dynamic, awoman’s ultimate god was supposed to
be her husband, none other; not even God was allowed to replace him. Thus,
unlike the married male sant/mystic, the married woman saint/mystic wasfettered
to patriarchal laws and tethered to her husband, who according to dharmawas
her sole master and lord.

Conceptually speaking, thewoman bhakti saint of the medieval era, comes
across asaresisting figure who challenged and pushed the norms of patriarchy
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and social propriety. She was a wife who was aso a saint-poet; she was one
that was empowered with wisdom, compassion and detachment— such qualities
in a woman (woman’s body) were resented, feared and resisted. This is the
premise of my paper which attempts to examine the gender dynamics that
festered beneath the bubble of romance in which we tend to cast the struggles
of our women bhakti saints. It isan objective of my paper to explorethe radiant
semiotics of Vaishnav and Shaiva Saguna Bhakti in the verse of Andal and
Mahadevi. At the same time, the paper also examines the lives of these two
women located as they were in the patriarchal matrix of socia control, denial
and abuse. When her parents began to look for a suitable husband for her,
Andal insisted she would marry only Krishna. Mahadevi, on the other hand,
was compelled to marry alocal chieftain. Her husband who was entitled to full
authority over the wife'sbody, soul and mind, resented the prospect of sharing
her loyaltieseven with an absent God, whom heritually worshipped. Mahadevi’'s
divine journey is grim and strewn with the turbulence of harsh reality,
comparatively Andal’ sisanarrativethat is sensuous and dreamlike. To appreciate
the esoteric-ceremonial of the Saguna, to acknowledgetherivalry and infighting
between the Vishnu and Shiva cults of bhakti, and to interrogate simultaneously
the nexus of bhakti-gender-patriarchy amounts to an attempt to de-construct
bhakti construct. This essay performs areading that resists, and therefore, isin
some measure— areading that is postmodernist and feminist.

Women Bhakti Poets

Women mystics of the bhakti sampradayain medieval India, between the
ninth and seventeenth centuries (including a few in the nineteenth century),
provide an interesting scope for research in the interface between—-women's
guest for enlightenment and their encountering of patriarchal subordination,
gender stereotyping and sexual abuse-which they must confront both at home
and in theworld outside, despite the fact that they are located within the broad
normative of spiritual convention. Women Bhakti saintsthat are popularly known
to us, translated and researched in our times, include the following: Andal
(Tamilnadu, 9" c), Akka Mahadevi (Karnataka, 12" ¢), Janabai (Maharashtra,
13" ¢), Gangasati (Gujarat, 12-14" c), Lal Ded (Kashmir, 14" ¢), Mirabai
(Ragjasthan, 15" ¢), Bahinabai (Maharashtra, 17" c). A late entrant into the
women’sBhakti matrix is Peero, acourtesan saint-poet from 19" century Punjab.
M. S. Subhalakshmi, the ethereal classical singer from the south (who began
lifeasaDevadas), isanother claimant to thefold of modern bhakti, besidesthe
voices of scores of women-poets who have lived on the other side of memory,
unknown to us. Here, | shall examinein brief the life and work of Andal and
Mahadevi akka—two women poetsfrom south India, and within their respective
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contexts, | shall do a reading of gender-specific issues that surface in their
writings as women in bhakti.

Inmedieval India, wefind at the centre of Hindu religion thetrinity gods—
Brahma, Vishnu, Mahesh (Shiva) — uphol ders of three cardinal life principles of
creation, maintenance and dissolution. Each God of the trinity was framed
within amatrix of layered narratives and sported amyriad nomenclature. Lord
Vishnu, the God of restoration and preservation was the locus of the Alvar
Vaishnav tradition to which Andal belonged. From a very early age, Andal
began writing passionate love songs addressed to Krishna — eighth avatar of
Lord Vishnu, heisregarded as supreme God Himself. Recurrent referencesto
Krishna and several Vaishnav myths find their way into her passionate love
poemsintheform of dyadic references, jealousdigsat Krishna's consort Radha
and wife Rukmini or to Vishnu's wife Laxmi. Myth in Andal’s verse is al'so
accessed through the use of metaphor, anecdote, personification and other forms
of tropes.

To make better sense of the Vaishnava Saguna Bhakti poetics, we need
tokeepinmind certain basics: two of Vishnu'sincarnations— Ramaand Krishna,
that are central to the epics of Ramayana and Mahabharata, often find their
way into Vaishnav semiotic. Vishnu/Krishna is usualy represented as blue
complexioned, handsome and taut, with four arms holding the following esoteric
symbols — a conchshell, a discus, a lotus flower and a mace. The layered
semiotics of Vaishnav poetics also derives from indigenous subaltern myths
that have been co-opted from agrarian contexts. The Vaishnav Bhakti semiotic
exultsin the aesthetics of feeling romance thereisto it— a sense of abundance
and the approach to god isthat, of alovethat is passionate and dyadic. Hereis
aquote from Chabria and Shankar’s translation of Andal:

Your great black body is cleaved

By springing lightening. Know

I, cracked gem, wish to be entwined with

The glorious Lord of Vengadam thisway. He holds

Auspicious Sri Devi to hisresplendent

Chest. Go tell him to know such love

With me, to crush my savaged heaving

Breaststo him every singleday. (Andal, lines 101)
To use atechnical expression from Bharatmuni’s aesthetics of the rasatheory,
Vaishnav Bhakti is essentially shringara-rasa pradhan. Deeply imbricated in

mythology, it istemple-centric and achosen path of the well-to-do househol der,
who seeks to balance spiritual and material dualities. Some popularly known
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names of Vishnu are—Krishna, Parashurama, Raghurai, Rama, GiridharaGopal,
Ranchod, Jagannathaand many more, with Mohini being hisoneand only female
swaroopa (aspect).

Anda whowrotefromwithintheAlvar school of Vaishnav Bhakti tradition
in ninth century Tamil Nadu, graduated to the status of Goddess/special soul,
early in her childhood. Shewas an abandoned infant who wasfound and adopted
instantly into the family of a senior Alvar. Andal, who grew up on a diet of
Krishna, perceived herself as Krishna's bride and unabashedly wrote passionate
erotic verse until the moment of her disappearance at age sixteen into Krishna's
idol. Thisunabashed tenor of Andal’s stands out in her Vaishnav Bhakti poetics;
it lends her voice an urgent dramatic timber, which resonates well with
contemporary poetic tastes and sensibilities.

For my study of Andal’s biography and her vacanawritings, | have used
as my primary text— Priya Chabria and Ravi Shankar’s trand ations and notes
from Andal, The Autobiography of a Goddess (2015). | have also referenced
Devdutt Pattnaik’s 7 Secrets of Vishnu (2011) and 7 Secrets of the Goddess
(2014), besides an online essay by Padma Raghavan & SavitaNarayan, titled:
“Andal: The Poet and her incomparable garland of verses’ from a Heritage
Indiawebsite. According to Chabria and Shankar, south Indiain the medieval
ages was mired with religious conflicts. The Nayanars (Shaivites) who had
secured royal patronage were busy waging battles against the dominant Buddhi st
and Jainreligions. Also, there wasinfighting among the Shaiva Nayanars and
the Vaishnav Alvars:

The Nayanars and the Alvars also bitterly warred with each other,
a fact not often acknowledged. During our research we came
across this quixotic maxim, “The Nayanars walk and sing, the
Alwars stand and sing”. Tellingly the maxim means that the
Nayanars, having secured royal patronage under recently re-
converted Shaiva CholaKings, werefreeto wander and proselytize
about the Shaivite god's miracles. The Alvars were restricted to
singing their laudsintheir local shrinesor at principal templeslike
Srirangam... They therefore “ stood and sang.” (li/lii)

Of Andal, who belonged to the frontline order of the Alvars, it is said that she
was found beneath atulsi plant by Periyalvar, who was an ardent devotee and
head priest of aVishnu temple of Vatapatrasayi at Srivilliputtur. Periyalvar was
a learned man, extremely spiritual and much respected. He was fond of
gardening and fondly made garlands for daily worship at the temple. On
discovering the tiny infant beneath the tulsi shrub in his garden, the delighted
Periyalvar (also known as Vishnuchitta) and his wife Vrajai adopted the baby
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and raised her as their own; educating her and grooming her in the spiritua
discipline, artsand literature of the Alvars. Periyalvar’swords give usawindow
into how he saw this child that he had received into hislife. Shewasfor him a
very baal (baby) Krishna, and he to her was the very mother that Yashoda had
been to Krishna(symbolically, emationally). | quote:

| saw Him both Mighty and as The Child | play with at home, loving
Him as only a mother can. | think of myself as Yashoda, God's
mother — as my wife Virgja knows.

.... did people begin to call me Periyalvar? After this? Or when my
daughter married the Lord, and | became His father-in-law?

Thelove of God does strangethingsto us. ...... My body remainsa
man’s but my touch becomes that of a proud mother as each day |
plait flower garlandsfor Him. (171)

Kodai (or Godha) asthe girl was named, was happy to be her father’scompanion
and accompanied him on many a pilgrimage. She benefitted much from the
spiritual fervour, the bhakti discourse and the singing. From an early age she
had begun to compose poetry seeped in ardent devotion for Krishna. A verse
by Andal:
As dwarf, You strode the worlds with two steps — Glory to Your
feet.
AsRama, You slew the demon of arrogance— Glory to Your valour.
AsKrishnainacradle, You shattered the cart of evil —Glory to Your
fame.
AsGiri Gowardhan, You lifted amountain for our protection—Glory
to Your goodness.
Glory to you eternally — Grace uswe implore. (15)

Things changed however when her father, Vishnuchitta/Periyalvar, found one
day astrand of hair inagarland meant for Vishnu'sidol. Further inquiry divulged
the fact that Kodai was in the habit of wearing the garlands made for Krishna,
that shedid it righteously as she considered herself Krishna sbride. Periyalvar
was shocked to know hisdaughter had been adorning her hair with the garlands
he used to make daily for Krishna's temple service. For a while he stopped
making the garlands until one night when Lord Ranganatha himself appearedin
his dream, and assured him no harm was done, that it pleased him, in fact, to
wear garlands that had first been worn by Kodai his sweet devotee. This
momentous event assured Peiryalvar of the piety of his daughter’s actions.
Hereafter, Kodai (Andal) was addressed as Sudikuduttha Nachchiyar, meaning
the girl who offered God garlands first worn by her.
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Andal by then had reached the marriageable age of fifteen. She was
extremely beautiful, learned and well versed in the arts of devotion. Periyavar
and Virgjawere keen to get her suitably married but Kodai refused to marry a
mortal, she insisted she was surrendered to Krishna and would become his
bride alone. Several verses composed by Andal around this time are seared
with the agony of separation and an urgent desire to be possessed body and
spirit by the OneKrishna. Inthe new bloom of youth, shewrites, “ Drenchedin
lovel drench/Your feet with flowers. In return/You torture/mewith half-fulfilled
desiresthat inflame me/further,” (37) and more from the Andal translations by
Chabria & Shankar:

...auspicious, incandescent, virginal
am |

accept this

fireme

into the dark one who

will rend

my body’s

secret gullet

as he enters me. (36)

A marriage ceremony with the Lord wasthen arranged. The wedding procession
was grand and abundantly arranged, even the reigning Pandya king was there
with hisqueen and entourage. It issaid that on entering thetemple, Kodai in her
bridal finery ran towards the idol of Krishna in the sanctum sanctorum, and
instantly vanished—merged with His idol. She was aged 16; ever since her
merger with Andavan (Vishnu) she is known as Andal. Andal means she that
reigns. Once again, | quote Periyalvar:

Kodai never looked more luminousthan on her poochudal ceremony,
adorned with garlands of buds, full-blown flowers and the rarest
blooms| could gather. Butterfliesfluttered around her, beeshummed
around her... asour girl swooned. Kodai looked like a curved petal
aflame. In aflash, like awound half-remembered | understood where
my daughter was heading: it wasto beasolitary, painful and effulgent
path. Kodai was becoming Andal. (174)

Andal is known to be the youngest woman saint-poet of the Alvar Vaishnav
tradition of Tamil Nadu. The Alvars along with the Nayanmars- their Siva-
worshipping counterparts, were the earliest and the initial most proponents of
the Bhakti movement, which emerged as an antidote to the exclusive systems
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of Brahmin ritual and as a Hindu strategy to stall the exodus of lower caste
Hindus into Jain/Buddhist orders. From a distance of ten centuries when we
look back today, the twin aspect of the Bhakti project, with Vaishnav Alvarson
one hand and Shaiva Nayanmars on the other, seems like a macro sized,
consolidated attempt of foresighted Hindu (Brahmin and Shudra) saints, to stem
the exodus of lower caste Hindus into other religions; that the Alvars and
Nayanmars were partners in the attempt is however incidental. The reality
according to PadmaRaghavan and SavitaNarayan, ismuch different and rarely
been acknowledged. Fact isthat, there was much infighting and rivalry among
the Alvars and the Nayanmars who competed against each other in the fray,
along with other Jain and Buddhist rivals. Fortunately, for posterity, they both
ended up expanding the limits of Hinduism by taking the Hindu icons to the
margins of society, spearheading the construction of indigenous schoolsof parallel
spirituality and alternate canons of sacred prose/poetry, which later merged
with temple scriptures that were mainstream.

Thus, the Alvars and the Nayanars ushered mass movements of people
from the marginsto the centre — they were instrumental in birthing the Hindu
alternativeto templeworship, which eventually led to the opening up of temple
doorsto the masses, who until then had been kept outside the temple€’s precincts.
Asaresult, they forged an alternate/parallel line of worship as Bhakti. Inabid
to bring God to the poor man’s hut they composed devotional songsinthelocal
language, which over aperiod of time grew into a significant corpus and took
their place in temples alongside the Vedic scripturesin Sanskrit.

Asrain sews earth and sky in jewel chains

my need for him strings upwards from my wet

body. Am | to be an aromatic desert |eaf

that diesin the fertile season? Ask him this, go. (109)

*

potent and frail
killer and victim
thisisus

| bleed

staunch

my wound

hear my prayer
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fill my being
with your being. (147)

*

Andal’s Krishna bhakti—the metaphor of pining, passion and demanding
fierceness, is reminiscent of the legendary love play of Radha-Krishna, so
erotically described by Jayadev in his Gita Govinda. According to Patnaik,
“Theidea of Radhaflourished primarily in the Gangetic plains. But it arosein
the eastern areas of Odisha, Bengal and Assam, which were prominent centres
of Tantraand Kali worship.... Radha's fierce love for Krishna would feature
prominently in the devotional movement of Chaitanyato the extent that even
men started identifying themsel ves with Radha, considering Krishnato be the
only true, complete and perfect man” (70-71).

From Andal the Alvar saint of the ninth-century Tamil Nadu, we move
forward intimeto the Kali-like aspect of Mahadevi akka, aLingayat saint poet
located in twelfth-century Karnataka. A glaring commonality between the two
liesin the fact that, they were both surrendered from an early ageto the divine
Lord; both were mystics, poets and beautiful women. Mahadevi was often
referred to asAkka— el der sister; shewasinitiated to Shivabhakti by apassing
ascetic at the age of ten, and eventually by twenty-six, she had enrolled into the
ascetic order of the Lingayats, who worshipped Lord Shiva and lived on the
outskirts of human society. The Lingayats (ascetics who wore the linga as a
threaded pendant) were a variant of the ViraShaiva path that surfaced in
Karnatakain the tenth-century. The Lingayat saints, in their approach to Shiva
bhakti seem to locate themselves closer to the nirguna/meditative aspect of
Shaivism. In Mahadevi akka we have the narrative of not the householder-
saint, but the aspect of one who has given up the world, family, household and
marriageto livethelife of acelibate, in single-minded pursuit of enlightenment
and mukti. In Mahadevi, we have the rare woman yogi who chose eventually
to withdraw to the forests near Srisailam, Telangana, and live an ascetic life of
severe trials and penance, in a cave in the mountains located on the banks of
river Krishna. From what we know today of the Akka Mahadevi caves, the
tiger reserve and the forests that surround it, also considering the fact that she
wore no clothes, her life choices and circumstances were harsh to the extreme.

Shivahimself was agreat wandering yogi—aMahayogi, Adi Yogi, or often
known as, Mahadev —the greatest of all Gods. Mythical lore connects Shiva—
the primal Yogi, with severe penance and ascetic practise, classical music and
dance and with the subversive esoteric of tantraand dark cosmol ogy — profound,
scientific metaphysics of honing and accessing latent potential of the human
body. The science of Tantraregardsthe human body as apowerful microcosmic
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unit, which can be brought to astate of alignment with the macrocosmic realms
and their frequencies, in such away as to awaken the body microcosm to its
highest potential (which occasions the rising of the kundalini), and thereby,
orchestrateitsopening like achalicethat beginsto receivethedivineeixir and
resonates to the hum of celestial harmonies, striking with the hemisphere-a
sublimeeternal song. Christ, who issaid to have waked on water, was obviously
an evolved yogi—attuned to the finest of celestial laws and harmonies.

Mahadevi’squest and life-path, even the manner of itsunfolding, resonates
intensely with the energies and quintessential personaof Lord Shiva, whom she
addressesin her vacanas as CennaMallikarjua— sweet Lord white as Jasmine.
Thewhiteness of the Lord, however, doesnot fit in with our general perception
of Shiva— Mahadev, Bholenath, Kaal Bhairav. Although mythology presents
Shiva as blue throated/Neelkanth with fair skin, his entire body is generally
painted in shades of blue (not white). M ostly, theimages show him sitting cross
legged with a crescent moon adorning his lustrous hair, and sometimes in his
tresses flow waters of the falling Ganges; a cobra snake garlands his neck, he
wears a garment fashioned from tiger skin, and has besides him a trishul (a
staff with a three-pronged blade attached to it), a dumroo (small percussion
instrument), aconchshell and an earthern vessel. These symbols however find
scarce mention in her later work, as her spiritual quest takes her beyond the
Saguna semiotic and into the forest-realms of the formless Nirguna

Mahadeviakka is a voice that has baked in the ordinary family grill and
churned inthe mill of societal pressure. The painsand rigours of life arerarely
mentioned in her poems. Her general disillusionment with theworld can perhaps
be traced in the tone of fatigue and dejection, that we sometimes find in her
poems which express her deep desire for atotal merger with the divine. As a
poet, she comes across as a brilliant mystic who wrote poetry of the spiritual
quest andwashrilliantly imagistic. Mahadevi’spoemsarelikebrief conversations
with Shivaas Mallikarjuna; sheweavesinto her poeticinscapes striking images
from nature, from thelandscapes and natural phenomenon, that she seesaround
her. | quote from A. K. Ramanujan’s translations of her vacanas in Speaking
of Shiva:

You arelikemilk

In water: | cannot tell
What comes before,
What after;

Which is the master,
Which the dave;
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What'sbig,
What's small. (115)

It issaid that at age ten, an unknown travelling Sadhu initiated Mahadeviakka
to Shivabhakti. That moment of initiation, she grew up to consider asthe real
moment of her birth and soon after she betrothed herself to lord Shiva, who sat
in the Udutadi temple in the form of Mallikarjuna. According to Ramanujan,
the name Mallikarjuna trand ates as'the Lord (Arjuna) white as ‘ Jasmine’ or
as ‘Arjuna, Lord of goddess Mallika'; and ‘Cenna’ means dear, lovely and
beautiful. So Mahadevi fell in love with Cennamallikarjuna; she composed
vacanas addressed to Him, and took his name for a signature in all the songs
that she she wrote. The God-path, which took Andal to marriage and amerger
with Krishna's (Kannan's) idol inthe Thiruvarangam Ranganathswamy temple,
that same path drove Mahadeviakkato abandon home and marriage and travel
tothe Lingayat academy in Kalyan; and from therelater, to the Srisailam forests,
mountain and there a deep cave, where she is said to have meditated and
finally disappeared from. Here are a few vacanas, Ramanujan’s trand ations,
which reflect the harsh struggle and sublime tenor of Mahadevi’sinscape.

If sparks fly

| shall think my thirst and hunger quelled.

If the skies tear down

| shall think them pouring for my bath.

If ahillsideslideonme

| shall think it flower for my hair.

O lord white asjasmine, if my head falls from my shoulders
| shall think it your offering. (120)

*

In her growing up years, she appears to have had no special claims to social
privilege or protection, except that she had lustrous tresses and was exceptionally
beautiful; so much so that Kaushika, who wasthe king or chieftain of the land,
fell madly in love with her. He wooed her and chased her, and harassed her
parents with profuse declarations of love and subtle intimidation. Scared for
her parent’s wellbeing, the young Mahadevi at last relented and they were
married. Thelusty king was anon-believer, which made the odds even steeper.
Finally, when conjugal life became unbearable, Mahadevi abandoned home,
family and city, and walked all theway to the Lingayat headquartersin Kalyana,
where, after much discourse with Allama Prabhu and Basavanna, she was
accepted into the Lingayat fold as an ascetic initiate. Around this time, she
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came to be addressed as akka— elder sister, which henceforth was used with
her name as an appendage. M ahadeviakkaflourished in the stress-free environs
and plunged herself in devotion. The following vacana of hersis replete with
joy and has all the features of Saguna Bhakti. It also reveals the degree of the
poet’s surrender and detachment from the world, as she movesin it internally
awakened and lit.

Locksof shining hair

A crown of diamonds

Small beautiful teeth

And eyesin alaughing face
that light up fourteen worlds—
| saw Hisglory,

and seeing, | quell today

the famine in my eyes.

| saw the haughty Master
for whom men, al men,

are but women, wives.

| saw the Great One

who plays at love

with Sakti,

original totheworld,

| saw His stance

and beganto live. (120)

*

Concluding his introduction to Mahadeviakka, Ramanujan says, “Like other
bhaktas, her struggle was with her condition, as body, as woman, as social
being tyrannized by social roles, as a human confined to a place and time.
Through these shackles she bursts, defiant in her quest for ecstasy” (113-114).
And onewonders, if Mahadeviakka's struggleto unshackle herself from societal
pulls and norms can be equated with the struggle of her male saint-colleagues.
Wasit not more difficult for women bhaktas to hold ontheir own path of God?
Mahadevi who had given up her clothes and used only her long tresses was
also harassed at times by unwanted mal e attention and abuse; note the vacana
where she refers to the body as ‘dirt’. “My body is dirt, / my spirit is space:/
which shall | grab, O Lord? How/and what/shall | think of you?’ (116). In
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Mahadevi’s context gender sexuality seems to become a liability, causing her
distress and some confusion. How then must shethink of Mallikarjuna, whoin
spiritual parlanceis, the only “Master for whom men, all men are but women,
wives’; hethat is“the Great One/ who playsat love/ with Shakti, original tothe
world.”

How isit, onewonders, that among mal e saintsfrom Sagunaand Nirguna
Bhakti, none (almost none other than Jnaneshvar) were inspired to leave their
marital home, while a lot of women bhaktas— such as Mahadevi, La Ded,
Mirabai—were harassed into crossing the threshold of their marriage and home,
inorder to pursuetheir spiritual calling. Research into women asceticsin India
indicates that theoretically women (like Shudras) in Vedic culture, and later in
the Bhakti tradition, were allowed to take to asceticism, but the ascetic’s life
was regarded as unnatural and unsuitable for the female gender. Even socially,
the scene was quite compl ex: widows or women who wished to remain unmarried
were often suspected of using asceticism as a ploy to escape the normative
life. Another aspect wasthe concept of stridharma, which perceived marriage,
wifehood and motherhood as a woman’s prime and ultimate goal, and was
prescribed by authoritative texts like Manusmriti and the Dharmashastra.
The concept of stri-dharma, in turn, was attached to the idea of woman as
container and upholder of family and clan honour. Layered in metaphoric
meanings, the woman subject and by extension the woman-saint, inhabited a
gpacethat symbolised dehumanization, which continuously challenged her human
needs and aspect.

Conclusion

Theasceticlifefor women was a so aticket to freedom from the trappings
of gender rolesand emational stereotypes; especially for womenlikeAndal and
Mahadevi, who wereinclined to alifethat was outsidethe socio-cultural trappings
of mortal convention. For instance, intheAlvar Bhakti tradition, Andal wasthe
first woman bhakta who wrote so unselfconsciously love poems addressed to
Lord Krishna— her spiritual master and betrothed. Andal’sisapoetics of erotic,
irreverence and virile passion, and longing for union with Krishna, where her
own female body becomes a site for yoga with the param-atma on levels that
arecarnal, subtleand divine. What saves her, awoman, from social derisionis
the fact that she is located in the bhakti convention of dyadic love, which
symbolises the Divine-devotee connection as Shiva-Shakti, Purush-Prakriti,
Radha-K'rishna, man-woman, lover-beloved, husband-wife.

On the other hand, Mahadeviakka's efforts are even more stunning and
man-like. In an effort to draw closer to the experience of God, she chose to
drop her clothes along with feelings of shame, vanity and pride and stayed in
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the nude, in a cave till the end of her life. The ascetic’s life, can we say, that
athoughit hugely challenged the concerned women, it a so brought them freedom
and an independence of will? That from being dehumanised as symbols of
family shame and family honour, they were ableto posit resistance and recover
their lost identities and selfhood, which itself was commendabl e and courageous
to say the least.

Mahadevi, the Lingayat, who was surrendered to her Lord Mallika-Arjuna
as beloved and master seemsto write from a state of anxiety, sometimes even
with ambiguity towards her own body. Her body in onevacanaislikened to an
abandoned carcass- as a thing that has been used and discarded by the Lord,
and therefore, now it is of little consequence if someone else invadesit. The
ordeals of Mahadevi’s vagrant life, her conscious choice to walk a path of
severe austerities seem to take her beyond the limits of detachment and body
CONSCi OUSNEesS.

Andal, on the other hand, locates her bhakti in the sacred body space that
isvirgin and a gift for Krishna her betrothed. Andal longs for a divine union,
both physical and spiritual; for her the body with al its passion and sweat isfit
sacred site for lovemaking with only her Lord, with whom she unabashedly
cravesfor aunion that is sexual and yet, sacred and divine at the sametime. In
contrast to Andal’s firm stance—as bride to lord Krishna, which is backed by
repeated entreaties to Krishna to take her “flower body”, mind and soul in
complete carnal abandon, the tenor of Mahadevi-akka's vacana compositions
oscillates between her Cenna lord, sometimes as legitimate husband and
sometimesillicit lover. Also, theturn of her phraseis more ascetic and celibate.
It must also be considered here that, Andal in a meteoric lifespan of sixteen
yearshad lived alife of privilege and intense Krishnabhakti from early infancy.
Her foster parents were sensitive and nurturing people, who provided her with
stable education and aclimate of spiritual abundance. Of particular significance
was the shaping presence of her father Periyalvar, who himself was a senior
Alvar, and had introduced Andal to the depths of Krishnaleelaand bhakti; so,
when Andal rebelled against the very ideaof amortal husband her wisheswere
honoured. Whereas, Mahadevi, who came from an ordinary background, buckled
under the chieftain Kaushaki’s pressure and in a bid to save her parents from
further threats and harassment, agreed to a marriage. L ater, when marriage to
the lusty Kaushaki became insufferable, she had only one option and that was
to take to the roads and live on her feet.

Considering the Hindu normative for women as a class was that, they
wereincapable of independent thinking and therefore, in need of male protection,
guidance and domination. | would like to recall Ramanujan’s thoughtful but
passing comment, where helikens M ahadeviakka s strugglesto those of “ other
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bhaktas,” and yet at the same time mentions the specifics of her struggle “as
body, as woman, [and] as socia being tyrannized by socia roles, as ahuman
confined to a place and time” (113-114). One is grateful to Ramanujan for
acknowledging (even in passing) the uniqueness of the bhakti context for the
women bhakta. It needs to be reiterated here (with emphasis however) that,
Bhakti for women who were perceived more as symbols of dharmaand honour,
was a path ridden with severe social stigma, issues of marital and familia
rejection, and psychological and emotional abuse, which amounted to severe
physical, mental and existential stress. With reference to women poets who
were saintly beings, these are daunting contexts that deserve due
acknowledgement and evaluation in bhakti scholarship.

As women saint-poets, who were intensely honest, pure and sublime of
spirit-Andal and Mahadeviakka have earned a place among the frontrunners
of the bhakti matrix. Embedded in the convention of the sacred, from beyond
the gender normative, they unwittingly speak to us as spirited torch-bearers of
theresisting feminist.

Note: As| understand from my readings of the philosophical writingsand
devotional songs of Abhinavagupta (980-1020 AD) the great poet and expert
on tantric practise and theory, Tantrais an esoteric system— ascientific method
and approach to the realisation of enlightenment; it coordinates and accesses
elements of the human microcosm (mind, body and spirit) inall their entirety, to
systematically orchestrate the attainment of liberation from dyadic dualities
through union/yogaof thebody/ Shakti with the spiritua element that isessentially
defined asmale Shival Bhairav — and thereby, through sexual -spiritual unionto
touch the eternal, macrocosmic Divine that existsin an ever sustained state of
dissolution and bliss.
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The Culture and Palitics of Representation in
Mirabai’s Poetry

Kusum Deswal

The politics of representation revolves around issues of power and control over
self and its representations. The act of conscious representation of ‘other’ in
writings/creations of bhakti poets is associated with the practices of caste
domination within the context of bhakti poetry in medieval ages. The oppressed
or marginalised acquire some of the strategies of the oppressor while speaking
about or against their marginality or while exploiting theambiguity of their status
within or without the power centres. Theissue of the politics of representation
in Mirabai’s poetry is part of amuch larger debate on relations of power to the
Bhakti movement. This movement wasrevolutionary initsnature. Thiswasan
eraof forming apersonal relationship with God, which sprang from theyearning
for compassion that everyone experienced after the Vedic period was over.
The Bhakti movement first began in South Indiaand later reached North India
and other partsof the country. The movement redefined Indiasocially, culturally
and religiously, and was al so seen asthe reaction of massestowards the excesses
of Sanskrit traditions and the asceticism of Buddhism and Jainism. For women
embracing this change was easier as they could easily consider god as their
son, friend, or husband. Prior to this, women were never independent and they
did not have access to anything beyond their homes.

The emerging bhakti poets, like Mirabai, destabilised the deep rooted and
prejudiced social practiceslike sati pratha. She conformed to the oral narrative
formin her poetry but explicitly situated her creations asthe poetry of resistance
against biased social practices, and also, as the poetry of devotion. The main
focus of this paper shall be on understanding how Mirabai represented herself
in her verses. Mirabai’s poetry islargely subjective. Mirabai had already defied
the societal norms, so she did not have to imagine Krishna's relationship with
Gopis. Her poetry is an expression of her own love relationship with Krishna.
Mirabai was born in 1498 A.D. (1555 Vikram Samwat) at Kudaki (Chokadi)
near Merta. Mirabai isone of the most popular legendary figures of early Hindi
and Guijarati literature. One cannot undermine the significance of her songs
when they are alive after half a millennium amongst millions of people of all
castes and classes in Northern and Western India. Her poetry was heart-felt.
Mirabai’s work has been transated in English several times most notably by
A.J. Alston (1980), Hawley and Juergensmeyer (1988), Shama Futehally (1994),
Robert Bly and Jane Hirshfield (2004), and Andrew Schelling (1993).
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Bhakti and Culture

Itisimportant to understand the concept of bhakti in thosetimes. Most of
the theories on bhakti associate it with a particular religion or cult and also a
specific doctrine. Bhakti isunderstood as monothei sm, based on the devotion to
a persona God, where there was a consciousness of the difference between
God and humans. It isbased on theideathat bhakti isdifferent from the path of
jnana and that they are opposites of each other. Krishna Sharma in her book
Bhakti and the Bhakti movement: A New Perspective refers to the academic
work of H.C Raychadhuri’s Materials for the Sudy of the Early History of
the Vaishnava Sect and emphasises that bhakti is largely identified with
Vaishnavism. Many academicians described bhakti from the perspective of
Vaishnavas and they had substantial material on the same. Referring to Panini’s
Ashtadhyayi Krishna Sharma observes that:

The word bhakti is derived from Bhaj by adding the suffix ktin(ti).
Bhaj can be used in any of the following meanings:. to partake, to
engagein, to turn and resort to, to pursue, to declare for, to practice
or cultivate, to prefer or choose, to serve and honour, to love and
adore. The suffix ktinisusually added to averb to form an action or
agent noun. Thus bhakti (+ ti) can mean participation as well as
recourse, experience as well as practice, reverence as well aslove
and adoration....According to the rules of Panini, bhakti indicatesa
bhava or condition. In the relevant sutra in the Ashtadhyayi, he
uses the word in the sense of excessive fondness and devotion, and
illustratesits meaning with different objectsand persondlities. (Sharma
40)

It is equally relevant to focus on the concept of culture in India. Culture
represents the values of a nation; beliefs and outlook towards life of its
inhabitants. Cultureismanifest in theideologies of thelife of anation. InIndia,
ideologiesare deeply influenced by religion and thusthey influence our culture.
All forms of music, dance, and paintings are largely religious in flavour and
deeply embedded in folk culture. The Bhakti movement also intensified the
urgeto build temples as an expression of devotion. Thetempleswerethe centre
of religious fervour and social congregation. Many temples still disseminate
religiousand cultura valuesby engaging peoplein discourses. Templesprovided
thestagefor the evolution of collective danceand music. Thebiggest contribution
of the Bhakti movement to the Indian culture was the composition of the songs
and poetry which were intertwined with folk music and group singing. The
bhakti songswere full of passions, heartfelt emotions and sentiments thereby,
enhancing its cultural value. Most of the sant poets belonged to the lower
strataof society like kumbis, tailors, potters, carpenters, gardeners and barbers.
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For many sants like Akka Mahadevi, Andal and Mira Bai the main goal of
bhakti was to attain salvation through self-surrender to God. The Bhakti
movement popularised more because it offered an equal status to all bhakts.
Therefore, the meekest from the orthodox sections of the society became a
part of it.

Life and works of Mira Bai

Mirabai was married to BhojaRaj in 1516 and the coupl e did not have any
child. She was the grand-daughter of Rao Duda. Hermann Goetz opines that
Mirabai must have attained the age of 65 or 67 years. He assertsthat she could
not have died before A.D. 1563 or 1565. This can be corroborated by the
legends connecting her with Akbar, Man Singh, Birbal, Tansen and Tulsidas.
Her association with Akbar and others has been considered as unhistorical
because many scholars believed that shedied inA.D. 1546. Thereisevidence
of her disappearance but not her death, and therefore, one can argue that she
lived much longer (Goetz).

The Bhakti movement was at its zenith between the fifteenth and
seventeenth century. The faith of sant poets in the efficacy of bhakti bhava
(devotional love) over other forms of oneness with God became the creed.
They practiced to surrender to thewill of God and learnt to sacrifice everything
that they owned. They believed that the best mortification made their souls
humble. Kabir and Mirabai are the most popular sant poets from North India.
TheWesterninterest in Mirabai’s poetry began when Britishers colonised India
in the mid-eighteenth century. Mirabai’s poetic creations are conventionally
known as “Padavali”. The word Padavali means a series of padas. Pada
wasashort song providing an instruction on spiritualism. Sinceit was composed
insimplerhythms, thereforeit enabled an easy adaptation for singing purposes.
The melody or raga was specified and usually had a dhruvak or refrain in the
opening line or second line (Alston 27). Mirabai’s songs have survived more
than five hundred yearsthrough the itinerant singers who memorised them and
sang them sometimes after making some alterations and additions to them.
Everyone accepts that Mirabai’s songs have been altered by the singers who
sang them often. Her songs have come to usin various dialects which carried
the linguistic fervour of the singers who sang them. Many a times they sang
different versions of the songs which were altered by individuals to suit their
own likings or the taste of the audience. Acharya Chaturvedi’s Padavali which
isa 2008 edition includes 201 padas.

Mirabai was not arevolutionary and she never condemned any social or
religious practices. Her poetry does not focus upon the social order like Kabir.
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Sheonly followed Vaishnavism or particularly Krishnaism. Her poetry emerges
from her own mystical experiences with her Lord Krishna. Madhurya bhawa
ispredominant in her poetry. WWomen poets conforming to madhur rasatradition,
considered their personal God as their husband, and surrendered to their
respective God completely. That is primarily the reason Mirabai considered
Giridhari Lal as her husband. Mirabai considered herself as areincarnation of
gopi Lalita. There are various such references in her verses —meri unki preet
purani (Chaturvedi, verse 20); purabjanam ko kol (verse 22); purabjanam
ko kant (verse 124). Her life story was deliberately muddied up by many
writers. Acharya Chaturvedi avers that she was presented as the wife of Rana
Kumbha by many writers due to the politics of her times. Krishna P. Bahadur
opines that few incidents of her life survived as they were in consonance with
the Vaishnava sect. For instance, her short verbal spat with Jiv Gosain in
Vrindavan. Similarly, her terms with Tulsidas pleased the followers of Lord
Ram as they wanted to demean the Krishna devotees. Many incidents of her
life were narrated from the perspective of the lower middle class with whom
she mingled. As the middle class without understanding the political angle of
her life kept reiterating the same for the regular quarrels in their household.
Mirabai has survived despite all the varied interpol ations and distortions of her
lifestory.

Despitethelimitation of the reach of vernacular languagesused by Mirabai
for expression, her creations have been translated and re-interpreted by reputed
trandatorsand scholars across nations. Mirabai composed sagun poetry. Mirabai
composed many bhajans and couplets which express her devotion to Giridhar
(Krishna) as the upholder of the mountain. According to Hinduism, five types
of emotions comprise bhakti—shanta, dasya, sakhiya, vatsalya and madhurya.
There are many padas of Mirabai that have been identified as comprising the
madhurya bhava or viraha vedana. Schelling has done an in-depth analysis
of her padasin thelight of eroticism. Her poetry abounds with themes of love,
devotion and spiritual illumination. She created a corpus of poetry which was
based on emotions, sentiments and pure devotion. Like the Sanskrit poets of
the early period, Mirabai presented shringar rasa (based on passions) sentiment
in her poetry besides Madhurya Bhawa and Viraha Vledna (dwelling on pangs
of separation from her beloved). In many of her creationsit is evident that the
body indulgesin physical pleasurewhereasdivinity isattained by the enlightened
soul. Her condensed effortsand her calibrated enquiry during her spiritual journey
make her life an exceptional saga of struggle and determination to reach the
divine. The elements of shringar rasa and madhurya bhava bring sublimity
to her poetry. The simple rhythm and repeated refrain in her songs encouraged
millionsto sing her songs and relate with her intenselonging for the divine. To
guote afew lines:
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Maim giradhar rang rachi saiyam mai giridhar rang rachi

Pacaramaga chola pahera sakhi mai

Jhira mita khelan jati

Vajhir mitmai milyo sawaro,

Khola mili tana gati.

Jinaka piya pardes basata haim,

Likham likham bhejat pati,

Mera piya mere hiya basta hai,

Na kahu mai jati.

(Mirasaid to her companion:

My heart is steeped

In Krsna's love,

| wore arobe of five colours

And went to play hide and seek,

| saw my Dark Lover there

and gave him my body for keeps.

Others send letters to declare

Their love: but my Lover’sin my heart

What need | have to go anywhere?) (Bahadur 45)
Mirabai’s verses have both spontaneity and instinctiveness in the rhythm and
melody. Royal householdstrained the princessesin playing musical instruments.
KrishnaP. Bahadur opinesthat “Mirabai did not deliberately choose her words
to create an effect, rather her poetry was so spontaneous outpouring of her
heart, and achieved perfection because of her artless and deep emotions” (31).
Mirabai as a royal princess must have learnt music and perhaps dance also.
That seems to be the reason that she knew different ragas and sang bhajans
perfectly. Mirabai used colloguial language for singing bhajans. Her efforts
were not in the direction of exhibiting her poetic talents or appeasing others.
She sang for her Giridhar Lal and also for her self-attainment. Most of her
poems are in Western Rajasthani (the dialect spoken in Mewat) where shewas
born and brought up. There are aso traces of Braj (a dialect of Hindi in and
around Vrindavan) and Gujarati as she spent considerable time in Vrindavan.
Mirabai’ sinterest in combining the classical and traditional with the vernacular
made her poetry sublime. Mirabai described in simplelanguage the concept of
righteousness, philosophy and salvation/liberation. It isthrough the allegorical
constructs that the masses understand the idea of salvation as propagated by
different schools of philosophy and also in Mirabai’s poetry.
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Mirabai’s songs were influenced by folk culture and her popularity has
made her songsimmortal. Mira’ s popularity can be ascertained by the fact that
a comic series named Amar Chitra Katha has been written portraying her as
an ideal wife. The story focuses on her dharm and bhakti. These comics play
avery crucia role asthey become the markers of popular culture. The various
depictionsof Mirabai in movies, stories, folktal es, plays and movies emphasize
upon the idea of her radical bhakti as she placed her love for the divine above
her duties as a wife and a daughter-in-law. Mirabai was a true aficionado of
Lord Krishna The language of Mirabai’sversesis orchestrated with apt use of
words, similes and metaphors that depict her reverence for Lord Krishna
M etaphorical expressionsbecome profoundly significant when they are correctly
interpreted. It is aso possible that Mirabai used Brg with other languages
because metaphors require continuous word-play. Her language is flavored
withlocal vocabulary. The meaning of al such words can betraced contextually.
A reader isguided by the intentions and tone of the poet within a historical and
socia context. The authenticity of the verses of Mirabai and many other poets
who used vernacular language has been challenged due to lack of historical
evidence and the controversies associated with the vernacul ar literature. Acharya
Parshuram Chaturvedi explainsthat Mirabai used at |east fifteen types of metre
or chhand in her poetry: Saar chhand, Sarsi chhand, Vishnu pada, Doha
chhand, Upmanchhand, Smaansavavya, Shobhanchhand, Tatankchhand,
Kundalchhand, etc. (Chaturvedi 53-55). Krishna Sharmareferring to Giridhar
explainsthat Mirabai’ s narratives are the meaningful observations on the society
and culture of those days. They are also the representations of the ideologies
that wereinfluential in defining the historical processes. Historians have always
viewed language as a political device. In her book she quotes the historian
Muzaffar Alam, who believed that the Mughal s deliberately promoted Persian
asthe court language while use of Brgj intheimperial court wasalso apolitical
consideration. Bragj was an expression of authority, grace, morals, storiesof the
sword and Brahmanical traditions.

Mirabai often danced in the temples before the idol of Krishna. Her in-
laws and many others thought that she was besmirching the honour of the
Sisodia Rgjputs. They overlooked the fact that dance was an act of devotionin
both mythol ogy and religion. L ord Shivaisknown to perform Tandava whereas
Krishna is popular for his ras-leela with gopis. Hence, her dance cannot be
considered as an outrageous act. Mirabai’s passion matched with the intense
emotions of Chaitanya who also danced while singing. Kabir and Raidas are
not closeto her in thiskind of devotion. In one of her verses, she speaks of the
rangamahal (the part of the palace which was for the sensual enjoyment):
“virahana baithya mranga mahala mam” (Bahadur 105). She renounced the
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life of a princess, family comforts and honour to become a true devotee. She
broke al the Rajput social codes, wandered on the roads and mingled with
peoplefrom every social strata. Rana Sangawas her father-in-law who engaged
in war with Mughals. It is believed that she defied the norms of upper-class
Rajputs and that agitated Rana Sanga. Legend holds that once he pulled the
dagger and ran to kill her. He suddenly encountered hundreds of Mirain that
room and hedid not know which onetokill. There are hundreds of such legendary
tales of Mirabai.

Mirabai’sspiritual inclinationin her poetry did not match with most of the
poets of her day like Jai Dev (court poet of North East) or with the poets
belonging to the Vallabh school from Braj. She also did not belong to the
Nirgunsants of Uttar Pradesh, Rajasthan and Punjab. She belonged to the
Sagun sants of Vaishnava sect. Mirabai established a persona relationship
with her Giridhar Nagar, which was not the case with other sagun sants.
They weresimilar to Mirabai only in the acceptance of temple-worship, chanting
Hisname and afaith that devotion will eventually culminatein dissolutioninthe
deity. Chanting of nameswas an essential aspect of Mirabai’s spiritual sadhana.
She always believed that Lord was limitless and thus viewed him as “Hari
avinasi,” based on the principle of the indestructible, mirake prabhu
hariawinasi (Bahadur, verse 75). If God is presented in the human form like
Krishna, then a devotee like Mirabai could certainly establish an intimate
relationship by perceiving herself asa Gopi (cow herding girlsfamousfor their
unconditional lovefor Krishna). This certainly demanded an intense passion of
adevoteelike Mirabai and awoman’stender heart. Mirabai was purely devoted
to her Giridhari Lal likeaHindu wifeto Krishna. She constantly refersto Ram
and Shyam (Krishna) in her verses. Both are believed to be Vishnu'sincarnations,
S0 it is the same whether she addresses Ram or Krishna. She reiterates that
those who devote many hours to sleep and useless tasks; they are deluded.
They can never get rid from the cycle of birth and death and consequently, they
can never attain moksh. Whereas sheis sure of her way of renunciation which
is chanting the name of Ram and surrendering to Krishna:

ramana mana leta

apa hi apa pujya kai re,

phule ang nasamata....

das mira lala giridhara,
sahajakara bairaga (106)

(yet you will not chant Rama’s name
You have built dams

of vanity all around you....
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Mira says, O Krsna,

I’m your slave,

show me the way to
renunciation.) (Bahadur 107-108)

Shelived her life with this constant belief that she was married to Krishna. In
one of her verses, she refers to her marriage to Krishna in her dream, “mai
mhane sapne mam parinayam dinanatha” and refers to her nuptial bed in
another verse, “piya se jsuhage” (Bahadur, verse 60). Mirabai’s poetry
combined the devotion to God with arealisation of one'sfinal identity with God.
Mirabai is constantly aware of the presence of Krishna in her heart (dar
salahyam sukha — rasi, Alston, verse 194). All her actions of dancing and
singing were her acts of worship of the omnipresent Krishna. Although, it is
alsotruethat aslong asoneisalive God is both present and absent. Whenever
Mirabai sensed the distance between her and her beloved Krishna her heart
ached, which resultsin the poetry full of her viraha-vedna. Eventually, thereis
not much difference in the worshippers of sagun and nirgun poets. Mirabai’s
poetry is certainly a reflection upon the significant aspects of her life. She
never feared punishment by her royal family. She was always determined in
the goal of pursuit of her beloved Krishna and she was undeterred by the
obstaclesthat camein her way. Shewas not interested in understanding anything
other than her love and devotion for Krishna. Her soul embraced bhakti of
Krishna and all her poetry emerged from her urge to profess her love and
yearning for Krishna. The only means of fulfilment for her was surrender and
complete devotion to God. Her feelings are evident in the following verse:

Mira hari ke haath bikini,
Janama Janama Kidasi

(I am sold to Krsna

I’'m hisdlave

| have pledged my loveto him
life after life

and | am united

with him always.) (56)

Conclusion

The legend of Mirabai was told and retold again and again, thus the
narrative was also rephrased, whenever it resurfaced in different languages
worldwide. Mirabai was understood by various peopleat varioustimesaccording
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to their individual perspective and purpose. For instance, Andrew Schelling
finds her poetry erotic as well as devotional. His emphasis on eroticism in her
poetry seems to be a bit exaggerated. But it is relevant in understanding the
Western perspective. Acharya Parsuram Chaturvedi and other scholars lament
the distortionsthat have arisen in many available verses. Purohit Hari Narayan
claimed that he collected nearly 500 padas or verses in handwritten, oral and
printed form as the original creations of Mirabai. He also claimed that the
padas have extensive history associated with them. Almost al renowned scholars
accepted less than two fifty padas or verses as Mirabai’s original creations.
Mirabai’s padas are filled with theological preachings where she emphasised
that worshipping and connecting with Krishnaisthe soul’s means of salvation.
There are padas that underscore shringarras as she focuses upon her sensuous
body and struggles to contain her desires. It is evident from all resources and
references availablethat Mirabai wasasagun sant, who was an ardent Krishna
devotee. She viewed Krishna as her husband like Andal. Mirabai chose the
absolute and the eternal God for her eternal love. Like Radha, Mirabai also
desired Krishna and did not shy away due to the notions of abstinence for
women. She repeatedly referred to Krishnaas * Avinasi’ based on the principle
of indestructibility. She alwaysbelieved that she belonged to her Giridhari Lal,
and her only purposein lifewasto unite with Him. According to Mirabai, only
Krishna could help anyone attain moksh (salvation). Hence, she completely
surrendered herself to Krishnain order to fulfill her aim of salvation/dissolution
or emanci pation.

AcharyaParsuram Chaturvedi, A. J. Alston, Robert Bly and Jane Hirshfield
opinethat thereisno other woman poet of Mirabai’s calibre who existed before
her. According to A.J. Alston, Mirabai cannot be classified with any other sant
poet except sant Gyaneshwar (Alston 26). The desireto unitewith Hisidentity
is equally pertinent in Gyaneshwar and Mirabai’s poetry, and it is evident in
Mirabai’spada: Koi kachukahe mana laga, aisi preet lagai manamohana,
Jyumsona mem suhaga (Bahadur 87). Mirabai is primarily identified as a
bhaktin; secondarily as a poetess. Most of the scholars opine that her poetry
reflects her personal life. She was completely devoted to her Giridhari Lal
since her early childhood. Her passion and devotion for Krishnaincreased after
shelost her husband and father. Mirabai wasinitially repressed in a patriarchal
society but she gradually emerged as an archetype of a strong woman in
complete control of her own life. Thisis evident in her poetry. She became a
precedent for women who want to stand up on their own by transcending all
the boundaries of physicality, gender and societal norms.
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Metaphorical Metamorphosis. A Critical Reading of
Select Sories, Poems and Plays

Manali Dogra

One moral, at least, may be drawn,
towit, that all.

our school text-bookslie.

What they call History

isnothing to vaunt of,

being made, asitis,

by thecriminal inus:

goodnessistimeless.
—Auden, “From Archaeology” 60-67

Theinexplicableistermed as redundant in human history, whileliterature serves
onewith the chance of restoring it, aswe question what liesin theworld beyond.
Theword‘Rose’ automatically createsvisual imagery of ared flower signifying
beauty and love; whereas ‘night’ shall always form a dark, terrible image of
crimeand danger. Theword ‘ archaeology’ is symbolic of the dead, the archaic.
However, the paper is an attempt to explore its different nuances, of how any
structure can be much more than the literal, or become a vantage point for the
elevated feeling, the efficacy of tragic gaiety through the past, present and for
the generations to come.

Weindeed livein aworld of factsthat may not believein envisioning the
colours of music or hearing the music of colours, but a metaphor serves as a
tool in conceiving such conceptsthat lead usto these inexplicables. It becomes
monumental when it pushesitself to abstractionin pursuit of theinexperienced,
the unattained, and the sublime. Auden, in his poem “Archaeology”, conveys
the same idea of how all that one has read about history and monuments of
archaeology holds no significanceif one does not learn anything from its past.
Man shall continue to bear the mundane, untouched by the superior forces of
sublimity and least aware of living lifein amanner which Yeatstermsas“tragic
gaiety.”

Sublimity isalwaysveiled in abstraction, and any monument/monumental
structureissustained by its‘jaali work’ (carved geometric patternson perforated
stoneusually found in Indo-1slamic architecture) that worksasaveil inthe path
of sublimity. It perfuses the message that this veil of obscurity and abstraction
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islifted in the very moment, when one entersinto adia ogue through perforation
contoursof beautifully engraved ‘jaalis (intricateyet airy patterns), and renders
himself to the understanding of tragic gaiety. The monument of metaphor remains
unaltered, indoctrinated by human experience leading itself to a further
destination, into an array of infinite expressions.

Metaphor becomes an autonomous entity that evolveswith time, and should
not be restricted as a secondary use of language. Embarking the topological
transformations of words and sentences into an enduring state of the journey,
metaphors of lovein the empathetic narrative amidst theinevitabletragic times
mark the core of the essential and eternal journey of metaphorsthat make them
monument, rather monumental. The literal metaphor is supposed to focus on
thediscourse of human life, where the discourse evolves the human to cel ebrate
histragic being. The paper aimsto explore these metaphors of love and tragedy
that are beyond the artifice of eternity and surpasstheir verbal manifestations.

Monument and Movement

Any comprehensive approach needs a complex absorption praxis to
respond to the multivariate architectonics, spectrums, echoes, and to put it more
simply, abstractions. Metaphors of love and tragedy are abstract figures buried
inthe explorablelayersof literature. They urge oneto cel ebrate the uncel ebrated,
thetragic, and the appalling. Shakespeare’s“ Thelunatic, thelover and the poet
areof imagination all compact” in thefleeting world of reality isarevisit to the
eternal longing of decrypting the encrypted message of love adorned by the
touch of tragedy. In the play A Midsummer Night's Dream, Theseus says,

THESEUS. Such shaping fantasies, that apprehend
More than cool reason ever comprehends.

The lunatic, the lover and the poet

Are of imagination all compact. (Shakespeare 5.1 5-8)

Likealover soaked in mourning melodies of life, the monument of metaphor is
never static; it is a unifying structural design that is in an eternal state of
movement, a Raahro (passer-by) to guide not only aselected few but everybody
around. It becomes a directional note for the unknown path. Metaphor, along
withitsinexhaustibility, carrieswithin the historical sensethat coalescesunified
memory in the abstract perspective. Because of its incapacity to be the
expression in concrete form, the metaphor becomes the symbolic self for the
modus of abstraction. The historical sense of ametaphor becomesamonument
when the memory becomes a receptacle of significant moments of life. The
acceptance of nothingness, a meaningless modern world, was acknowledged
and anticipated by the modern poets as well.
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Yeats, in his poems, Sailing to Byzantium and Byzantium, talked about a
journey to the mythical city of Byzantium, one that emerges out as a response
to the chaotic world. At the same time, it implies the upsurging requirement of
anew golden age. Conjured by the poet in the mythical land of Byzantium, the
“golden bird” in the utopian land of ‘ Byzantium’, embroidered and flushed in
gold work, beholds within the power to absorb oneinto its chasm of sublimity.

It epitomises the creation of artwork asaunion of art in eternity. Just like
the *Grecian Urn’, it becomes a timeless and immortal metaphorical
manifestation. In the poem, Keatsimmortalised the wedding procession of the
Grecian Urn and hence the idea of love. Therefore, the metaphor becomes the
living force of celebration of the unrequited love of thelovers, “the foster-child
of silenceand slow time” (Keats, line 2) stretchesthe historicity of the Grecian
Urn and re-establishesit asamonumental entity. The moving procession moves
metaphorically and yet remains immortalised on the urn. The verse of Keats
givesit amovement and therefore, the energised space of urn shows an unseen
progression.

Artifice of Eternity

Hamlet typifiesto be atragic hero, and his tragedy becomes an essential
expression of life; asit questionswhat really iseternal. Art in variousformsis
perceived to be eternal; however, the ‘artifice’ of eternity is an essential
expression of life, that becomes athread of the past. The concept of thread as
ametaphor is very interesting to be understood.

Each thread in itself is amonument, a unit of interlocked expressions of
the past. Formed by continuous spinning and twisting of afilament, thethreadis
as eterna as the monument; for it never really loses its essence, even after
being snapped or left stranded. It further makes one wonder about what thread
did the artisans put in the making of the monument that it standstall till date as
an eternal body? When Kabir or any Sufi Saint fabricates his argument about
the body as afine piece of cloth, he does not solely indicate our physical body,
but thevery ‘being’ of existencein thelife granted to one. Subtly performed to
perfection in its mastery of the warp and weft, the cloth is interlaced with
intricate work and craftsmanship. It has been worn by the sages, the saintsand
the common man, but each one of them has been ableto defile it by misuse of
what can be put as; ‘ thought, word, and deed’ . Thecloth, just like the monument,
beholds a message to be learnt, that of love and humanity. It is only in the
participation of humanity as a collective being that one shall be able to reach
closer in the attainment of the spiritually sublime.

The warp and weft of the monument have been weaved with subtle
messages in the innumerabl e stories that each stone upholds, in the mourning
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melodies that serve to be incantations that can rejuvenate the dead. In the
contemporary times, and even for generations to come, it isfor one and all to
understand that what really is eternal, is not the physical cloth, the tangible
body, the beauty and grandeur of the majestic monument; but is the essence of
each. “Goodnessistimeless’ (Auden, line 70), and one ought to not fall prey to
their own world of illusions by forgetting the very essence of our existence.

Love as a metaphor is a symbolic dimension to life that has no singular
approach to be constrained by the given set of words. When Chandradhar
Sharma' Guleri’ narrated hisshort story “Usne KahaTha’, he consolidated the
different strings of tragedy in hiswriting. A soldier’splight when the nation was
at war, the fragmented stories of individuals at that time, a scenario exhibiting
the chaos and the violent time of the country, yet possessing atale of love that
survives in such extremities. He deliberately weaves in his story, a character
like Lehna Singh, who is portrayed sheltering Subedar and his son for reasons
unknown to the readers. Initialy, it occurs to be a tale of the nation at war;
however, it is only at the end that we realise the tragedy of his life. For each
time he asked the little girl “teri kudmai ho gayi?” (Guleri, 11), he would
expect a*“dhatt” in return; only for hislittle world to be later on shattered by
learning that she had been engaged. For now, just like love, as we know is
never for the self; it always has an external referent, which the girl became for
him. Lehna Singh devoted his life to an encounter of childhood that cast an
impression so deep, that in the very moment his time travel collapsed inward.
Such metaphors of love and tragedy stay frozen in space and time.

The monument of metaphor isnot the apprehension of information retained,
rather, it isthefelt experience; arepresentation not of theliteral, but an emphatic
blend of reality amidst the tragic timesthat narrates the essence of the unheard,
the unsung, and the unseen passages of life. For generationsto come, the notion
of tragic gaiety shall beredefined from timeto time, but its efficacy shall always
be deemed as a sublime experience in the face of tragedy. The message to
pass on to the future generation is the legacy that has been surviving in the
howling storms of lamentation through the different eras. We are shown the
channels through which we mitigate what Yeats encrypts as the essential
“melody” of the contemporary human race.

Tragic Gaiety and Monument

Hamlet’sinaction, his power play of words and language, along with his
ability to introspect, contemplate, and understand hisinternal philosophical banter,
should not be taken as a tragedy. Yeats understands the complex notion of
tragedy and the existence of gaiety in his character, that he brings out the
concept of tragic gaiety. But tragedy as a non-enclosed entity does not limit
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itself to themere process of lamentation. It evolves, “All thingsfall and are built
again, and those that build them again are gay” (Yeats, “LapisLazuli” 34-35).

The metaphorical renditioning of astructureisessentially what makesit a
monument. The physical entity or space of any structure employs metaphorical
devices such as colours, composition, symmetry, patterns etc., in order to
become a monument of substance where there lies more reality than meetsthe
eye. The study of the shape and form of amonument becomes synonymousin
deciphering the architectonics of a metaphor. The semi-precious stones
embedded in the inlay work of a monument do not embellish the deathbed of
theruler, rather, the sombre, subtle, pastel, yet mesmerising beauty of the colours
and texture speak volume about the history, and what one needsto learn from
the past.

Consume my heart away; sick with desire

And fastened it to adying animal

It knows not what it is; and gather me

Into the artifice of eternity. (Yeats, “ Sailing to Byzantium” lines 21-24)
The gathering of one’sheart into the “artifice of eternity” isitself ajourney that
one embarks through multivariate domains. The participation in the dialogic
play between the visitor and any monumental structure becomes a stochastic
process, for it knows not what fate has in store for the participant. It imparts
the eternal tunes of mourning melodies blended with the joyous confluence of

gaiety in tragedy. The entry gate of the monument is a determinable point, but
the embarked journey from there on is not.

One knows not how the participation shall result in a changed being, a
changed personality. Rather, the whole experience profuses the dissipation of
the material self. Bulleh Shah conveys the same idea of losing oneself in
something so profound that eventually only the divine knows about therea seif,
thetruth.

Awal aakhir aap nu jaana

Na koi dooja hor pehchaana

Maethon hor na koi siyaana

Bulla! shah khadda hai kaun

Bulla! ki jaana mai kaun (Shah, lines 7-11)

The non-linear verse of Bulleh Shah portrays the complexity of the known yet
unknown self of one which negotiates with the immersed state of one’s being.
In the discord of time, there lies an essential need to maintain the accord of
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humanity. Itisin the process of questioning our own existence, our identity; that
we break free from the social clutches of the society. An interaction with the
monumental alows one to witness the same. It is to be believed that there
indeed lies an endpoint to this journey of romance, but that point of arrival is
nothing to vaunt of, or look forward to. It isunattainable. This nothingness may
aswell be everything, wherein the seamless void; the presence of the sublime
can befelt. The metaphorical metamorphosisarrivesat no given point; it flows
into a chasm evolving human and its sensibilities. The shift is temporal as
influenced by the spatio-temporal turbulences, but it pushes the metaphor into
an array of expressions, leaving behind aresidue from the abstract to concrete
form. These metaphors shall be dug in and extrapol ated in historical narratives,
in musical renditions, in poetic harmony, and in the architectonics of any
monumental art form. It is also to be observed that the metamorphosis of
metaphorsisperpetualy in astate of ‘becoming’ rather than forming asingular
entity of ‘being’. It evolves.

As Locke's understanding of the tabula rasa conveys, the human mind
runspassively; that achildisbornin ablank state, with no preconceived notions
on which the empirical realities and experiences of an individual carve
impressionsthroughout one'slife. If thisphilosophical extensionisto bebelieved,
the role of fine arts becomes all the more important in the development of any
character in human life. The acceptance of form over shape, irrationality of
rationality, coexistence of gaiety and tragedy decipher sublimity in the poetic
harmony and inherent music that residesin these eternal metaphors of love and
tragedy that reflect, contemplate, and explore into oneself theimpact of such a
sublime encounter.

The trembling forces of stress and violence have been prevailing in
humankind for eras, aglimpse of which isevident in the chaos, war phobia, and
the violence embedded in society. However, it has been felt that fine arts like
music, paintings, and poetry have been bestowing solace on the clouds of tragedy
banking over the horizon. It becomes an impending reaction to seek solace
through these mediumsin theimminent times of tragedy. The device employed
to hold on to the essence of human civilisation, is that of a metaphor and its
manifestations. The monumental metaphors become a harmonic expressionin
the heterogeneous world, and waver between the world of the possible and the
potential, serving to be amatrix in understanding the complex nuances of life.

Artifice, whentechnically defined, can signify skillsthat produce an uninterrupted
imaginary experience that is meant to appropriate reality. It becomes the point
of imaginaire (elevated imagination), the gap between the concept and the
fact. What really is eternal in the garb of artwork is the tradition of love and
empathy. The metaphors of love and tragedy fused in these mediums surpass
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their verbal manifestation and become a metaphysical modification of human
sensibilities, which seem to perfuse the message of love and humanity with an
element of inexhaustibility. What a monument isto architecture, the metaphor
becomes for literature.

Works Cited and Consulted

Auden, W. H. Auden: Poems. Edited by Edward Mendelson, Everyman's
Library, 1995.

Faiz, Faiz Ahmed. True Subject: Selected Poems of Faiz Ahmed Faiz.
Princeton UP, 2016.

Frost, Robert. Robert Frost Poems. Pan Macmillan India, 2002.
Guleri, Chandradhar Sharma. “Usne KahaTha”. Shiksha Bharti, 2017, p. 11.
Keats, John. Keats. Poems. David Campbell, 1994.

Longfellow, Henry Wadsworth. “A Psalm of Life by Henry Wadsworth
Longfellow.”

Poetry Foundation, www.poetryfoundation.org/poems/44644/a-psalm-of -life.

Neruda, Pablo. Twenty Love Poems: and a Song of Despair. Penguin Books,
1993.

Peck, Lucy. Fatehpur Skri: Revisiting Akbar’'s Masterpiece. Lustre Press,
2014.

Rezavi, Syed Ali Nadeem. Fatehpur Skri Revisited. Oxford UP, 2013.

Shah, Bulleh. Bulleh Shah: Selected Poems. Translated by Paul Smith,
Createspace Independent Pub, 2012, pp. 7-11.

Shakespeare, William. A Midsummer Night's Dream. Wordsworth Editions
Ltd., 1996. pp. 5-8.

Wordsworth, William. The Collected Poetry of William Wordsworth: With an
Introduction and Bibliography. Wordsworth Ed., 1994.

Yeats, W. B. The Collected Works in Verse and Prose of William Butler
Yeats. Shakespeare Head Press, 1908.

—_— —

69



The Diasporic Rainbow: An Intersectional Study of
Queerness and Diaspora

Shivani Bhatt

Asnationalitiesand sexualitiesintersect, theleeway to establish astableidentity
vis-avisboth space and orientation becomes problematic. If oneistotalk from
ahighly pluralistic point of view, intoday’s scenario of the growing intolerance
making the very air people breathe choked with opagueness, it becomes
imperativefor anation with itscitizens enjoying equality, to not just be tol erant
of the heterogeneity, but more importantly, know how to respect its diversity.
Thedebates over nationality and what constitutes national or the antithesisof it,
have been at the forefront, contemporarily. This paper seeks to delve into the
multiple levels at which nationalities and sexualities intersect and how we
understand this intersection in the context of the Indian subcontinent. This
particular section seeks to draw on the concept of Queer Diasporas and calls
into question the umbrellaterms of sexuality and nationality that challenge the
very premise of such aunique space of junction. Meg Wesling substantiates on
the position of a queer subject in conjunction with Nation and the Diasporic
popul ation using thefollowing analogy:

Queerness constitutes a mobile resistance to the boundaries and
limits imposed by gender, and that resistance is the same as the
migrant’smovement through national and cultura borders. Put smply,
the analogy is this: queerness disrupts gender normativity like
globalization disrupts national sovereignty (31).

The question that arisesiswhether the deviation in sexuality and ethnicity and
that of global integrationiscentral to the understanding of ahybridised identity?
In the discourse on queerness and diasporic identity, there is an overarching
understanding on the concept of hybridity. To arrive at the obvious end of a
“displaced identity” of the diasporic queer, the tear that these dissidents face
further complicates the intermixing of identities. The interstice then, the ‘in-
betweenness’ is not the feeling of ‘best of both the worlds' but is restricting
when it hampers asense of belongingness, referring back to aglorious past, the
history, memory, heritage, culture, ethnicity; but aboveal anindividuality wrought
with obscurities.

Thekernel of any diasporic study isthe concept of dispersal or scattering
from the nativeto the host or the push factorslike migration or displacement. In
the context of the diasporic queer, one can see the dislocation resulting from
migration for the queer communitiesin their diasporic dispersal as not always
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one of enforced enslavement or transportation, but a voluntary means of
occupying the urban queer domainsin expectation of greater freedom and less
stringent sodomy and other laws. A further extension to the concept of the
space of queer diasporic identity isushered by Anne-Marie Fortier in her work,
where she talks about the two broad level s of the rel ationship between diaspora
and queerness, thefirst “[that of] the creation of queer spaceswithin ethnically
defined diasporas’ and/or “the transnational and multicultural network of
connections of queer cultures and ‘ communities ” (183)

The gay/lesbian subcultures of the Third World in their conjunction with
ethnicity and dispersion have expanded and added to the granul ar details of the
Queer theory, especialy inthe context of the Indian subcontinent. Thedistinction,
likewise, occurs on multiple levels: the queer diasporas across the globe are
vastly different and are stratified on the grounds of race, gender, class, ethnicity.
Thereis marginalisation further when the first world notions of a Queer space
render the “brown” and/or Third world dispersed queersinvisible.

Toarriveexclusively at a South Asian context, writer and gay rightsactivist
R. RgjaRao, expressed the decidedly complex problems of the South Asianin
the West, particularly North America. In his essay, “Dangling Men; Nowhere
Women: The Identity Crisisof South Asian Queers’ hetalksabout how majority
of South Asian queersidentify as“lessand lessasAsian- Americans, and more
and moreasgay” (352). The stigmatisation with the gay identity leads them to
ensconcein their diasporicidentity which hasthe semblance of more acceptance
than the native identity with its orthodoxy and non-acceptance. Furthermore,
Rao talks about the inconveniences of South Asian queers to have an identity
with reference to space, sex, desire and identity as being doubly marginalised;
unlike the queers al over the world. The South Asian queer partners are not
only ostracised by the heterosexism’s prevalence deeming them “strange” at
the macrocosmic level, but also by their families at the microcosmic one (354).
Furthermore, in the essay he putsforth animportant point “ South Asian immigrant
family, with the father as head, is hetero patriarchal”, he sites examples from
movieslike Purab or Paschim (1970), Dilwale Dulhanian Le Jaengey (2000),
Pardes(1997) amongst that exemplify theimmigrant familiestheir pseudo notions
of clinging back and retaining their rootsthat ultimately asphyxiatesthe possibility
of any queer individuation on the celluloid. It becomes practically impossiblefor
the LGBTQ communities to lead openly gay lives, to openly be accepted by
their kith and kin, to openly be displaying the eroticised side of their relationship
much like a heterosexual couple overtly. Theinherent patriarchal bent of these
households and its obsession with upholding these ‘morals’, ‘cultures’ etc is
evident even after a displacement to a more urban space. The veneer of
accustoming oneself to the newness makes them more susceptible to an
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instability inidentity. The heteropatriarchy isso deeply entrenched in the value
systems of the society, that any deviation to theserigidified structures destabilises
the entire foundation on which it rests. The “Third sex” (a term coined by
Magnus Hirschfeld) is subjugated by the structures of patriarchy, and
heterosexuality only to maintain and reinforce these structures of power. Hence,
it becomes a circuitous loop and the marginalisation only empowers the
heteronormativity of patriarchy and heterosexuality.

This section deals with the anxieties and transformations of the South
Asdian quesr, their sense of dispersal fromtheorigins, the crisisinidentity ensuing
from language crisi s problematised further by desire and sexuality through some
of their works. In the 1990s, for the first time the predicament of such writers
was compiled in a book, A Lotus of Another Colour: An Unfolding of the
South Asian Gay and Lesbian Experience (1993). The lines from lan Igbal
Rashid’s poem “Another Country” encapsulates the essence of the entire
collection as a case against the mainstream White dominant queer culture:

My Beauty is branded into the colour of my skin,

my strands of hair thick as snakes, damp with the lushness of al the
tropics.

My humble penis cheated by the imperial wealth yours.
Hari’scorporal punishment, mine corporeal :

Yet thisis also a part of my desire.

Even stroking myself against your absence

I must close my eyes and think of England. (lines 27-34)

Taken from Rashid’s first collection, Black Market White Boyfriends and
Other Acts of Elision (1991), this piece of poetry is intricately woven around
the poet personamirroring the charactersfrom the television series of the Jewel
in the Crown (1984). The metaphor so deployed of the skin colour tanned by
thetropics, replete with sexual imagery, this poem on dual levels both colonial
and sexual - isabout expl oitation. The non-Euro-American queer communities,
their quandary as expressed by the “humble penis’ —not just highlightsa sense
of the subjugated desire of Hari, quintessentially the ‘brown/tanned’ queer as
against the White, but at another level the phrase symbolisesthe highly masculine
notion of a queer identity. It is not just the inherent masculinity of the “ patri-
lineal” descent of sexuality at large but in a country like India where it is a
taboo for heterosexual women to expresstheir sexuality in public domains, itis
virtually impossiblefor lesbian women to do so.

Customs being as they arein India, it is not unusual to have a same sex
friend, ayaar or a saheli, who becomes your soul mate, at least platonically.
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So, our parents did not suspect that we had any sort of romantic involvement.
Because of our budding adolescence and the usual context for adolescence
being a heterosexual one, it was passed about that we must be whoring with
boys (qtd. in Naheed Islam 79).

In*“Finding Community”, the contributor, Meeraand her lesbian relationship
with her partner, Bijli resultsin their rel ocation from Puneto San Francisco via
London. Migration became a vehicle to transport oneself to a different sexual
context. Meera, having migrated to an urban sphereisappalled by the* cultural
differences’ and overawed by Kate, the epitome of the White, selfish, ultra-
capitalist, she dumps Meera. Is the distinction between race and ethnicity
blurred by their lesbianism? It is a serious blow to what the introduction to the
collection itself says, by Rakesh Ratti speaks on behalf of all the compilers
stating, “ once some of us (South Asians) entered theleshian and gay subculture
of the West, our feeling of isolation did not fade as we had assumed it would, it
only changed face...In our burgeoning gay and lesbian world, we were still
anomalies’ (8).

The compilation poses forth a strong case against the hegemony of the
White queer in the subcultures of queer communitiesworldwide. It debunksthe
purely nascent claims of the West claiming that homosexuality or “ queerness’
wasacolonial import by the non-Euro-American countries. In their book Same
Sex Love (2000), Ruth Vanita and Saleem Kidwai trace through the ancient
Indian architecture, scul pture and literature that how textslike Kamasutrawith
chapters on homosexual positions and homoerotic sculptures at Konark are a
glaring testimony to the homosexual tolerance that the West dismisses.

Suniti Namjoshi’s Conversations of Cow (1985)

Unlike the writers of A Lotus of Another Colour, Suniti Namjoshi, is a
rolemodel of the larger queer immigrant writing. For her, South Asianness has
taken a backseat in making her writing to take the front one. Namjoshi is the
first South Asian Indian writer to talk about her lesbian sexuality quite openly,
challenging not only patriarchy but also inherent heterosexuality, racial
discrimination withintheditist, First World dominant western feminist and lesbian
discourses. Born and brought up in India, Suniti Namjoshi lived in America,
Canada, and finally settled in England. Her feminist parodic idiom, “the
situatedness of amarginalized Indian Hindu in the racist social set up” isto be
found in her fictional aswell as poetic works (Singh).

Her most important exegesis of identity occursin Conversations of Cow
(1985), here like other works she is making an aternate universe with fables
and animal protagonists anthropomorphically bringing to light how natural
homoeroticism becomes when tales are woven and depicted via animals.
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Namjoshi claimsthat sexual identity isnot an Indian cultural phenomenon: “In
India | was inescapably my grandfather’s granddaughter, one member of a
particular family located for hundreds of years in a particular region, with a
particular place in a particular system” (Namjoshi 14). She alludes to the
‘openness’ of the Western cultural theories (owing) to help shape her lesbian
identity. Thus, it is not the Indian cultural experience but her migration to the
West which has fostered her sense of an openly leshian erudite identity.

“It'sall right... identity is fluid. Haven't you heard of transmigration?’
(32). Thisstatement in anutshell bringsforth theideaof Namjoshi’sideaof the
fluidity or theflux inidentity. Through the creation of amythical universe, she
deconstructs the fixity of the stereotypical representations of women. In her
Conversations of Cow, Namjoshi uniquely visualises the myth of the sacred
cow, Kamdhenu, to effectively combine eastern as well as western points of
view inarriving at acultural hybridity, akinto an Indian diasporaliving in west,
alongside a subtle examination of apervasively compelling heterosexuality asa
lesbian writer. The central character of Conversations of Cow is Bhadravati,
a Brahmin cow, described as a ‘goddess of a thousand faces' and with ‘a
thousand manifestations’ who develops a friendship with Suniti, a lesbian
separatist who teaches English Literature in Canada and is the narrator of the
novel.

Both of them are ‘non-white’, ‘lesbian’, ‘woman’ immigrantsin Canada,
together sharing the torn of multiple marginalities. Bhadravati, makes Suniti
vigit her friends, aself-sustained community of thelesbian cowsinthe countryside
much like the subculture communities of the gay/lesbians or to take the larger
term under the awning of the LGBTQ. In the words of critic Bindu Singh,

The novellaisan account of Suniti setting out for avoyage of quest
to come to terms with her own identity as a lesbian in a
heteronormative patriarchal society and the ‘Cow’ Bhadravati, at
sometimes ‘baddy’ and at other times an anonymous B becomes
her guide or Guru to help her, assist her and together they explore
the multipleidentitiesthat Suniti isforced to adopt or livewith. (6)

Bindu Singh’s positioning of the novella as a quest for a lesbian in a hetero-
patriarchal set up and an unnamed B as the guide or Guru can be seen at one
level asa“western allegorical quest narrative” and at another, in the context of
an Indian spiritual narrative. The cow in Namjoshi’s fable then has a Goddess,
awoman and an animal, which isnormal in the Indian context not just because
the cow is a scared animal, is the mother-figure, but also the concept of re-
birthswhere one may berebornin adifferent yoni (different lifespan) asabird,
brute or beast. Further, many Gods have an animal vehicle, some Godstake an
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animal form and most animals are worshipped, but it appears outrageously
ludicrousin aWestern context. While Namjoshi, with her Western education, is
disconcerted by identities that fluctuate, the cow is comfortable both as an
Indian leshian and aWhite heterosexual man. Namjoshi, by evoking the Hindu
idea that all living beings are manifestations of the divine makes the cow a
symbol for disbanding cultural differences, likethose of gender, race, nationality
and sexuality. She usesthe mother-figure of the cow thento subvert the mythical

categoriesassigned to acow, by thisshe“ de-mythol ogizesthe cow to an ordinary
level to speak of lesbian identity in a fabulist mode” (8). The cow for her
becomesasort of metaphor for lesbian identity which isneither malenor female.
Hence, by using cowsin adisplaced lesbian community in Canada she makesa
parallel of her own sense of identity crisisasalesbian writer of Indian origin.

Furthermore, Namjoshi’ s ability to deploy Magical realisminthisnarrative
takes its masterstroke with the metamorphosis of Bhadravati into awhite male
‘Bud’ to let a choice open for Suniti to choose either male or female role.
However, Suniti shuns both of them expressing her contempt for both gender
and sexual role playing. Evidently thisis coreto Namjoshi’s style of writing- her
works often articulate that ‘ gender’ must not be confused with biological sex,
leading to Judith Butler’snotion of “performance/performativity”. Butler argues
in Gender Trouble that the ostensibly natural categories of sex, gender, and
sexudlity, are in fact, culturally constructed and gender, along with sex and
sexuality isessentially performativein nature. Like Butler, for Namjoshi too,
7sex and gender are performative. She shows this through Bhadravati’s
transformation into a‘largewhite man’ and acompl ete changein her behaviour
and body—performances symbolising the merely performative aspects of both
gender and sex as not being essentialy or naturally occurring. Namjoshi through
her fabulist work explicates on the fluidity of not only sex and gender, but the
fluidity of transmigration. She skilfully combines both the aspects of
transmigration and deviant sexualitiesto arrive at the conclusion that rigidities
at the spatial and the sexual level in the society are a schema for the larger
operation of heteropatriarchy.

The paper talked about the need for understanding the vicissitudes of the
Third Sex at transnational, cultural and ethical levels. The contemporary
discourses and awareness of Queer sexuality makes one question how the
ability and thelack thereof, to respect human beingsfor who they areessentialy.
Thereisacompelling need, therefore, to dispel the ascriptionsthat the accident
of birth obtrudeson anindividual . Especially, inacountry like Indiawhich works
ontheprincipleof ‘Unity in Diversity’, we need to be asalad bowl of diversity
not amelting pot of homogeneity.
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Rohinton Mistry’s Indo-Nostalgia in Such a Long
Journey and A Fine Balance as M onochromatic
Photographs of Mumbai

Shaival Thakkar

If we do look back, we must also do so in the knowledge... that we
will create fictions, not actual cities or villages but invisible ones,
imaginary homelands, Indiaof the mind.

—Salman Rushdie, Imaginary Homelands

This paper, through a three-part argument, will demonstrate that the author
constructs the fictional Mumbai in Such a Long Journey (1991) and A Fine
Balance (1995) through theintermingling of cityscapes, character perspectives
on Mumbai, and the author’s own experience of Mumbai as a lived space. It
will also show how these descriptions of Indo-Nostalgiatake on the qualities of
monochromatic photographs.Extensive research work has been done by Mistry
scholars on many aspects of hiswork. His creative corpus has been analysed
as diasporic discourse (Bharucha) and as diasporic consciousness (Negi).
Representation in Such a Long Journey and spaces of city and nation in A
Fine Balance (Morey), morality in A Fine Balance (Mani), palitics, the local
and the universal in hisfiction (Bhautoo-Dewnarain), theme and technique in
Such a Long Journey (Hemalatha) and the technique of neorealism in his
fiction (Takhar) too have been examined. However, there has been almost no
work done exclusively on Mistry’s nostalgic depiction of the city of Mumbai,
especialy inthetwo novels, Such a Long Jour ney and A Fine Balance together.

One essay that comes close to the trgjectory of this paper is “Mistry’s
Bombay: Harmony in Disparity” (2012). ThisarticlediscussesMistry’sportrayal
of the city of Bombay as a unique locale in India and endorses his fiction's
success in representing a multi-ethnic and secular India. The author takes
examplesfrom all four Mistry books, comparesthe Mumbai of Mistry’schildhood
to the London of Dickens' childhood and thus forms conclusions about the
image of Mumbai in Mistry’s fiction (ElImadda). However, EImadda’s article
focuses more on Tales from Firozsha Baagh (1987) and Family Matters
(2001). Thearticlegenerally examines Mumbai in Mistry’ sworkswithout using
any literary theory to probe deeper and it reads more like a feature article
rather than arigorously researched article. Thisresearch paper toowill investigate
the portrayal of Mumbai; however, it will also question its aesthetics and ask:
How does Rohinton Mistry’s writing evoke Indo-nostalgia in Such a Long
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Journey and A Fine Balance? As its critical framework, this research paper
will consult Henri Lefebvre's concept of lived space from the book The
Production of Space (1974) and Susan Sontag's theory on photography from
her book On Photography (1977). It will aso refer to the semiotic aspect of
constructionist approach to representation as theorised in Stuart Hall’s essay
“The Work of Representation” (1997).

Cityscapes

Mumbai consists of sevenislandswhich wereat first inhabited by fishing
communities. From the second century BCE to the ninth century CE, theislands
were ruled by many indigenous dynasties. In the mid-sixteenth century, Mumbai
was a part of the Mughal Empire but later came under the control of the
Portuguese. During the seventeenth century, the islands came under the
possession of the British Empire, which in turn leased them to the British East
India Company. In the eighteenth century, the Marathas conquered parts of
Mumbai from the Portuguese but were later on defeated by the British who by
then had compl ete control over the entire city. Mumbai became the capital of
the Bombay Presidency area. In 1947, when India achieved independence, the
Bombay Presidency was restructured into Bombay State. In 1960, Bombay
State was separated into Gujarat and M aharashtraon alinguistic basiswhereby
Mumbai became the capital of Maharashtra.

In AFineBalance, throughout the novel, Mumbai isonly poetically referred
to with a geographical metonym; City by the Sea. In the novel, Mumbai is
constructed with signifiers such as the overcrowded Mumbai local train, the
Vishram Vegetarian Hotel, the Indian courthouse, DinaDalal’ sflat, the Bombay
Rent Act, and informal housing and slums. Thesesignifiersareall either generic
or fictional in nature. However, they succeed in signifying the city of Mumbai,
althoughitisnever explicitly mentioned by itsname, nor are any placeswithin
the city name-checked. Mumbai is not the only centre, yet it is central to the
narrative. It can be said that Mistry is attempting a panoramic shot of India
which contains Mumbai along with the village, the town and the hills as they
represent India as well. Mumbai is shown to be a place of greater goodness,
urbanity, opportunity, progress, and hope where overwhelming rural issueslike
casteism, violence, poverty, and unemployment can be contained.

Mumbai’s cityscapes arein deep focusin the novel Such aLong Journey.
Parsisin Mumbai live in Parsi colonies such as Dadar Parsee colony, Cursow
Baug, Rustom Baugh, Malcolm Baug, Tata blocks in Bandra and Khodadad
building. Mistry constructs a Parsi locale in the novel by making his Parsi
characters the residents of Khodadad building who are an array of odd,
interesting and endearing characters which keep the readers engaged. The
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majority of the protagonist Gustad Noble'slife, hisdomestic trialsand triumphs
all take placein Khodadad building.

One South Mumbai market included in the novel is Chor Bazaar. In an
intriguing | etter by hisfriend Major immy Billimoria, Gustad isrequested to go
to Chor Bazaar and collect a parcel from there. He has no choice but to go
there as he wants to help his friend. Gustad has a childhood association with
Chor Bazaar too as he nostalgically remembers going there as a child with his
father to buy a Meccano set. The letter had instructed him to look through
Othello in The Complete Works of Shakespeare. As he is reading the line
‘Put money in thy purse’ underlined in red, heis handed a parcel. On opening
the parcel at home, he seesthat it contains 10 lakh rupees (S.J 91-92, 99-106).

Thenovel also features Crawford Market, which isone of South Mumbai’s
most famous markets. Gustad Noble and hisfamily had along association with
Crawford Market. His father used to go to Crawford market with a servant to
buy mutton, always arriving and leaving in ataxi. However, Gustad was not as
affluent as hisfather. He could only afford to buy beef or chicken and travelled
in buses. He always thought of the Crawford Market as dirty, smelly and
overcrowded. Besides, his grandmother had told him as a child to beware of
the butcher’sknife. Thistoo had coloured his perception of the Crawford Market.
During his college days, Gustad's college friend Mal colm Saldhana had taken
him to the Crawford Market and taught him how to buy the best quality beef
from there at affordable rates. Gustad re-visits the Crawford Market as a
family man as well because he has to buy chicken for his daughter who isill
and has been advised to drink chicken soup (SLJ 18, 20-26, 219). When the
researcher visited the Crawford Market in Mumbai in 2014, he found it to be
such a busy and crowded place that it was more of atransactional space than
a space that one can be nostalgic about. However, most likely the Crawford
Market of the 1970s was a less-peopled, slower and a quieter place which
Mistry has captured in his novel.

The Towers of Silence, which Gustad visits on two occasions, both for
funerals, is an aspect of Mumbai which makes Gustad reflective, nostalgic
about his parentsand grandparents and philosophical about life’'sjourneys (SL.J
254). Mistry showsthelast ritesand ritual sas a profoundly spiritual experience.
Stuart Hall, while talking about the constructionist approach to representation
explainsthat the process of representation appliesto thingsfound in the material
world, however, “we also form concepts of rather obscure and abstract things,
which we can't in any simple way see, feel or touch” (17). It isawell-known
fact that non-Parsisare not allowed to enter the Towers of Silence. By choosing
the Towers of Silence as one of the signifiers which constructs Mumbai in the
novel, Mistry represents something “we have never seen, and possibly can't or
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won't ever see” (Hall 17) and makes known how the Parsi funeral rites take
place. Correspondingly, Susan Sontag in On Photography reflects,
“...photography’sprogram of realism... implies... thebelief that reality ishidden.
And, being hidden, is something to be unveiled. Whatever the camerarecords
is adisclosure— whether it is imperceptible, fleeting...or simply the éliptical
way of seeing” (94). Mistry’s descriptions of the Towers of Silence, like a
photograph, reveal something which isunseen and give hisreaders an exposure
to an aspect of Indiathat they are probably unacquainted with.

TheBasilicaof Our Lady of the Mount, more commonly known as Mount
Mary Church, is a Roman Catholic Basilica located in Bandra. It is said that
those who sincerely pray at the Mount Mary Church often get their wishes
fulfilled. Wax figures of the Virgin Mary, along with an assortment of candles
shaped like hands, feet and various other parts of the body are sold at kiosks.
The sick and the suffering choose a candle or wax figure that corresponds to
their ailment and light it in Church, with the pious hope that Mother Mary will
consider their appealsfor help.

Gustad's college friend Malcolm Saldanha takes him to Mount Mary
Church. There Gustad buys four candles and appropriate wax statues: A girl’s
torso for curing Roshan’sillness, afull body of wax to cure Dinshawji’s cancer,
a boy’s head to make Sohrab change his mind and a wax leg to help Gustad
improve his hip which limps sometimes (SLJ 227). Mistry in his novels also
name-checks several places which are quintessentially Mumbai such as
Lamington Road, Flora Fountain, Bandra, Dadar station, Chaupatty, Marine
Drive, Carnac Road, Sleater Road, and the Hanging Gardens.

Mistry encodes the novelistic space of Mumbai by encrypting Khodadad
building as a dramatic residential place for eccentric Parsis, Crawford Market
as a nostalgic space which reminds the protagonist of his family’s collapse
from affluence to middle-class and Chor Bazaar as an intriguing, detective-
esgue spaceinfused with abit of childhood nostalgia. In addition, the Towers of
Silenceand Mount Mary Church are encoded as spiritual cityscapes; theformer
islargely encrypted as a space of loss and philosophical reflections while the
latter is encoded as a space for hope and prayer.

Character Perspectives on Mumbai

An important aspect of Mumbai in Such a Long Journey is the Mumbai
of nostalgiafor the past; of childhood and youth. Like the Crawford Market in
Mumbai, thoughts about the loss of hisfather’s bookstore makes Gustad Noble
reminisce about hisfamily’sformer prosperity.

Thesmell of old booksand bindings, learning, and wisdom floated out. On
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the top shelf, at the rear, were E. Cobham Brewer’s Dictionary of Phrase
and Fable and the two volumes of Barrére and Leland’s Dictionary of Sang,
Jargon & Cant, the 1897 edition. Like the furniture, Gustad had rescued these
from his father’s bankrupt bookstore. Reaching in, he pulled out Brewer’s
Dictionary and opened it at random. He held it up to his nose and closed his
eyes. Therich, timeless fragrance rose from the precious pages, soothing his
uneasy, confused spirit. He shut the book, tenderly stroking its spine with the
back of hisfingers, and replaced it on the shelf. (S.J 53)

It was in 1995 that the city’s name changed from Bombay to Mumbai.
However, Such a Long Journey was published in 1991. In spite of being
published four years before the name change, the novel shows awareness of
the political changes taking place in the city. Gustad Noble's friend and co-
worker, Dinshawji expresses his anger at the loss of his personal history asthe
names of the streets have been changed by Shiv Sena. He says:

Names are so important. | grew up on Lamington Road. But it has
disappeared; in its place is Dadasaheb Bhadkhamkar Marg. My
school was on Carnac Road. Now suddenly it’s on Lokmanya Tilak
Marg... And one fine day the name changes. So what happens to
thelifel havelived? Was| living the wrong life, with all the wrong
names?Will | get asecond chanceto liveit al again, with these new
names? Tell me what happensto my life. Rubbed out, just like that?
Tell me! (SLJ 74)

The writer T. J. S. George's thoughts in his article “Nostalgia over the Glory
Days of Bombay” (2012), are evocative of those of the character Dinshawiji,
when he says:

No city arouses nostalgic sadness as much as Mumbai does. Other
cities might have changed names, like Kolkata, or grown beyond
recognition, like Bangalore, to the chagrin of old timers. Bombay not
only changed itsname; it lost its character, its élan, the creativity and
cosmopolitanism that madeit the urbs primain Indiesin thefirst two
decades of Independence. Mumbai was built over the dead soul of
Bombay. (George)

In A Fine Balance, the character Dina Dalal’s parents pass away, one after
the other, leaving her brother and hiswifein charge of her life. The city becomes
arefuge for Dinawhose domestic life has become very stifling:
Dina preferred to spend as much time out of the house as possible.
Her resourcesfor her outingswere limited to what she could squeeze
from the shopping money... The savings were sufficient to pay for
bus fares. Dinawent to parks, wandered in museums and markets,
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visited cinemas... Dina noticed in the lobby a young man... They
stood closetogether, watching the fine needles of rain danting inthe
light of the streetlamp...It was hard to let go when the bus came.
(AFB 29-34)

Sontag discussesthetypical subjectsin photographs, “ Photographs show people
being soirrefutably there and aspecific agein their lives; group together people
and things which a moment later have already disbanded, changed, continued
along the course of their independent destinies’ (54-55). Photographs and
descriptions both have strong narrative powers, and both have the ability to
elicit nostalgia in a reader. It is an engrossing intersection of words and
photography when Mistry uses a school photograph to recount how it triggers
nostalgiain DinaDalal and her school friend Zenobia:

All that evening, they enjoyed the pleasure of reminiscing, laughing at
the follies and tragedies of their past. Very often there was a little
sadnessin their laughter, for these memorieswere of their youth... They
calculated how old they would have been in the sixth standard, when
they had started French, and the French teacher, who they had
nicknamed M ademoi selle Bouledogue, beganterrorizing their livesthree
times a week. (AFB 202)

Their nostal gi c contempl ations continue when Zenobiabringstheir class photo
of 1949 to Dina Dala next evening. With the help of the photograph Dina
recollects Aban Sodawallah as the girl with a beauty spot for which the girls
used to tease her and later the girlstried to imitate the beauty spot themselves.
Most girlslost touch after school and went their own waysin life. Some went
to college, some joined work and some were not allowed to go to college as it
was seen as a bad influence for soon-to-be wives and mothers (AFB 203-204).
DinaDalal fondly recallsthe pleasures of her short-lived freedom and romance
inthe early Mumbai asayoung woman, with her paying guest Maneck, before
disproportionate migrationtook itstoll ontheisland city:

...those enchanted evenings of musical recitals, and emerging with
Rustom from the concert hall into the fragrant night when the streets
were quiet —yes, she said, in those daysthe city was still beautiful, the
footpaths were clean, not yet taken over by pavement-dwellers, and
yes, the stars were visible in the sky in those days, when Rustom and
she walked along the sea, listening to the endless exchange of the
waves, or in the Hanging Gardens, among the whi spering trees, planning
their wedding and their lives, planning and plotting in full ignorance of
destiny’s plan for them. (AFB 336)

Like the meaning encoded in the novels through different cityscapes, the
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perspectives of the characters on Mumbai by Gustad Noble, Dinshawji and
Dina Dala also become signifiers which construct Mumbai. In Such a Long
Journey, the perspectives of characters construct the rueful city of a middie-
class Parsi man longing for amore comfortable past and a veteran citizen who
is anguished at the politics which is hastily reconceiving his much-loved city.
On the other hand, the nostalgiain A Fine Balance is that of awoman, Dina
Dalal, whose agency islimited to begin with because of her gender. However,
she cherishes Mumbai in fragments and relishes the little refuge, friendships,
girlhood memories, freedom, romance and splendour that the city afforded her.

Mistry further constructs Mumbai as anostalgic space by using artefacts,
places and sensory perceptions. It is the description of artefacts such as old
books, furniture, movie posters and school photographs; places such as roads,
parks, museums, markets, public libraries, old reading rooms, music roomsin
library, concert and recital spaces in the city, and sensory perceptions such as
smell of old booksand the sound of familiar street nameswhich evokesnostalgia
in the reader when she reads them.

Mumbai as Author’s Lived Space

Henri Lefebvre's conceptualisation of the spatial triad: perceived space,
conceived space, and lived space from The Production of Space (1974) has
been very influential in understanding spatiality. He believed that “ space should
be seen as the site of ongoing interactions of social relations’ (Zhang 219).
Fictionalisation of Mumbai in anovel can be understood asa* representational
space” whichisdefined as* space... directly lived through its associated images
and symbols, and hence the space of ‘inhabitants' and ‘ users’, but also of some
artistsand... afew writers and philosophers, who describe...” (Lefebvre 39).
AngelaLambert’sarticle” Touched with Fire” (2002) for The Guardianreveals
how his fictional Mumbai was influenced by England as a representational
space in the books he read:

From this early reading he got the impression of an England that both
mirrored and glamourised theredity; acountry where confident, laughing
children shared exciting adventures with a bouncy, barking dog while
their elder sistersflirted languidly over teaon thelawn and their parents
conducted wars of attrition with servants and tradesmen. Mistry knows
thisinnocent sunlit England never really existed, but just asthe Bombay
of hisnovelsisaliterary construct, so was that England: part wishful
thinking, part imagination and part truth. (Lambert)

While describing the characteristics of representational spaces, L efebvre says,
“Representational spaceisalive: it speaks. It has an affective kernel or centre:
Ego, bed, bedroom, dwelling, house; or: square, church, graveyard” (42).
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Rohinton Mistry’s younger brother Cyrus Mistry, a writer and playwright in
The Guardian article corroborates the veracity of his fictional Mumbai as a
representational space, “ To the extent that Rohinton’s novel s are about Parsees,
heis chronicling avanishing world. His picture is accurate” (Lambert).

Representational spacesdescribe not only space but also time. Lefebvre
states that a representational space, “embraces the loci of passion, of action
and of lived situations, and thusimmediately impliestime. Consequently, it may
be qualified in various ways: it may be directional, situational or relational,
becauseitisessentially qualitative, fluid and dynamic” (42). While elaborating
on the time-period aspect of his representational spaces, Mistry says:

| would say my Bombay is rooted in fact, but I’m writing about a
city that has disappeared. In 1975, when | left, its population was
less than half what it is today, and that transforms a city in
unimaginableways. If I’ d never left | would have adjusted and learned
the mechanismsfor coping, asthe other 14 million inhabitants have.
Today when | go back | feel like amarathon runner who’s no longer
intraining. (Lambert)

Lived space can be understood as “a space of pure subjectivity, of human
experiences, of people’s sense-making, imagination, and feeling—that is, their
local knowledge— of the organisational space as they encounter it” (Zhang
221). Mistry, partly, tracesthe epistemol ogy of hisfictional Mumbai back to his
experience of Mumbai as a lived space: “Part of the tragedy of the educated
middle classes in Bombay was this yearning for something unattainable that
came from what they had read. Would that sense of a future elsewhere have
been avoided if we had concentrated on an Indian literary canon?1 don’t know”
(Lambert).

Mistry’s Indo-Nostalgia as M onochromatic Photographs of Mumbai

In her book, On Photography, Susan Sontag talks about photographs as
acaptured experience, photographsasreal ity in miniature and about photograph’s
function of documenting beauty and truth (2, 79, 87). About the role of the
photographer she says, “From the start, photographers...set themselves the
task of recording adisappearing world...” (59). It isaknown fact that the Parsi
population in India and the world over is declining. Due to this, a community
with auniqueidentity and cultureisvanishing gradually. Mistry, in hisdescriptions
of hisMumbai, sharesthe same concerns as many photographers. Mistry states
“when the Parsis have disappeared from the face of earth, his writing will
preserve arecord of how they lived, to some extent” (qgtd. in Bharucha 59).

Although both photography and novelistic descriptions are different
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mediums, they can be both used effectively astoolsfor story-telling. Both can
also be said to have a language of their own. “Any sound, word, image or
object which functionsasasign, and is organised with other signsinto asystem
which is capable of carrying and expressing meaning is...a language’ (Hall
19). Thebasic structure of asentencein English consists of subject-verb-object.
Similarly, the basic structure of thelanguage of photography isbased on elements
such as*light, time, composition, object and subject” (Rogers 7).

Rohinton Mistry’s Indo-Nostalgic descriptions in Such a Long Journey
and A Fine Balance lend themselves to comparison with monochromatic
photographs of Mumbai because like monochromeimagesthey are suggestive
of time-periods, places, people, relationships, artefacts, experiencesand emotions
that are gone or are in the process of fading away. Susan Sontag says, “When
we are nostalgic, we take pictures...photographs actively promote nostalgia.
Photography is an elegiac art, atwilight art. Most subjects photographed are,
just by thevirtue of being photographed, touched with pathos’ (11). Resembling
photographs, Mistry’s descriptions too have amelancholic quality about them
and his writing when he recalls the past resonates with pathos. Mistry’s
descriptionsof Mumbai are aesthetically suggestive of monochrome photography
asthey, identical to monochrome photography, are exceptionaly artistic, very
well crafted, make the reader experience a heightened state of emotion and
create an intimacy between the reader and the city as well as characters.

Suchalong Journey isset in the background of the Bangladesh Liberation
War of 1971 and A Fine Balance has asits background The Emergency period
of 1975-77. The political tracks in both these novels have been acclaimed for
their realistic representations. However, it isthe characters, their relationships
with each other as well as the city, and the emotions they experienced during
those times which render the characters as well-rounded figures who in turn
bring alivethe political realities of thosetimes.

“With the removal of color you reveal the essence of things’ and “end up
in a reality that is more real and closer to what we essentially experience’
(Tjintjelaar). Likeablack and white photographer, Mistry isalso knownfor his
minimalist writing style, which makes his work very relatable for his readers
and communicates his messages directly without any verbiage or
superfluousness.

A photographer may choose to have a career exclusively in black and
white photography. Similarly, Mistry by always making the creative choice of
only writing about the city of Mumbai and that too the bygone Mumbai (his
fictional oeuvre covers the time-span from 1971 to circa 2002), he can be
equated to a monochrome photographer who finds it more imperative to
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document a certain place and time, rather than the contemporary Mumbai or
modern-day Canada. In The Guardian article, Bruce Westwood, Mistry’s
Canadian literary agent says, “ Rohinton has been a Canadian citizen and resident
of Toronto for 27 yearsnow. He haslived herefor longer than helivedin India,
but his books are still set in the Bombay of his youth, reinvented with perfect
recall. At times he seems to have idealised it into a childhood paradise, like
Nabokov’s Russia’ (Lambert).

Monochrome photographs are usually associated with the past because
they originated before the invention of the colour photograph. So even now,
while re-creating the past creatively in a film or a book, monochrome
photography is used to achieve a retrospective effect. Mistry creates the
retrospective effect masterfully in his fiction. Mistry’s aesthetic achievement
liesin the fact that his descriptions of Mumbai render time elastic and bring
alive the past. His charactersin the two novels, Gustad Noble and Dina Dalal
areadultsin 1970s Mumbai. Their nostalgic reveries are about their childhood
and youth which happened at least two or more decades into the past. So,
reading Mistry in the 21st century makes one take a profound, affectionate,
wonder-filled gazeinto what it would beliketo be achild growing upin Mumbai
circa 1949. It also makes the reader speculate about the pleasures and pains
experienced by adolescents during that time period.

Although there are many authorswho have written stories about Mumbai,
Mistry has asignature style of writing about Mumbai. His creative choices; of
writing about certain political events, the Parsi community, thetime-periodsin
which hisnovelsare set aswell hiswriting style; minimalism and directnessin
writing, realism, contrasting of tendernessin interpersonal relationshipsto the
harshness of the political events on people, elegiac, emotive, and haunting use
of language, photographic descriptions of places, exploration of the past-life of
his characters and the sporadic reappearances of that past, and documenting of
the minor and mgjor truths and splendours of the city make hiswork distinctive
from that of other writers. Mistry’s creativity and stylistics not only make his
work comparabl e to monochromatic photographs, but he can a so be equated to
a photographer auteur.

The cityscapes and the character perspectives and especially nostalgia
areimbued with essentialism contributing to aparticular Mumbai whichispart
Parsi and part diasporic. Mistry, in representing Mumbai in hisnovels, iscreating
a particularised figure of the city which is constructed through the language
used, cityscapes foregrounded, and perspectives of the characters regarding
political events and its aftermath. Nostal gia opens up a signifying field where
the performativity of thelanguage aswell ashuman lifeisacted out. Interviews
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with the author and his contemporaries corroborate the fact that his fictional
Mumbai isaliterary construct of the 1970s Mumbai. A largely Parsi Mumbai; it
is a skilful weaving together of Mumbai which is partly factual and partly
imagination. ThisMumbai wasinspired by the booksfrom the Western literary
canon Mistry read as a child aswell as by his experience of Mumbai asalived
space, up until he wasin his early 20s, before he migrated to Canada.

The English novelist Graham Greene, in hisintroduction to the novel The
Bachelor of Arts, appreciated R. K. Narayan's fictional Malgudi and said
about him: “Narayan... wakes in me a spring of gratitude, for he has offered
me a second home. Without him | could never have known what it islike to be
Indian” (Greene).

One can say, with similar gratitude, that Rohinton Mistry’sreflective Indo-
nostalgiaand longing for his childhood and adulthood provides his readers “a
second home” in Mumbai and allows hisreader to experience the beauty of the
1970s Mumbai through his beautiful, emotive, nostalgic and monochromatic
descriptions of the city. Mistry creates amagical literary nostalgia shop in his
novelswhich a space where his readers can engage with the literary memories
and dwell in theimagined space of the 1970s Mumbai; amental image of India;
where the descriptions of places are in black-and-white, desires are in sepia,
smells are ripened by time, sounds are resonant of a long-gone era and the
memories are vintage.
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Negotiating Gender: Women in Bollywood Cinema

Abhilasha Sawlani

To understand gender as a historical category...is to accept that
gender, understood as one way of culturally configuring a body, is
open to acontinual remaking.

- Judith Butler, Undoing Gender

Intheintroduction to her influential book Undoing Gender (2004), Judith Butler
discusses the desire that gender and its performance attemptsto fulfil. It isthe
desirefor recognition, to be constituted as socially viable beings by conforming
to gendered i dentities, the constitutive terms of which are defined by and originate
in a sociality that has no single author. If gender is conceptualised separately
from one'sindividual personhood and performed without one’s knowledge or
will, does that make the act of performance automatic or mechanical? Butler
counters the determinacy of socially constituted gender norms by describing
the incessant performance of gender “as a practice of improvisation within a
scene of constraint” (1). One may not be the author of the gender one performs
but the possibility to alter restrictive and exclusionary normslies within one’'s
agency.

In a postmodern world, the media industry plays a significant role as a
producer of meaning, discourses, ideologies, and most importantly, gendered
identitiesand subject positions. While mediarepresentati ons create myths about
social and gender roles, they also constitute sitesfor their radical reimagining.
This paper aims to examine Butler’'s concept of gender as performance and
her ideas about the potential to reconfigure gender normsin the light of three
Bollywood films— Dilwale Dulhania Le Jayenge (1995), Astitva (2000), and
Queen (2014). Through a detailed plot analysis of these films, it attempts to
trace the continual reconfiguration of the category of thefemininein Bollywood
cinemaand its movement towards more enabling and accommodating terms.

Recognition is “a site of power by which the human is differentially
produced” (Butler 2). Consequently, refusal to be recognised or rendered
intelligiblewithin thelimited and exclusionary normsmay impair one's sense of
socia belonging, but that estrangement from society is preferableto amaimed
recognition. Particularly in phallogocentric societieswheregender isdifferentially
and asymmetrically produced, social acceptability is predicated on highly
restrictive parameters. Thus, only particular models of femininity are deemed
permissible, while femininity itself continues to be considered less desirable
than masculinity. In the Indian context, one only has to consider the premium
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placed on chaste, docile, and virginal women at the same time that womanhood
itself continuesto be demeaned — highly vitriolic and sexist jokesat the expense
of women and ‘womanly’ behaviour still dominate alarge segment of the popular
culture. Conseguently, one’s sense of identity remainsin conflict with socially
determined scripts for acceptable, normative behaviour.

Even as individuals attempt to fit themselves in the mould of socially
desirableidentities, their multifaceted desires continueto spill acrossboundaries.
In 21997 essay titled “Against Proper Objects,” Butler suggested that despite
thediscursive production of gender, desireisnever fully determined, and sexudity
never entirely grasped by any social regulation. Hence, the conditions of symbolic
representation, which attempt to establish themselves as normative, are
vulnerable to transformative re-articulation. In other words, by maintaining a
critical and transformativerelation to the socially constructed norms of belonging,
one may articulate alternative norms and ideals that would better facilitate a
livable life. The task of feminism along with the new gender movements,
according to Butler, is to be about “distinguishing among the norms and
conventions that permit people to breathe, to desire, to love, and to live, and
those norms and conventions that restrict or eviscerate the conditions of life
itself” (“Introduction” 8).

Women in Bollywood Cinema

In the Indian context, Bollywood cinema performsthe crucial role asthe
site of reflection as well as construction and reification of normative gender
roles. In general, the portrayal of femal e charactersin Bollywood filmsisaimed
at reinforcing rigid and patriarchally circumscribed notions of femininity. “ One
of the functions of narrative...is to ‘seduce’ women into femininity with or
without their consent. The femal e subject ismadeto desirefemininity” (gtd. in
Burton 195). The meanings projected onto the empty signifier of femininity are
historically contingent; it becomes necessary, in this context, to examine the
historically changing prototypes of the feminine as represented in Bollywood
cinemasinceitsinception.

Fromitsoriginin D.G. Phalke's Raja Harishchandra (1913), mainstream
Bollywood cinema has traversed along way from itsinitial function as a pan-
Indian cultural artefact meant to create the imagined cohesive community that
isIndiatoitsexclusivist focusin the new millennium, even asit often engages
in critiques of the contemporary socio-political framework. While earlier the
nation was allegorised through the genre of melodrama as an al-inclusive
community or family demanding loyalty, such binding ties ostensibly seemto be
waning in the films produced in the last two decades marked by globalisation
and post-liberalisation which prioritise personal aspirationsover community ties.
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However, individuality remains a positive characteristic in male protagonists,
whilewomen continue to bear the burden of community valuesand are expected
to lead neatly defined, socially scripted lives. However, some recent filmslike
Thappad (2020) and Lipstick under my Burkha (2016), catering primarily to
niche, liberal audiences, have sought to reclaim theideaof individual aspiration
for their women protagonists.

The post-independencerigid, Brahmanical nationalism of themiddle classes
led to a Sanskritisation of Bollywood cinema that had earlier allowed some
space for the expression of female sexuality. A new dichotomy emerged, and
the figure of the woman was used to map out the conflicting pulls of tradition
and modernity. The figure of the ideal woman—chaste and docile—stood
representative of tradition, arepertoire of Indian, cultural and community values
restricted to the domestic sphere. Thiswomen-as-nation artefact cameto bein
opposition to the “demonic” and sexualised figure of the Other, representative
of the Islamic and worldly (and public) modernising impulses. “...the filmic
coming into being of the feminine body has usually been acomplex process of
distilling visible signs, by which a form is abstracted gradually, by an acute
calibration of eros and jouissance, between the world and the home, into a
postulate of “traditional” patriarchy or of itsintimate enemy, themodern” (Basu
140, italicsinoriginal).

Such seductive and threatening impulses are embodied in the “Helen
assemblage” examined by Anustup Basu in relation with the genre of the feudal
family romance that denied the possibility of female desirein the “patriarchal
monopoly of sexual pleasure” (145). Posited inarigid binary against the virtuous
domesticated woman, Helen becomesthe‘ femmefatale’ through her sexualised
subjectivity whose power and existence in the public domain gets continually
exorcised by her ultimate death or sudden disappearance in the filmsin which
shefigures. At the sametime, the “epistemological forfeiture” (150) of sexual
desirein the virtuous heroine accords her dignity aswell asdivinity asher love
for the male protagonist transcends love to become devotion. On the other
hand, Helen cannot be loved, for to do so would mean abandoning feudal
patriarchy’ s absol ute nomination of the husband asadespot in opposition to the
Kantian notion of the modern institution of marriage as a free association of
consenting individualsand amutual interplay of desire.

In this context of the delimitation of femininity in accordance with the
demands of national consolidation, Butler’'sremarksin an interview conducted
in 2004 become enlightening. “If the task of ‘nation-building’ requires an
effacement of the social formsin which sexuality lives, then the ‘nation’” will
cometo requirethe suppression of the actual waysin which sexuality issocially
organized” (“Troubling Genders’ 118). Through the filmic construction of
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opposing models of femininity and the socially constituted difference between
the virtuous woman of the home who exists as the repertoire of traditional
Indian values and the sexually promiscuous femme fatale, the conditions of
livability and social recognition of women are severely restricted. Thearbitrary,
mutually exclusive, delimitation of therolesand spheres embodied by the heroine
and the vamp served, in effect, to restrict women’s ways of being and living.

A possible rearticulation of these norms appears to be underway as one
examines Bollywood cinema closer to the new millennium. As demands for
feudal proprieties came into conflict with the practical need for survival in the
atmosphere of tremendous political and economic upheaval post-1970s, the
extremes of tradition/modernity, wife/whore, private/public, and virtue/vice—
the heroine/vamp dichotomy, in other words—threatened to collapsein Bollywood
cinema as women characters gained relatively greater access to the public
sphere.

Dilwale Dulhaniya Le Jayenge (1995)

Considered a universal epitome of romance, Dilwale Dulhaniya Le
Jayenge (1995) has been a popular blockbuster for more than 20 years now.
The characters Raj (Shahrukh Khan) and Simran (Kgjol) have attained mythic
significance and continue to be much appreciated by audiences. As the
charactersareintroduced inthefilm, Simran is seen perpetually in the domestic
space, looking out of the window longingly and dreaming and singing of her
knight in shining armour. Raj, on the other hand, isalibertine who occupiesthe
public space of thrill and adventure—playing football, swimming, driving race
cars, racing with the aeroplane, and loitering with hisfriendsat night. Similarly,
Chaudhary Baldev Singh’'s (Amrish Puri) stroll through the London streetsisin
stark contrast with his domesticated wife and daughters, who hurriedly terminate
their merry-making, adopting postures of feminine propriety asthey sense his
arrival.

Women confined to the domestic sphere are considered to be the
repositories of Indian culture and tehzeeb, and Baldev Singh prides himself on
having saf eguarded this culture. As Simran’s partner, Kuljeet (Paramjeet Sethi
who is significantly shown hunting in the forest), is chosen by her father, the
patriarchal monopoly over female sexuality becomesvisible. Moreover, Simran,
as a representative of Indian tradition, must ask her patriarchal custodian’'s
permission to venture into the public sphere for a Europe tour while that
permissionisreadily availableto Rg].

Asaform of subtle manipulation rather than open rebellion, women often
assume conditional access to the public sphere, underscoring the fact of their
respectability and performing the socially determined requirements of their gender
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through sartorial gesturesand aconstant demonstration of alegitimate purpose.
Thus, even whileonthetrip, Simran appears constrained and consistently exhibits
a sense of purpose and respectability as evident in her distress on missing the
train, mistakenly having her dresstorn, when she asserts her disapproval of Rgj
drinking in front of a woman and her consternation at the thought of having
spent the night with him. The most carefree she appears is in a state of
intoxication. Transferred like apossession from one patriarch to another, asRgj
too conformsto asimilar constricting discourse of honour, respectability, and
protection, Simran is co-opted into the very institutions that repress her and
happily, sheinhabitsthe space of adomestic, selfless, traditional, and stereotypical
Indian woman faithfully observing Karvachauth.

Thefilm, however, stages and entertainsthe possibility of Simran’sdesire
symbolically through songs such as“Mere khwabon mein” and “ Zara sajhoom
lunmain.” Such moments of transgressive articulation remain submerged under
thefilm’seventual affirmation of more conservative and socially scripted roles
for women. Thus, thefree-spirited Simran transformsfrom an agential, desiring
to be apassive object of the larger-than-life hero’s attempts to secure her hand
inmarriage. Such atrajectory remained acharacteristic trope of most Bollywood
films of the time, continuing into the present. Even as the figures of the ideal
woman and the vamp began to merge in films produced after the 1970s
increasingly, the hedonistic and pleasure-seeking impulses were invariably
eclipsed under demandsof socia propriety. Thereproduction of traditional gender
roles on screen served to secure a renewed reification of women within these
well-entrenched social scripts. Consequently, the popular Hindi film hasbeen a
mise-en-scene of mal e fantasi esand scopophilia; the mal e protagoni st commands
plot development as his gaze, aligned with the gaze and phantasies of the
patriarchal spectator, shapes the representation of the female figure. To quote
LauraMulvey, “cinematic codes create agaze, aworld, and an object, thereby
producing an illusion cut to the measure of [male] desire” (67).

Astitva (2000)

There-articulation of these cinematic codes and possible reconfiguration
of constitutive terms of femininity to make them more amenable to complex
femal e subjectivity would occur fiveyearslater in Mahesh Manjrekar’s Astitva.
Aditi (Tabu) is introduced to us as a woman comfortably ensconced in the
domestic sphere and married to aman called Shrikant Pandit (Sachin Khedekar)
who appears to be completely dependent on his wife for the most trivial of
things. He is aptly described by his friend’s wife, Meghna (Smita Jaykar), as
“self-centred and pompous, a male chauvinist pig” (Astitva 0:21:05). His
behaviour upon discovering his wife's past infidelity and the truth about his
son’'s, Aniket’s (Sunil Barve), paternity establisheshim asamodel of repressive,
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privileged, and fragile hypermasculinity. Throughout thefilm, he considersAditi
his property, unabashedly reads |etters addressed to her, and subscribes to the
patriarchal rhetoric of women’s honour being threatened in the professional
public space. Aditi’ s suggestion that shetake up ajob to overcome her loneliness
during hislong absences, and Malhar Kamat’s (Mohnish Bahl) suggestion that
Aditi makesacareer out of music ismet with an indignant response suggesting
hisbelief in restrictive gender normswhich require men to be the breadwinners,
whilewomen may indulgein activities merely for pleasure.

Asopposed to Shrikant Pandit and hisbrand of toxic masculinity, thefilm
indicatesthe possibility of liberated femininity through the characters of Meghna
and Revati (Namrata Shirodkar). Meghnais depicted as an emancipated woman
with well-formed opinions about companionate marriages. Having divorced her
husband after discovering hisinfidelity and his nonchalant attitude towardsiit,
shecontinuestoinsist upon equal responsibility towards childrento be shouldered
by the spouses. She appears to be the critical feminist consciousness of the
film, questioning the hypocrisy of Aniket’s supposed “ modern outlook™ (Astitva
1:26:44) and insisting to Aditi that “ one must, at no cost, sacrifice one’s self-
respect, especialy not at the altar of men” (Astitva 1:24:03).

Thedistinction between thetraditional heroineand the modern, free-thinking
vamp is ho longer tenable—the filmic narrative of Astitva foregrounds a more
halistic paradigm of womanhood in which the characteristics of both cohere.
Thus, even though Aditi has been depicted as confined to the performance of
stereotypical gender roles for most of her life, the film adequately represents
her asadesiring, sexualised being, thereby paving theway for are-articulation
of the constitutive terms of femininity. Her sexual identity is evident in her
responsesto Kamat and the sensuous picturisation of their moments of intimacy.
While the camera's gaze mostly focuses on her body, thereby catering to male
voyeurism, the sexual overtones of women drenched in the rain are here
transferred onto the male body asAditi gazeslongingly at the drenched Malhar
andinitiatestheir liaison.

Right before embarking upon an autonomouslife, she deliversamonologue
which questions the asymmetrical nature of gender roles and grasps the nerve
of the matter—thefragility of male ego, whichisthreatened by female sexuality
as only awoman can establish achild’s paternity. Her confident questioning of
gender stereotypes merits quoting at some length:

A man however established alibertine he may be, expects complete
faith from his wife...Are men’'s desires different from those of
women?... Who gaveyou the privilegeto sleep with other women?...
Did you ever wonder what happened to them?... Is a woman not
entitled to afulfilling sexual life? (Astitva 1:38:07)
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AsAditi marches on towards the hope of abetter future, the two men, Shrikant
and Aniket, are left speechless and immobile at the threshold that the woman
has now crossed; significantly, on the wall behind them appears a portrait of
Krishna'sradeela, atypical signifier of aculturethat sacralisesmalelibertinism
whilelimiting female sexuality. Aditi’ s enraged questioning of normative gender
codesisinfluenced by women like Meghna and Revati, who enable her to chart
out a course towards financial and sexual autonomy, thereby establishing a
paradigm of sisterhood crucially absent from the purview of Bollywood cinema
so far. At the same time, the sacred domestic space is revealed to be a site of
marital rape, repressed sexuality, and violence (both physical and psychological),
thereby undoing the value-laden spatial segregation between the domestic and
the public. Moreover, the redefinition of gender identities, it appears, occurs
simultaneously with areconfiguration of normative social relationships; unlike
the eventual affirmation of heterosexual romance in DDLJ, Astitva prioritises
alternative kinship model s premised on an enabling acceptance of each other’s
multifaceted identity. The film, therefore, marks a shift from “the ideological
fiction of marriage and the family as the normalised and privileged domain of
sexudlity” to aredefinition of kinship asasiteof movement “beyond patrilinedlity,
compulsory heterosexuality, and the symbolic overdetermination of biology”
(Butler, “Against Proper Objects’ 14).

Queen (2014)

The 2014 movie Queen catal ogues the Bildungsroman of aconventionally
shy and reticent Rani (Kangana Ranaut) into a confident, self-sufficient, and
assertive woman, who claims pleasure and risk for herself on the streets of
Parisand Amsterdam. Prior to her foray inthe public world, her lifeisportrayed
as contingent upon the male figures in her life—she requires her father’'s
permission to venture out of the domestic sphere, facesinnumerablerestrictions
from her fiancé in the name of protection and feminine propriety and is
accompanied practically everywhere by her brother Chintu (Chinmay
Chandraunshuh), who becomes the symbol of the invariably male patriarchal
control, despite his young age. In a brief flashback, we witness a plethora of
professional, behavioural, spatial, and temporal gender stereotypeswhereinthe
characteristically shy and modest Rani (suggestively pursuing Home Science)
showsindifference towards and shirks the unsolicited advances of the engineer
Vijay (Rajkummar Rao) who engagesin thetraditionally male role of wooing.
Rani, whose limited fantasies about travelling are circumscribed to her
honeymaon, suffers an inevitable shock as Vijay calls off their wedding citing
the reason, “For me, it's all about travel, business, meetings...bohot tough ho
jayega tumhare liye” (Queen 0:08:51).

Even as she embarks alone on her honeymoon in Paris, neglecting the
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frowning eyebrows and the injunctions to take Chintu along, her initial forays
into Parisian streetsreflect emotional turmoil through the culturally conditioned
need for amal e guiding hand. Having braved physical threat posed by amugger
and being initiated into the world of risk-taking, Rani gains confidence. Being
inadvertently drunk, she rebelsagainst restrictivefeminine propriety that restricts
‘good girls' from burping, wearing certain clothes, and indulging intheir desires.

Her carefree behaviour in a state of intoxication mirrors Simran’s
uninhibited dance to “Zara sa jhoom lun main” in DDLJ. However, unlike
Simran’s eventual embrace of conventional femininity, what followsin Queen
is a series of subversions wherein Rani undercuts the restrictions that were
earlier imposed on her—she becomes economically self-sufficient and exposes
as baseless the culturally-induced inhibitions against ungendered spaces by
sharing a room with three men. Male presence becomes more egalitarian as
she assumes control by driving and making decisions, reading a map and
simultaneously mapping the city spaces. A particularly powerful moment inthe
film captures Rani dancing wildly atop abar counter; such dances, especialy in
Bollywood cinemaof the 1960s and 70s, were associ ated with the figure of the
cabaret dancer in the public space of the nightclub—a den of hedonism and
unrestricted revelry. The hypersexualised figure of the cabaret dancer was
invariably juxtaposed with the sanskaari woman of the house. Clear
demarcations, however, were not alwaystenable; whilethe narrative discourse
emphasised the need to maintain neat public-private distinctions, the lyrical
sequencesin these films unsettled such distinctions. Rachel Dwyer notes:

film songs and their picturization provide greater opportunities for
sexual display than dialogue and narrative sections of thefilms, with
their specific images of clothes, body and body language, whilethe
song lyrics are large to do with sexuality, ranging from romance to
suggestive and overt lyrics.... (gtd. in Mankekar 419)

Rani’s uninhibited and uncensored dance signals her initiation into an
uninhibited subjectivity; it further marksthe collapse of the socially constructed
borders between masculine and feminine, active and passive, public and private,
heroine and vamp. The film dramatises the desire for social acceptance of
femal e subjectivity in all itscomplicated and multifaceted glory.

From the hotel-room window to the bal cony to the streets of Paris, Rani’s
transition into awoman of the world (aswasAditi’sin Astitva) is overseen by
threatening Helen-figures. The blatant, confident, and bra-hating Vijaylaxmi
(Lisa Hayden) and the unnervingly candid sex-worker Ruksar aka Roxette
(Sabeekalmam) represent the “ disreputable” women of the world who enable
Rani to transcend normative femininity, by offering her a glimpse of their
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generous humanity and anew perspective that normalises shame. Queen offers
arefreshing respite from the archetypal heterosexual romances by offering a
striking vignette of female bonding under the Eiffel tower and a denouement
that refusesto reinstate Rani’s new-found freedom in the patriarchal institutions
of heterosexual relationship or marriage.

Conclusion

What bindsthe women protagonists of thesefilmsistheir struggle against
restrictive social scripts. The outcome of that struggle is envisioned in widely
differing ways — Simran replaces one patriarch with another, Aditi and Rani
find refuge in unfettered individuality alongside supportive women allies.
Notwithstanding its different outcomes, what is of significanceisthe struggle
itself. During their finest moments, thesefilms highlight the constructed, arbitrary
nature of gender normswhich fail to accommodatedesireinitsrich multiplicity.
Intoxicated, the otherwise sanskaari Simran dances to the suggestive lyrics of
“Zara sa jhoom lun main”; the usually shy Rani immerses herself in Parisian
nightlife, al inhibitions forgotten; Aditi rages against the suppression of her
desires under the circumscribing domain of wifehood.

In other words, these films dramatise the Butlerian ideathat the constitutive
terms of one'sgender remain opentoindividual attemptsat revisioninginabid
to secureamoreliveablelife. Adoption of acritical and transformative relation
to socia normsthat restrict one's personhood is, according to Butler, the primary
step towards the alteration of those norms. For far too long, control over the
narrativisation of women’s desires has rested with unsympathetic storytellers.
The filmic space has remained the mise-en-scéne of the desires of patriarchal
directors and scriptwriters whose gazes project their own fantasies upon the
empty signifier of femininity. Asmorewomen-centric filmsbegintoinvolvethe
audiences, morewomen like Aditi and Rani begin to disavow repressive models
of femininity infavour of more humane paradigms of womanhood. Not too long
ago, Bollywood encountered its own MeToo movement even as female actors
raised their voices against issues such as sexual harassment and equal pay.
The need of the hour is, besides a greater representation of women in artistic
aswell aspolitical circles, asustained reconfiguration of women’srepresentation
in popular cinemaand a continuous negotiation of gendered identities.
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Post-National, Global, or Local: Literary
Cinematic Responses

Naresh K. Vats

Today's cinemaseemsto be challenging the established elite cinematic discourse.
Causing dents in the dominant discourse, this new cinema hints at, and also,
induces change by breaking the mould and effecting reforms simultaneously.
The paper attemptsto approach Hindi cinemafrom themarginsof global, national,
internationa, post-national and popular. It primarily tellsof individuals, and through
them, it depictsthe collective. The characters are viewed as humans complete
with the elemental human nature of anxiety, love, lust, ambition, self, identity
and whatnot. An individual’s sense of self emerges from various factors like
nationality, gender, sexuality, class, caste, religion, sect, etc. Theterm globalisation
bringsto the mind the conflict of hybridisation and homogenisation, exclusion
and inclusion, global and local, and what should be the concept of nationalism.

Asacritique of nationalism, post-nationalism rejectstheideaof the nation
as the central organising principle. It also calls into question the concept of
identity by looking beyond theideaof the nation asahomogenouscollective. In
fact, post-national as a discourse implies going beyond, transcend and escape
the boundaries of master-discourses (nationalism being the one among several
others like colonialism, capitalism, feminism, etc.). Nationalism, as a master
discourse, presupposes nation as a monolithic structure that does not allow
spacefor plurality.

Nationalismisamode of thinking that hasimpacted our social, political,
literary, and fictional imagination, even our deepest psychological being
—our very sense of personal identity. The nation is the most resilient
form of community imagined, and the devotion it elicitsfrom followers
isnext only to theintensity religion evokes. (Virdi 27)

Virdi arguesthat nation, an important element of an individual’sidentity, isan
abstract notion that involves several constituents like language, religion, race,
geography, etc. It is argued that nationalism emerged in Europe as a potent
ideology in the late 17*" century arising within a specific social formation and
sustained by culture, a force at once cohesive and fractious. The concept of
‘nation’ spread globally, and it continues as a prime player in contemporary
geopoalitics. Fictional and mythic representations construct nations in art and
literature, spurring nationalist sentiments, while nations popul arise and favour
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particular myths and fantasies. Inthe case of India, the society accommodates
various cultural units under its umbrella of the nation. Thisimage of aunified
nation is nurtured and maintained by Hindi cinemaor Bollywood.

However, a sense of unity is derived from various other factors. a
state-imposed unified system of law, language, and education; the
constitution; one monetary currency; and the creation of a national
imaginary. The latter, | contend, is sustained in no small part by the
visionary nature of Hindi cinema. (27)

Post-national comes as a counter-discourse; a local, fragmentary narrative
against the totalising master narratives that tend to homogenise the national
identity taking it asthe natural integrating factor of apolitical community. Indian
cinemahas responded to globalisation in its own way. Instead of telling stories
carrying lofty ideas and ideals, today’s cinema has shifted its tone and texture
in alignment with the everyday experience of individuals who are struggling
with the day-to-day realities.

Newton (2017) depicts a young man’s struggle to accomplish his
responsibilities/duty despite the odds. Hindi Medium (2017) too depicts the
everyday reality of Indiawhere peopleare busy in bettering their life according
to the needs of globalisationi.e., attaining fluency in English, whichisastatus
symbol not only in Indiabut in the entire third world. Dangal (2016) showsthe
struggle of aman against the realities of hisambition, expectations, and traditions.
Other examples are Pad Man (2018), Bareilly Ki Barfi (2017), Toilet Ek
PremKatha (2017), etc. The paper proposesto critically ook at how globalisation
and post-nationalism work inthe realities of today, exploring the conceptsthrough
literature and beyond.

Post-nationalism iscommon men'sresponsein the context of the mundane
every day wherethey make simpledigressionsfrom the higher ideaslikeloyalty,
ethics, and morality, etc., without necessarily discarding them. But thisinnocent
tendency is manipulated/hijacked by a section of political thinkers to their
advantage and isblown out of proportion so asto affect popul ace and academia.
In order to earn political legitimacy, no efforts are spared to intellectualise and
populise the discourse.

David Inglis contendsin his book Culture and Everyday Life (2005) that
‘high,” ‘popular,” and ‘low’ culturesimpact everyday life, and everyday lifetoo
can impact upon them. The nature of these cultural areasisin the present day
rapidly mutating, such that itisdifficult totell that thedistinctionsin ‘low’, * high’
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and ‘popular’ culture have been abolished or the borders between these areas
have become more permeabl e than before. Inglis makes his point by mentioning
how, since the 1960s, images and issues from ‘popular culture’ (e.g., Andy
Warhol’s use of advertising for Campbell’s soup in his art) have entered into
the mainstream art world, such that there has been a blending of ‘high’ and
‘low’ elements, asituation isoften taken to be quintessentially ‘ post-modern’ in
nature. He further mentions the views of Peterson and Kern in this regard:

... that cultural distinctions are not today as clear cut as Bourdieu made
out, that classes do not necessarily have ‘their own’ cultures any more,
and that people, on the whole, are more culturally ‘omnivorous', in that
they blend and mix together different sorts of cultural formsin new and
eclectic ways. (108)

Everyday lifeisjust acontinuum of routine day-to-day activities spanning from
getting up from sleep to calling it a day — and, of course, while sleeping too.
However banal these mundane activities seem to be, every individual isunique
towhom thisapparent ‘ routineness' of daily experiencesisimportant and special.
These ordinary concerns of everyday life are made the focus of mainstream
cinema and filmic discourse. Such ordinary and everyday concernsin cinema
should be given sufficient academic attention.

Cinema or entertainment might possibly not have been granted the same
value two decades before, but today ‘ Bollywood' isperhaps I ndia’ s best-known
international brand. Internationally people today accept the format of song-
and-dance cinema, and more mainstream I ndian films get shown at international
venues like Cannes. Unlike even as late as the 1990s, when Indian popular
cinemawas for many abastardised form of ‘real’ cinema (read: Western realist
cinema), today Indian films are, more than ever, appreciated and enjoyed for
their difference (Flashback 3). Rosie Thomas too comments this regard:

Indian cinemahas, throughout itslong history, evolved asaformwhich
has registered the cultural imperialism of Hollywood: the form has
undergone continual change and there has been both inspiration and
assimilation from Hollywood and elsewhere, but thematically and
structurally, Indian cinema has remained remarkably distinctive.
(Thomas 116)

Talking about Indian identity with reference to hybridity and difference Salman
Rushdie, in the essay “ India' s Fiftieth Anniversary” (2003) says:
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Selfhood of India is so capacious, so elastic that it manages to
accommodate one billion kinds of difference. It agreeswith itsbillion
selvestocall al of them ‘Indian’. Thisisanotion far more original than
the old pluralist ideas of ‘melting pot’ or ‘cultural mosaic'. It works
because the individual sees his own nature writ large in the nature of
the state. Thisiswhy individual Indians feel so comfortable about the
strength of the national idea, why it's so easy to belong to it, in spite of
all theturbulence, the corruption, the tawdriness, the disappointment of
fifty overwhelming years. (Rushdie, Sep Across This Line)

Rushdie further comments that Churchill believed Indiawas not anation, itis
just an abstraction. John Kenneth Galbraith too described Indiaas‘ functioning
anarchy’. According to Rushdie:

Both of them, in my view, underestimated the strength of India-idea. It
may be the most innovative national philosophy to have emerged inthe
post-colonial period. It deservesto be celebrated; becauseitisan idea
that has enemies, within India as well as outside its frontiers, and to
celebrate it isalso to defend it against its foes. (Rushdie, Sep Across
This Line)

Rushdi€e'sideas about creative arts like writing are equally valid for cinematic
representation too:

Closed systems have always appeal ed to writers. Thisiswhy so much
writing deal swith prisons, policeforces, hospitals, schools. Isthe nation
aclose system?|nthisinternationalized moment, can any systemremain
closed? Nationalism is that ‘revolt against history’ that seeksto close
what cannot any longer be closed. To fencein what should be frontier
less. Good writing assumes a frontier less nation. Writers who serve
frontiers have become border guards. (Rushdie, “Notes”)

| think nationalism may also be seen asadevel opment in termsof socid, palitical,
and economic prosperity at the collective level, and sense of well-being at the
individual level. Indian cinemastarted with the theme of mythology in 1913 and
reached the individual’'s anguish and concerns today — from Raja
Harishchandra (1913) and Bhasmasur (1914) Indian cinema has graduated
to the theme of Hindi Medium and Toilet: Ek Prem Katha. It is Important to
refer to Dadasahab Phalke's contribution of 125filmsin 25 years. Phalke became
completely blind for about six months. During the convalescence, he saw the
film Life of Christ and got inspired to produce films in India. His first full-
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length feature film, Raja Harishchandra (1913), which was 3,700 feet in length
and ran for three quarters of an hour, was released on the 17th of May, 1913 at
the Coronation Cinema. His other films were Mohini Bhasmasur (1913),
Satyavan Savitri (1914), Lanka Dahan (1917), Shree Krishna Janma (1918)
and Kaliya Mardan (1919). Till 1937 he produced 125 filmswith Gangavataran
(1937) being his last film. Other producerslike Imperial Film Company were
making ‘ Arabian Nightstype adventurefilms' ‘ Rajput romances', ‘action films
and ‘socias (Flashback 8-9).

Starting off by copying Western cinema in style, technique, and spirit
Bollywood has devel oped its own aesthetics, poetics, and grammar to delineate
the nation, its people, anxieties, conflicts, and aspirationsthrough elite narratives,
to popular images, to common, vulgar, everyday depiction. Thisdoesnot stop at
just portrayal but takes on the everyday problems by talking about it, dragging
them from taboo zonesto the normal discourse, suggesting solutions, and assuring
common people that they be the agents of change and that their lives are as
significant as that of a superhero or a super she-ro. The directors do not suffer
from moral anxiety. Cinemahas moved from larger-than-life topics on to those
that arerelated to the individual, mundane, and everyday life.

In Bareilly Ki Barfi, Pankaj Tripathi, Bitti's sweet shop owner father
challengesthetraditional image of thefather of agirl (beti kabaap) by sharing
cigarettes with her and by not keeping atab on her behaviour and movements.
It reminds the earlier images of Nazir Hussain as ‘beti ka majboor baap’ (the
helpless father of a girl). The female lead Bitti Mishra (Kriti Sanon) is an
outspoken, angry-young Bareilly girl who is fed up with the society and her
mother, having been rejected by prospective grooms' families. She runs away
from home and at the railway station comes across a novel Bareilly Ki Barfi
which shefeelsiswritten about her; it reassures her of aboy who would value
her for what she is. She is pralific, profound, and whatever the opposite of a
divais.

Newton, India’s Oscar submission in the foreign-language film category,
isasatire onthe demacratic processin India. The charactersin thefilm Newton
Kumar, Malko, Loknath, AtmaSingh all havetheir problems, and they struggle
with the everyday realities. For Newton or Atma Singh, thereisno heavy rush
of testosterone. Anaarkali of Aarah (2017) makes the statement loud and
clear, “ Don’t daretouch awoman without her consent, beit aprostitute, someone
less than a prostitute or even your wife.” The protagonist is holding her own,
asserting herself, commanding, scheming, and yet not trying to ook divine. She

103



Naresh K. Vats

isjust being herself and says “Ham koi dudh ke dhule nahi hain”. The local
‘item girl’ fights off the harassment. ‘NO means NO’ genre also resonatesin
Pink (2016), where the girls decide to take on the harassers.

Theissues of menstrual hygienein Pad Man, of open defecation and use
of toilets for the sake of sanitation and self-respect in Toilet: Ek Prem Katha
are everyday concerns. Cinema has great potential of touching the masses
with its multisensory effect and vividity as compared to other modes of
communication. Hence, such films play apositive social function especialy in
developing countrieslike India. In an interview about Pad Man, R. Balki says:

| fedl that afilm’'sfirst job isto entertain. What is entertainment keeps
changing from time to time. Today, people want to see thingsthat are
relevant to them... Films can choose to take whatever responsibility
they want, but the primary responsibility is to entertain. The message
cannot overpower the entertainment factor. (Jamkhandikar)

Nandini Ramnath explains in an article how Juhi Chaturvedi’s first penning
down of ataboo but very important issue of sperm donation led to the making
of Vicky Donor (2012), and then Piku (2015) discussed themes of “inter-
generational conflict, anxieties over ageing and death, the difficulty of taking
careof ailing parents, and the necessity of handling bodily malfunctionswithout
emotion or embarrassment” (Ramnath). The winds of change and a conscious
shift towards making the everyday worthy of discussion are evident through
Hindi Cinematoday.

These movieslook at the nation through theeyes of redl individuals, whether
children, youth or elderly, from a point of view that is far removed from the
illusionsand traditionsthat have blinded us, cornered to the margins of hypocrisy.
The problems raised in two movies, i.e. Pad Man (2018) and Toilet: Ek Prem
Katha (2017) may not sound real in this country (and many other rich and
advanced countries in the West), but these are real problems of poor and rural
areas in India and several other countries who are struggling with the basic
issues like sanitation and hygiene. Other movies i.e., Newton (2017), Hindi
Medium (2017), Dangal (2016), Bareilly Ki Barfi (2017), Pink (2016), etc.
take up theissues of representation, identity, self, and ambition which may exist
across class and area. | am genuinely convinced that these issues are present
al over theworld in varying degrees and variants.

Toilet: Ek Prem Katha (2017) is based on the life of Anita Narre. The
film talks about the issue of open defecation in India. Anitarealisesthat they do
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not have atoilet at her husband’s place and decides to leave her husbhand's
house until the toilet is made. She returned only after the toilet was built. She
was later honoured with Sulabh International and awarded rupees 7 lakh. She
was al so honoured by the President of India. The district administration got a
pucca toilet constructed at her in-law’s place. The storyline has reference to
Prime Minister Narendra Modi’s Svacch Bharat Abhiyan. Through Anita,
the film represents the misery of countless women in India’s rural and slum
areas. Anita was the first case in the country when any woman raised her
voice for her self-respect and stuck to her mission till she could achieve her
freedom from the humiliating practice of open defecation (Bhargava). Another
woman, Puja, who in 2014 left her husband’s house when her repeated demand
to build atoilet wasignored by her husband and in-laws. It took her six months
to finally take the step. Despite the intervention of the village panchayat in
Bihar that directed her husband to construct atoilet, the deed wasn’'t done, and
therefore, Puja decided it was better that she stayed at her parents' house than
going to the open field every day before dawn to defecate. Puja was made a
Swacchta Doot by her village panchayat (Smrity Sharma).

Thefilm critiques our own way of living and insists that we look inwards
and change ourselves according to the needs of the time. The message isloud
and clear at the beginning of the film when Anupam Kher’'s character who is
an agriculture scientist says, “I may have a dirty mind, but | have a clean
heart.” Toilet: Ek Prem Katha is the story of a hicycle repair shop owner
Keshav in avillage Mandgaon near Mathura. Already 36, hefallsin love with
Jaya(much younger to him) and marries her. Hisvillage-like several villagesin
India, followsthe practice of open defecation. Jaya, who comesfrom amodern
educated family, does not accept it. She not only demands atoilet in her home,
but also raises her voice to inspire other women to stand against the daily
humiliation of defecating in the open. With consistent efforts, they are successful
in convincing the administration as well as Keshav's father, who would not
eventhink of constructing atoilet insidethe house. Themovie questions, critiques
and interprets Dharm, culture, tradition. Characters cite from the Manusnriti
to bring home the idea of sanitation and hygiene.

Pad Man (2018) was inspired by the real-life story of Arunachalam
Muruganantham who when in 1998 saw his wife using old rags for sanitary
pads, made aprototypethat failed terribly. Thereafter, he used different materials
and came up with new models for sanitary pads every month. Since there was
amonth gap between each prototype tested by hiswife, he had no other choice
except to ask for a few volunteers from a nearby medical college. Though a
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few female students agreed to try them, they were shy to give him the right
feedback. So Muruganantham decided to test them himself. It took him two
yearsto find theright material and another four yearsto come up with away to
process it. The result was an easy-to-use machine for producing low-cost
sanitary pads. With the imported machines costing more than $5,00,000,
Muruganantham’s prototype came at just $950. Asaresult, women’sgroups or
schools can buy his machine, produce their own sanitary pads, and sell the
surplus. In thisway, Muruganantham’s machine has created jobsfor womenin
rura India. He has started arevolution in hisown country, selling 1,300 machines
to 27 states, and has recently begun exporting them to devel oping countries all
over theworld. Today, Murugananthamisone of India'smost well-known social
entrepreneurs and Time magazine named him as one of the 100 most influential
peopleintheworldin 2014 (“ Think Change India”).

Pad Man is the story of Lakshmikant Chauhan from an Indian village
who comes up with an idea of producing low-cost sanitary pads in order to
improve menstrual health of women. For he has to fight with the taboos and
stigmaassociated with the menstrual cycle (popularly called ‘ periods'). Infact,
thisisaproblem all over theworld:

Many non-governmental organisations around the globe, such as Days
for Girls focus on the need for hygienic menstrual products and make
and distribute reusabl e pads. The argument isthat the provision of pads
enablesgirlsto stay in school. Oneinfour girlsin Indiamisses one day
or morein school during menstruation. (Kay)

Outright heroic response to a crisis may necessarily not be the forte of the
protagonistsintoday’sHindi cinema, but it upholdstheir courageto sustainthe
struggle in quite an unheroic way by often drawing sustenance from equally
unheroic individuals who choose to support them. These protagonists are not
corrupt, criminals, or sinners, but tend to be vulnerabl e to temptations. Today’s
hero is not larger than the life image out to uphold an idealist flag. The
protagonists are quite identifiable and their conflicts are easy to relate to. The
mal e protagoni st hasno qualmsin crying on awoman’s shoulder, and thefemale
takestough and realistic decisions. The representations challenge and go beyond
the normalisations. They are humanistic representations that go beyond the
prejudices and stereotypes bringing in the ideas of neo-masculinity and neo-
femininity. These protagonistsare not necessarily to beliked, sympathised with,
felt pity for or hated. The characters are balanced-they are just let be.
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Per capita consumption of cinema has increased enormously. Grand
narratives are succumbing to everyday incidents and experiences. One can see
akind of defiance about the young filmmakers who seem to betrying to rescue
cinemafrom the clutches of clichés, formulae and ideology. It issecularisation
and democratisation of cinema that has no design to ‘mould’ or ‘affect’ the
masses. Stories are cherry-picked from every day of the middle class and
below.
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From Othello’s Race to Omkara's Caste: A Study of
the Conflicting Political Identities in Omkara

Kirti Sachdeva

The movie Omkara (2006), an adaptation of Shakespeare’s play Othello,
drastically alters the moral landscape of Venice into the crude and scorched
landscape of Uttar Pradesh. While Othello’s race is widely debated as the
centre of postcolonial studies, Omkara's caste and Uttar Pradesh’s politics
becomesthelocusfor Vishal Bhardwaj’s projection of the twenty-first century
India The film, as an adaptation, gains an extra narrative reality, and moves
beyond the central character, to sculpt a certain image of the nation-state and
the ways in which fulfilment of identities is deflated. The camera movements
intensify the conflict of modern palitics, dwells into the labyrinthine of Uttar
Pradesh’s Bahubali culture and captures individuals who exist in a homeless
world of modern politics, neither belonging to the modern world nor to the
traditional world.

The film beautifully exposes the paradox of Omkara's position which is
that of a disempowered Bahubali, in some of the pertinent scenes of the film.
As an Aadabaman (half-brahmin), Omkara’'s position oscillates between
politically enunciated subjectivity and the socially denied identity. The movie
sets in motion the representative case of an inter-caste marriage between
Omkara, ahaf-Brahmin and Dolly Mishra, an upper-castegirl. Thedigunction
between the indispensable political importance of Omkara.is juxtaposed with
his social condemnation which exhibitsthe deep-rooted contradictionsof India
asaNation. Thedifferent spaces occupied by Omkarareflectsthiscontradiction
wherein hiseducational level, hisaccessto modern ingtitutionslike banks, schools,
universities, hisknowledge regarding hisfundamental rights, reservations and
caste benefits are woefully lacking. Sunil Khilnani, in his book titled Idea of
India (1999), highlightsthe contractionsin the identity of the lower castes. He
alludesto Dr. Ambedkar’s declaration that recognised in politics the principle
of “one man equal to one vote, equals to one value’. however, inferred its
denial in the social and economic life (Khilnani 34). That marks the point of
contradiction in our politics wherein we fabricate equality in politics and we
haveinequality in social and economiclife. Omkaraendsup becoming anilliterate
thug and the Bahubali for Bhaisahab Mr. Tiwari is still deeply entrenched into
the feudal set up of his master. The acts of showing unguestionable obedience
to Mr. Tiwari, again reinforce hisindoctrination within the feudal set up which
puts up agarb of modernity. He possesses the knowledge domain inscribed by
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feudalismandin asimilar pattern regulates hissocial and political relations. His
psychological submission to Bhaisahab can al so be pronounced by the fact that
though he may move around and operate in different spaces, but his ultimate
residence is located in an agrarian landscape, surrounded by cows, fields,
farmers, hand pumps, and afeudal family. The process by which he constructs
the identity and aura of Bhaisahab Mr. Tiwari within his mind reflects that
politicians do not just occupy physical territory but also the spaces of our
consciousness and morality. The character of Omkara constitutes another
dimensionintermsof setting forth the new alliances operating within the political
domain, especially when it comesto UP caste politics. It showsthe endeavours
by the political partiesto affirm collective identities through variousinclusive
methods and coalitions. Omkara, a half Brahmin, becomes a token figure for
the rest of his community while there is no mention of the state-sponsored
upliftment of the destitute. Heisused asarepresentation of hisclass, aBahubali
who would later be promoted to the Vidhan Sabha. His knowledge does not
comprise of thetenets of the constitution or our legidativeor judiciary, but it lies
in his understanding of his community dynamics, securing vote banks,
criminalisation of politicsand in engaging in all kinds of deviant behaviour. One
of the engrossing aspects of thefilmistheway inwhich the film-maker bestows
agrand entry to the protagonist, creates an aura around him, devotes the title
song to the central protagonist and exposes the popular ways in which his
marginalised position becomesathriving political propaganda.

Omkarais no Othello. Though both the protagonists occupy positions of
marginality with respect to their race and caste, Omkara’s caste gives him the
benefitsof exclusive Dalit palitics. The exercise of these exclusive Dalit politics
creates a delusional quality of empowerment for the entire community. The
paradox of Omkara's political identity is rooted in the exploitative nature of
representational politics. The film-maker’s resolution to give centre stageto a
character from amarginalised community only debunks the notion of political
empowerment of that community and creates a mirage-like quality for Indian
demoacracy which fabricatesidentities for political ends.

The film, within the larger narrative, becomes less about Omkara and
more about the poalitical journey of the upper caste Bhaisahab Tiwari who
becomes an all-encompassing figure in the narrative. The latter represents the
inversion of the bureaucratic order by encapsulating the judiciary, the prison,
thepolice, thelegidature, the bureaucracy and even the voice of common masses.
Itisasif al the State systemslive and run viahim and through him. The movie
introduces his character when he is sheltering himself in the State prison.
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Figure 1.1 Bhaisahab Tiwari in the prison

However, the prison does not represent bondage or confinement for him,
but it is a space that stands for his personal choice, aplace of safety where he
practisesafarcical embodiment of celibacy asarebounding forceto strengthen
his elections. Prison becomes a space for him to exercise all kinds of
transgression of rules where Omkara and his fellows can enter and exit with
their personal guns and mobile phones, while he himself can order for the
depositing of his personal valuables. It is yet another portal for Bhaisahab to
practice his politics wherein all the outside activities can be directed and
manipulated by him. Bahubali (Omkara) and his gang can play therole of fake
police any timeto achieve their own ends without impunity.

Bhaisahab sometimes appears in a Nehruvian attire and sometimes with
abald head and adhoti, which again reflectshow he assimilatesinternal diversity
and dynamism to become aface of the Nation. Thus, he represents not only the
feudal order but also the modern concept of the State as proposed by Nehru
and thereby, building an image that masquerades the voice of the feudal, the
modern, the Brahmins, the non-Brahmins, and the educated youth, such as
Kesu. This versatility becomes a mechanism for his performance and display
of authority. By manifesting thediversity in asingularised entity, it again echoes
the contradiction of our society wherein the name of State, democracy,
patriotism, social, and economic devel opment, Indiais constructed into asingle
political community which reducesthe manifold variety into asingle universal
set of policy and places them at the disposal of the States. Finally, when
Bhaisahab wins the elections—whose outcomes were already decided in the
truck journey that Omkara undertook—the latter uses the discourse of the
“triumph of Truth over injustice,” tojustify it which, in-turn, unravelsthe most
ironic reality of democratic India. Bhaisahab Tiwari embodies the novel ways
of flattering popular cultural sensibilities and feeds their populist instinct. He
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does so through the choice of his clothesto have a patriotic appeal and installs
party representatives like Omkara who are popular mass icons.

Boa

Figure 1.2 Bhaisahab Tiwari’s release from the jail

The narratives used by Bhaisahab shows how regional parties inscribe
their ideologies on the national political imagination. He comes across as a
politician who has rehearsed the language of democracy, of Nehruvian outfits,
of Gandhian discourses, and has subtly altered the definition of Indian political
community. Democratic politics is characterised by electoral competition,
acquisition of states, conflicting ideologies and imbalances that cannot
harmoniously integrate the regional voicesand claimsof casteidentity with the
National identity. Writer Sunil Khilnani, reflecting on the concept of modern
cities states, “The idea of modern cities- to the poor, to migrants from
countryside, to the destitute, never reached” (118). Ishwar Tyagi, another major
character and the cinematic equiva ence of theclassic villain— lago (in Othello),
represents another segment of thelarger political family, filled with thefeelings
of discontent about his non-representability in the discourse of power politics,
despite serving it for fifteen years. The power dynamics are also apparent
from thefact that Omkara possesses a colossal houselocated at acomparatively
elevated land while Ishwar Tyagi possessesasmall one. Thisdisappointment is
aresult of the atering identity politicsin Uttar Pradesh under Bhaisahab. The
initial political family installing afeudal and caste-based representation modifies
itsagendacto transfer the representation to an educated college youth. The shift
in representation does not happen from a Bahubali, a feudal representative
(Omkara, muscle man, feudal and half Brahmin) to another feudal identity
(Ishwar Tyagi), but it transfers to an educated college youth who can draw
morevotes. Though Kesu becomesthe face of the party yet at the fundamental
level, the party still remains a feudal-oriented one. His motives and coalition
with Rajjo are representative of the survivalist instinctswithin thelarger politics
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that isbased on constantly modifying identities, where partiescreate “ identities”
akinto conflict rather than to competition and whereidentities can be activated
or suddenly made sterile depending on the vote banksthey can fetch. In modern
politics that Bhaisahab designs, new definitions of identity are reconstituted,
and they cannot remain feudal for too long; therefore, it calls for the rejection
of Ishwar Tyagi and promotion of Kesu. In Kesu, the young educated college
youth, Bhaisahab creates mirage-like quality of modern representation, therefore
marking arecycle of old phenomena. Ishwar Tyagi seesthe infiltration of new
identitiesasathreat to hisown progress since he had been serving the party for
fifteen years, thefeeling of being dispossessed overtakes him. The scenewhere
Ishwar Tyagi breaksthe mirror, and with his own blood rubbed on the forehead
assumes a self-proclaimed identity, marks his departure from the main political
narrative that does not recognise him and he assumes a separate identity which
hetriesto collaborate with Rajan Rajjo Tiwari, since they both represent sects
that have been marginalised and disinherited from the main political identity.

Figure 1.3 Ishwar Tyagi breaks the mirror and smears the blood on his head

Forming a codlition, they do not speak the language of community
representation but of individual identity materialisation. Their coalitionisbased
onthefact that I shwar Tyagi would assist Rajjo in realising hisdream of attaining
Dally. These men, who see the State as an al-authoritarian entity with none of
itsingtitutions serving their interests or accommodating them, represent another
division within the society. Ishwar Tyagi’s discontent is perceptible from the
choice of clotheshewearswhich are always dark shaded or grey, a so reflecting
hisfears of the dark, infertile, impotent and shrinking future. Such tendencies
are characteristics of Indian political system where as much as the democratic
struggle hasintensified; it has led to the proliferation of new categories. Even
though Indian politicsisimagined asacommunity of equalsbut it isabattleground
where time and again identities are disputed and reconfigured. The vision that
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framed India splurality and diversity into aconcept of unity has now becomea
threat to its democratic functioning.

The character of Kesu represents the emerging strata in the politics,
symbolising modern and educated face of the party, adding on to moredivisions
inpolitics, intermsof itsinstallation of |eadersfor vote banks. Thenew political
family tries to incorporate and appeal to different sects, rather than invoking
theideas of peopleand Nation, it operatesto subscribeto theimmediate volatile
authority of the electoral majority. Though externally the party appears
homogeneous incorporating diverse interests, but internally it harbours
differences. It triesto singularise various identities and in the process of doing
so ends up in an unsuccessful democracy. Kesu emblematises the shifting
representation dynamics of the party. It reflects predominantly the manifestation
of regional interestsrather than areinforcement of nationalism. Empowerment
of oneisat the cost of disempowering the other. Thereisinstallation of anew
leader, new ideologies and creation of new identities according to the service
they can provide. Palitics puts on the garb of modernism and functionsin a
feudal manner, thereby making the modern State afickle, deceptive and fictive
entity. Kesu's character represents the constant political negotiations and
redefinitions.

The coronation ceremony where Kesu is crowned as the new Bahubali
voicesthe new configuration of power, whereit is not areligious ceremony as
much as a political performance aiming for electoral ends. It defines the new
political family that is oriented to draw votes from the educated youths. The
composition of this scene becomes very pertinent in terms of the playing out
power relations. Bhaisahab Mr. Tiwari, Omkara Bahubali, Kesu and |shwar
Tyagi sit on alionised and exalted platform from where they can seethe entire
public but the public cannot touch them. Followed by the constantly ringing
temple bells and recitation of mantras, Omkara hands over the position of
Bahubali to Kesu and the announcement of the same is made by Ishwar Tyagi
from that adul ated platform.

Figure 1.4 The coronation ceremony of the Bahubali
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Thedeclarationisfollowed by fanatical dancing, drum beating and gunshots
by the public which comes across as ahomogenised group, all clubbed together,
undifferentiated yet tossing varied Holi coloursto cast asense of distinctiveness.
The coloursrepresent an assortment, confusion and hotchpotch of the mob and
mob psychology. The homogenisation of the peopl e representsthe way political
parties' function in arepresentative democracy, whereasingle political identity
is carved out of diverse identities, and elections become a mere process of
identity creation. The colours also show the internal differencesthat lay at the
heart of all identities and emerge as potential deviants in the face of hollow
democracy that masgueradestheir representation without serving their interests.
Ishwar Tyagi representing similar tendencies performs the dance of
disgruntlement, filled with grievances against this political representation.

The power of the State determines the commercia and trade aspect of
Uttar Pradesh politics. This becomes evident from the character of Rajjo who
represents the relation between economics and politics. Rgjjo is unable to
articulate his discontent against the wrong doneto him; heisunableto express
his disappointment and lack of self-assertionin order to claim hislovefor Dolly
since Bhaisahab and his gang regulate all the alehouses owned by him. They
would al be shut down in case Rajjo shows dissent. This again reinforces the
classical tendencies of our contemporary reality where politics is set against
the modern commercial society as dramatically shown in the cities. These
instances become symbols of uneven, contradictory and masquerading
characteristics of Nation’s modern life which claims to be a liberalised and
privatised economy, yet at the fundamental level remainsrooted into the feudal
oriented layout with the concentration of power in the figure of the Bhai sahab.
Thethorough analysisof Indian politics by Sunil Khilnani aidsin understanding
the ma functioning administration. According to thewriter, “ Policy choices about
education, environment resources and fiscal responsibility, foreign affairs-their
aptness does not depend on entrepreneurial brilliance or technol ogical prowess
or the cheapness of its labour but on politics’ (146). The kamarbandh which
belonged to Omkara, ahalf-Brahmin, stood for histradition, purity, identity and
hislineage. He values and treasuresit and passes onits authority to Dolly, only
to be later stolen by Indu upon Tyagi’s behest. Seizing the opportunity, |shwar
Tyagi takespossession of it and usesit to manipul ate K esu by asking him to gift
it to Billo, hisgirlfriend, so that sheis pleased by this present and assists Kesu
in championing histrust over Omkara, and in successfully killing his opponents
at the political party. Billo wears it around her waist and dances in order to
entice the rival political leaders, which finally leads to their demise amidst
bloodshed. And when Omkara finally gets it back, he sees it as a symbol of
betrayal, adultery and bogus.

115



Kirti Sachdeva

The kamarbandh symbolises the idea of our Nation, which is envisioned
inall itsidealism with connotations of progress, devel opment, welfareand purity
of intentions attached to it. It constitutes the sacrifices of al those who helped
in achieving and building this democratic sovereignty, however as it passed
through feudal hands, modern ideol ogies, marginalised groups, each school of
thought constructed its own idea of a nation and identity which ultimately
rendered the society into hollow democracy with use of identitiesasacatalyser
of personal interests. In the end, thisidealeft individuals feeling disillusioned
and deceived. The movie also showshow the modern State empl oystechnol ogy
at the service of political manipulations. The use of MMS sex scandal by
Omkaraand hisgang against the opposition, sting operations and use of women
has become the hallmark of our modern politics. Politics remain a masculine
space that targets the personal space for political ends. It portraysthe political
reality of the states where the decision regarding who would own the seat in
Lok Sabha is decided among thugs travelling in trucks, where gunshots,
bloodshed, easy availahility of weapons, implantation of political enforcer inthe
form of Bahubalis and criminalisation of politics define democracy and
nationalism of the country. The film confronts the core issues that lie at the
heart of Indian politicsand challengesthe notions of ‘ unity indiversity’ and the
notionsof plurality and heterogeneity asmarkersof India’sidentity. Theseinsights
place the discourse of Indian Nationality under scrutiny.

Further, the entire concept of nationalism and identity becomes complicated
when it is seen as state machinery. In Imagined Communities, Benedict
Anderson asserts the idea that “nation is an invention which uses the emblem
of freedom”. The challenges of freedom and individual rights, which never get
addressed, reinforce the fact that Nation was never created for the interests of
the people, but asaproduct of modernity, it was created for political and economic
ends. The concept of nationalism does not materialise the fundamental tenets
of freedom, democracy and welfare (50).

The film projects a misreading of the relation between nation and the
region in India, wherein the fundamental matter of India's selfhood has not yet
been settled. Itisdifficult to assert that ‘ cities’ are an expression of the Nation's
faithinfuture. Thesetownsimposetheir regiona sensibilitiesupon India snational
politics and become the sites of sharp contests as parties try to establish a
majority in the name of representation. Caste and kin function at a more
expansiveterrain within the politics of representation. Thefilm echoesKhilnani’s
words, which states that “the conceptual sense of ‘city’ isweak. It hasfostered
new and distinct kinds of social relations—neither traditional nor modern” (146).
The film successfully captures the defeat of national feelingsin the cities and
postulates Khilnani’ sideathat the cities continue to make the politics of India,
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but the paliticsitismaking and the Indiait iscoming to believein, havewandered
far from what was intended and imagined in the early days. The last words of
Ishwar Tyagi, wherein he states that there is no difference between his truth
and hislieisana ogousto our democracy whichismarked by utter fabrications,
and it is challenging to locate the gap between the theory of the Nation as
imagined and the practical reality that we live and experience every day. It is
thefailure of that visionto materiaiseinto redity, and indeed it has been distorted
in a manner that we just live in the shadow of that vision. Through the
dramatisation of personal agony and crisis, the play and the film open avenues
to scrutinise the society and individual’s position in it within the matrix of
institutionsthat govern him/her.

While Othello critiques the western society and the white man’s claims
of racia superiority and underminestheir identity politics, itsadaptationin Indian
context (Omkara) provides an index of ideologiesthat underminesthe concept
of democracy and nation statein India. Both the texts provide insightsinto the
reality that is constantly being negotiated by theidentity dynamics—beit racial
identity, casteidentity, political identity, social standing, or gender identity.

In The Idea of India, Sunil Khilnani elaborates on the evolution of the
concept of State and asserts that “the absence of any neutral arm of the state
to police and to provide protection, especialy in regionslike UP and Bihar has
left thisessential responsibility to the discretion of the politicians and men who
command armed gangs, which gives these towns a culture of violence” (146).
Building upon theselines, the movie showsadisappointing form of politicsand
the failure of democracy and concepts of nationalism.
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Radicalisation of Narration in Dalit Fiction: An Analysis
of Selected Works

Shibangi Dash

In this country, the air one breathes has caste.
The water one drinks has caste.
Thefield canal that flowsand theland that yiel ds harvest have caste.
The school, the temple and the village square have caste.
The food one eats, the house one livesin and the clothes one wears
have caste.
The word one speaks has caste.
Literature and culture have caste.
— G Kalyan Rao, Untouchable Spring

Dalit! literature is a body of textsthat portraysthe plight of the “lower” castes
in India. It is marked as a literature of protest, re-envisioning history by
documenting the violence, oppression and systemic exploitation. The history
androotsof Ddlit literature are still in the process of being written and negotiated.
Hardly aproduct of three and ahalf decades, the corpus of Dalit literatureisno
longer limited to the Hindi belt? but it has spread itself throughout the Indian
mainland. Besides poetry and autobiographies, novels, short fiction and literary
criticism have been added to the growing corpus. Sharankumar Limbale defines
Dalit literature as “writing about Dalits by Dalit writers with a Dalit
consciousness’ (Limbale, Towards an Aesthetic of Dalit Literature 19)
(emphasis mine). He further adds the unigueness of Dalit literatureliesin the
fact that it is born from “the womb of untouchability” (Limbale, Towards an
Aesthetic of Dalit Literature 29). The yardstick for measuring the authenticity
of such works has been theimplicit “Dalit Chetna.” Laura Brueck seesthis as
astrategy for Dalit critical analysis, akind of “test” by which Dalit critics can
judge the “dalitness’ of any work of literature, “whether written by a Dalit or
non-Dalit” (Brueck). As Priyamvada Gopal says, “the privileged texts and
reading protocols of postcolonial studiestend to be antihumanist and hostileto
systemic analysis’ and hence | argue for the need to redefine and reinforce the
aesthetics of Dalit literature (9). | have chosen Kusumabale (2015), Hindu
(2010)and Untouchable Sporing (2010) as my focus of study as these three
novelsrepresent regional, linguistic and Spatio-temporal diversity to polemically
critique the caste system. Also, the novel strategies of the texts, employed to
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evoke aworld beyond caste, provides animpetusto focuson thesethreefictional
works. All three novelsincorporate oral storytelling strategies and motifs that
draw on the oral traditions and culture of the specific community.

Radicalisation of form and narrative

The novel as a form can be seen to manage socia guilt, articulate the
outrage and potential radicalism in aconservative generic form. This has been
tweaked and culturally appropriated to create anew genre of Dalit novels. The
very form of the novel has been hybridised through the usage of mythic and
folklorictalesto create anew genre. Eleanor Zdlliot exploreshow the materiaist
considerations of caste have been key to literary production aswell, highlighting
the gap between the actual texts of Dalit literature and what passes as
‘theoretical’ commentary in the metropolitan academy” (79). She cites certain
indigenous writings like lawani (ballads), powada (panegyric poetry) and
tamasha (folk dramas) which have lent their techniques and “radical newness’?
to hybridise the form of Dalit novel in the world of literature. The resultant
cross-breeding of Dalit fiction produces experimental writing which violates
the conventions of mainstream literature and is“ one of the engines of literary
change and renewa” (Bray et a. 1-2). This radicalization of narration can be
viewed as a political project, whereby it aims to stir the dalit consciousness
creating anew dalit movement throughitspolitical challenge.

Thesaid novelsin thisessay are united by shifting narrative perspectives,
fragmented non-linear fractured narration and multiple protagonists. Key events
such as the murder of Tatya Kamble in Hindu and Channain Kusumabale are
narrated more than once from different perspectivesin order to “ destabilise the
narrative and provide a complex account of character’s motivations and
conflicting perceptions” (Thiara 260). While postmodernist aesthetics aim to
destabilise the concept of truth, Dalit fictions portray the ugly picture of the
sociopolitical landscape of Indiamarred by hierarchiesof caste, classand gender.

Thenovel, Hindu, tracesthe devel opments of the Ambedkarite movement
and ideologies within asingle village. Limbale drives forward the politics of
collectivity whilesimultaneoudly providing aninternal critique presenting amirror
to the disenchanted and disunified Dalit movement. Dalit literature is often
inhabited by either courageous or suffering protagonists. But the presence of
Milind Kamble as a discreet corrupted Dalit narrator is rare to find in Dalit
literature: “1 should become a witness, make Tatya Kamble's murderers wear
handcuffs... But why did | feel so scared... | was a parasitic plant attached to
the movement... People come to me with all sorts of requests, | do their work
and take their money” (Limbale, Hindu 21).
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Ambedkarite Buddhism has been integrated into the narrative asamedium
of emancipation for thedalits. Dr. B. R. Ambedkar had embraced Buddhism as
its philosophy of rationalism, morality and justice resonated with him. As
Christopher Queen has suggested, “This religion enabled him to exercise
individual choice based on reason and historical consciousness’ (Roy Chowdhury
n.p). In astrongly worded compelling speech, Ambedkar had urged the Dalits
inthe Bombay Presidency Mahar Conferencein 1936 to convert. Heimplored,
“Forgetting human treatment, convert yourselves. Convert for getting organi sed.
Convert for becoming strong. Convert for securing equality. Convert for getting
liberty. Convert so that your domestic life should be happy” (Ambedkar).

In Hindu, the involvement of Tatya Kamble in Ambedkar jalsa to
persuade Dalits to convert into Buddhism irked the upper castes. This
performance of jalsa is crucial to understand the narrative of Hindu.
Jalsa involves singing, staging playsor presenting monologuesin harmony with
musical instruments made by Dalits. Satyashodhaki jalsas were celebrated for
their vehement attacks on Brahminsand the Brahmanicd tradition. Itisaradicaly
changed form of tamasha. The tamasha was historically performed by Dalits
especialy the Maharsin Maharashtra. This caste-based occupation killed the
Dalit aspiration to lead alife beyond caste. Ambedkar atered this culture. In
the jalsa, the structure of the tamasha was radically reorganised as verses and
dialogues became the central point of the performance which began with a
salutation not to Ganeshabut to Babasaheb (Rege 17). Thejalsa performances
in the novel, which are allegorical stories about the dangers of being seduced
and betrayed by enemies of the Dalit movement, politicise the Mahar audience.

Tatya Kamble and the other Mahars refused to perform the traditional
duties assigned to them by their casteidentity and performed allegorical jalsas
to impart the significance of Ambedkarite movement. This highlights the
emerging self-consciousness among the Dalits and details the long trajectory
that the Dalit movements and campaigns have travelled. Tatya Kamble acts as
afictional counterpart of Ambedkar who triesto recuperate the past to arouse
the Dalit self-consciousness. The jalsa form employed by Tatya Kamble as a
pieceof artiscomparableto the author’ sartistic piece, thenovel, in revamping
thecultural ethosof the Dalits. Theja saic procession employed by TatyaKamble
has afar-flung repercussion on the Dalit but the exploiters of the society feel it
to their core. Tatya has an emphatic effect on Sonali, wife of the murderer
Prabhakar Kavale.

“Prabhakar Kavale came up on the roof and burst out angrily at
Sonali: ‘Watching the Mahars dance, are you a Mahar too? ... To
Sonali, the sound of Tatya Kamble's speech felt like an erupting
volcano. For thefirst timein her life, Sonali had heard such ablunt
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critique of the Hindu religion. Its other face was made visible to her
today” (Limbale, Hindu 49-51).

Besides the use of jalsa to arouse the Dalit consciousness, the hallucinating
denouement of the distressed Milind physically turning into a eunuch and the
co-texting of the narrative voices are all “transepistemic devices that surpass
the socio-historical agenda of the novel” (“Into that Heaven of Freedom”).

Untouchable Sporing is an English tranglation of Telugu literary work
Antarani Vasantam published in the year 2000. It is significant for its critique
of literary historiography. It contests several prevailing tendencies of literature
such asthe privileging of the written modes over the oral modes, the prosodic
poetry over the song. Thisis done by the use of orality and by critiquing the
accepted standards. Intergenerational memory is an important trope used for
preservation of indigenous art forms.

G. KayanaRao isquite clear in hisintentions. He has set out to write the
story of oppression of Dalits through the family saga and he has adopted the
fictional mode to construct the narrative. He wants to highlight the oppression
and injustice of the caste-riled traditional society with its social and economic
digparities. Thenovel aso questionsthe authenticity of written historiesproviding
an alternate history for the Dalits. Kalyan Rao has pitched his story as the
portrait of an artist of one of the forebears, Yellanna, who reaches out for
emancipation through art and imagination. He seems to comprehend the
possibilities of emancipation through art, concomitant with spiritual underpinnings.
Dalitsbecame singers, musicians, composers and lyriciststo forget their hunger
and pain momentarily. Yellanna, afolklorist and natural stage performer in the
novel used to drag the tune along with him with utmost perfection which was
considered natural. Veedhi Bagotam (a street play) is a great representation of
the combination of song, music, dance and expression of Dalitsin rural areas.
Infact, “itisonly infolk art that there are purity and integrity. Thereisfrankness
and naturalness. That’swhy it isstill alive even though it has been thrown out
and castaway” (Kalyan Rao 101).

Therich description of cultural practices and folklore may force areader
to consider thistext as an ethnographic fiction but the strategic implementation
of these cultural tropes makesthe text asignificant part of protest literature. It
functions as a poetic celebration of Dalits as individuals and as a community
andinsiststhat their dignity, wealth of artistic talent, and beauty arethe creative
seedsof an equal, flourishing, and just society. The presence of seven generations
contributing to the novel’slarge cast of significant characters, “ abrupt changes
of narrative tone and style and quick intercut between frame narration and the
main narrative” produce a challenging experience for the reader (Thiara 262).
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The novel opens with an unnamed narrator. After Reuben’'s death, an
elderly Ruth passesthe notesontoit. Thiscomplex narrative structure criticises
thelinear narrative conventions of both novelsand historical writing. It further
demonstrates the lacunae embedded in “individualist notions of memory to
capture collective Dalit history” (Ibid.).

Untouchable Spring postulates Dalit performative art forms such as the
street theatre Veedhi Bagotam and Urumula dance as privileged sites of
resistance. The narrative is frequently interrupted by footnotes that confront
thelack of historical documentation of Dalit oral folk art in Indian scholarship.
Rao criticises scholars who have been unable to see the beginnings of Telugu
dramain Veeedhi Bagotam. There are many critical workson Telugudrama. . . .
[T]here will not be any mention of veedhina katams, street plays... it may be
truer to say [scholars and critics] did not have the inclination to notice them
(Ibid., 268).

Thisrevisionist novel restores the lost ethnographic and anthropol ogical
heritage of the Malas and Madigas, as well as acts as a “historiographical Ur
text” for the lost art forms of the Dalits (Bose 996). It acts as an alohistory to
the marginalized verses and folk art which had been shadowed under the
canonical Brahmanical art form becausein India“ casteis moreimportant than
art” (Kalyan Rao 41).

Untouchable Spring makes a cultural statement by permeating the Mala
past with the Christian present. The performance of Veedhi Bagotham and
Chenchunatakam shows the disintegration of the hierarchical spatial
demarcation between the stage and the audience. Once relegated to the margins
as the audience, the Malas now occupy the centre stage as performers/artists.
These performances are reworked in the pages of Kalyan Rao as they are
passed as cultural inheritance via Yellana's songs. This fluidity and lack of
structure both of the novel as well as the songs in it ensures their cultural
vitality thus propagating the permanence of the art.

Theunstructured folk dramaand folk songs proffer their defiance of rules
to the formal logic of Sanskrit drama and versification just as the language of
the dvipada* unleashes “semantic violence” on the tradition of sophisticated
versification (Bose 996). In an attempt to canonise the marginalised art, Rao
highlights the dvipadas crafted by the potter Pedakoteswarudu. It is a natural
literary work which rejected the proscriptions of the pundits. Basavapuranam
and Veerasaiva literature are crafted in dvipada. The dvipada transgresses
semantic limitations and grammatical boundariesof formal prosody and rhyme.
It is unpurified unlike scholarly language. This stands in parallel to Rao’s
conception of the novel form withitsfractured narration leading to the creation
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of a Dalit epic. Rao’s text thus acts as a research document exploring and
recovering verse forms, songs, dances and performative texts expelled to the
margins of the established canonised Brahminical literary tradition.

Ruth does not simply recollect and transmit the social struggles of her
ancestors but of the whole Untouchable community. And it isthrough Ruth that
Rao presents the exploited and marginalised communities. Rao’s version of
alternative history isalso seen in Vemana' s° verses and Yellana's songs as they
engage with contemporary political issuessuch asland grabbing, irrigation and
organisation of labour structures.

The presence of the imaginary Yennela Pitta/bird invokes the cultural
vitality of theMa as. Rao presentsarich amalgamation of mythological narratives
and ancestral tales, folklore and local legends. The Hindu myths found in the
Vedas and Purana are re-examined to correct their prejudiced nature and
transferred to the world of the Malas. The creation of Maas and Madigas
through the death of Kamadhenu has been propagated through Jamba
Puranam. Urmula Chinappaand Naganna both show how the Viedanta istainted
with caste prejudices and are not the word of God but rather the word of God
as interpreted by the Brahmin Pundits, as appropriated by the upper castes to
offer adivinejustification for social structuring and stigmatisation.

In Naganna's retelling and revisionary parable, it was not Bhagirath but
the Urumula peoplewho brought down Gangato the earth and thusthey became
the carrier of life, thefounders of agriculture and thefirst cultivators. Thus, the
history of human civilisationisintertwined with the history of theMalas (Kalyan
Rao 91). The potter Pedakoteswarudu is another artist who wishes to transfer
Yellana's songs into writing but this attempt is foiled by the upper caste who
waylay Pedakoteswarudu, snatch his papersand burn them. Thisact of burning
the papers resonates the Brahmanical censorship of literature born outside of
the temples. Thus, another death is caused in the attempt to continue the Dalit
literary tradition.

Thevalidation of the Dalit experience and critique of upper-caste behaviour
is read by many Dalit critics as motivated by a desire to instil a combative
“Dalit consciousness’ in Dalit readers (Brueck, Writing Resistance 10-15).
Kalyana Rao’s novel doesthismost overtly when it represents Dalit resistance
to oppression and Dalit art as part of along and proud history.

Devanoora Mahadeva had created an uproar in the literary world with
almost redefining theideaof thenovel itsalf with the publication of Kusumabale,
which is nothing like the usual realist novel one may come across. When we
analyze castein theliterary imagination, Kusumabal e stands out with its use of
magic realism in magically capturing the Dalit spirit with linguistic creativity.
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Kusumabal e presents the need for anew cultural politics to address the caste
systemthrough folk narratives. The novel in Kannadaisdedicated to the memory
of ancestor Male Maadeshwara, the central figure of a well-known oral epic
highly revered by Dalits and other lower castes in Karnataka and not to
Ambedkar or Phule.

Mahadeva radicalised the narrative by adopting a unique technique of
mixing folkloreand social reality and also breaking up of alinear narrative. This
novel presentsavibrant tapestry of the human condition and Dalit expl oitation.
Mahadeva snovel isrooted in thefolk traditions and influenced by the egalitarian
Vachana movement of twelfth century Karnataka initiated by Basava to
eradicate discrimination on the basis of caste and gender. Mahadeva slanguage
of narration and the language in which the story takes place is the same. It is
writtenin adialect spoken in parts of Nanjangudu and Chamarajanagar district
thus questioning the hegemony of Mysurian Kannadain Karnataka.

The structure of the novel resembles a traditional folk narrative. Dr.
Govindray Nayak, aKannadacritic, remarked that the novel’sunique styleand
narrative technique, probably not seen thusfar, insisted on the need to overhaul
the existing canonical critical tool to dissect the text (gtd. in Shanbhag xxii).
Mahadeva breaks the mould of European realism and calls it kathakava or
narrative verse, dissolving the difference between prose and verse.

With a non-linear narrative structure and very few actions directly
occurring in the text, the tone of the novel is more reflexive and meditative. It
breaks the dichotomy of the oppressor and the oppressed. M ahadeva employs
adiegetic mode of narration with multiple narrating voices popul ating the text.
Animate aswell asinanimate characters speak out their lives. Fabular elements
are noticed through the characters of Jothammas (the lamp spirits), bedstead,
the personified worry and fate as they strengthen the narrative structure.

Engaging with Kusumable requiresacertain sensibility asit triesto build
anew world and aworldview which was totally alien to the Kannada reading
public. Channa' s murder isrevealed at the beginning of the text but the diegetic
narrator employs folkloric retellings and not the realistic portrayal of what
happened to him. This fractured narration does not provide any easy way of
reading thistext. But perhapsit also reminds us of the oppressed communities
(the Holeyas here) whose voices are robbed or fractured by the elite, upper-
caste modes of narration.

Recent studies by critics like Laura Brueck and Tora Jatin Gajarawala
have established that Dalit writers have not accepted realism in its Western
form but haveinstead critically engaged with this mode of writing. Gajarawala
argues that Dalit literature forms part of the lineage of social realism but that
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Dalit writersrevise the history of realism on how it has failed to represent the
marginalized characters thus creating the genre of neo-socia realism (129-
164).

Theform of Kusumabaleisachallengeto realism. The novel beginswith
a congregation of Jothammas at a time when “stone melts in the water”.
Jothammas belong to different castes from headman’s house to Brahmans to
fisherman to untouchabl es, showing multiple viewpoints. An articulate Jothamma
from the Untouchabl e Street curbs the authoritarian voice of headman’s house
Jothamma setting the tone of the novel. An innate sense of justiceis perceived
intheir conversation. At the end of the novel, one of the spirits (of thefisherman
house) enters the body of Kuriyah making him speak the truth.

Thecritic Prithvi Datta Chandra Shobhi mentionsinan article“ The Elusive
Peacock: Devanoora Mahadeva and Dalit Imagination” (2013), that “if
mainstream Dalits engaged with realism and straightforward storytelling and
documentation in an aesthetic manner, Mahadeva complicates that creative
project by re-imagining realism itself” (MCPH Community). The life of
untouchables and other lower castes-in a total sense-has always remained
outside the patterns of realism. Realism can be said to transform history into
fiction. Infact, therealist novel iseven seen asafictiona strategy to appropriate
aform of history. A cot here narrates its life storytelling the decadence of the
family towhichit belongs. Similarly, ahomelamp assumestheform of ahuman
being and comments upon the events of the day. So, realist novels somehow
restrict the scope of the narrative. Mahadeva uses such irrational structures to
throw light on Dalit realism® and sensibility.

The politics of Dalit poetics

Any political project employs a particular kind of language. The texts
considered here can be seen as subversive narrations possessing a distinctive
form and voice. While the linkage between aesthetics and politics in Dalit
literature is readily apparent, the dynamic between the two remains a
controversial topic amongst writers and scholars of Dalit literature. According
to Sharankumar Limbale, Dalit writersvalue analyses of their work that proceed
“from asociological perspectivefocused on social values|rather] than on beauty.
An exclusively aesthetic consideration of Dalit literaturewill disregard the Dalit
writers fundamental role and henceisnot acceptableto Dalit writers’ (Limbale,
Towards an Aesthetics 19).

Bearing the politics of Dalit activism in mind, other critics have argued
that aesthetics does not necessarily have to be high-level cogitation to
productively contribute to emancipatory strugglesfor Dalitsand other oppressed
groups. Toral Ggjarawala, for instance, suggests that Dalit literature critiques
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scholarly and popular norms of Indian literary production and consumption. The
rejection of the “wide-angle lens’ that forms the social-realist, “objective’
predisposition of canonical novelists such as, Premchand can facilitate the Dalit
literary perspective to “ differ in significant ways from savarnareadings of the
historical, as well as from the more Westernized conceptions of history that
circulatein postcolonial fiction” (Gagjarawalal71-72). Inaddition, Nicole Thiara
argues that the formal experimentalism of Bama's Sangati, Limbale’s Hindu,
and G. Kalyan Rao’s Untouchable Spring articulates a politically valuable
“ aesthetics of empowerment” (258). Specifically, Thiarafinds that these texts
deploy “fragmented” and polyphonic narrative techniquesto posit the communal
legacy” of Dalit cultures against the fraught political conditions of caste
oppression at the turn of the twenty-first century.

Major publishing houses often do not enable the marginalised voicesto be
heard in their initial prints’. Therefore, many Dalit literary texts do not need to
conformto the genre conventionsand narrow concerns of mainstream publishing
allowing them to experiment with the form and content. Limbale does not
celebrate the experimental quality of Dalit literature. Dalit literary texts are
frequently approached as outpourings of socia pain and anger whose authenticity
is manifested in a certain rawness and “artlessness’ (Limbale, Towards an
Aesthetic 108). It is highly ironic when he himself deploys creative narrative
strategies to restructure the novel: use of Ambedkari jalsas and newspaper
reportage in fiction being the most common.

As Ranciere suggests, there is politics in aesthetics and aesthetics in the
political, making theinvisiblevisible, and theinaudible, audible. “ Artispolitical
and politics artistic because both are practices of contesting the historical
transcendental factors that delimit the social and ascribe to individuals as a
particular mode of subjectivity” (Tanke6). Art, therefore, hasthe possibility to
institute equality.

Thetradition of ancient Indiadidn’t have anything for the Dalitsthat they
could own proudly and thus they have to look at their own culture to develop
myths and reject religious texts to create their separate culture and thus they
created their own poetry, folk songs and musical instruments to satisfy their
cultural needs and aspirations. Over the last few decades, Dalit writing has
further unfolded intheline of revolt with adirect call for complete transmutation
of the social order. The politics of identity has attained newer dimensionswith
the proliferation of published material in writing as well as awider spread of
consciousness among the urban populace about history, memory and
representation:

The past three decades particularly has seen aflourishing of popular
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Dalit literature, pamphlets and booklets, which have emerged as a
critical resource for deeper insightsinto Dalit politics and identity.
Dalits themselves are disentangling received knowledge from the
apparatusof control. Thisliterature bringsfresh hope, asitisbelieved
that now Dalits are in charge of their own images and narratives,
witness to and participants in their own experience. They are
rescuing Dalit culture from degeneration and stereotypesand bringing
inanew Dalit aesthetic. They arenot the“ Other” and are themselves
articulating critical questionsof choice and difference (Gupta1739).

Transcription and Recovery

Dalit fiction is a product of radical protest laying bare the structura
inequality. It is a process of transcription and recovery. The involvement of
self-reflexivity overcomestheideological and aesthetic constraints of realism.
The difference of power and the absence of public space for Dalits have led to
increased identity assertion by Dalits (here, by wielding the pen), and collective
action hasincreased political consciousnessamong Dalit communities, amongst
other developments such as the assertion of equality. The cultural assertions
made by Dalit communities in the post-Ambedkar period have increased the
level of consciousness among the Dalit community, leading them to gain both
socia and political upliftment. The expression of Dalit identity through modern
narrative poses a political challenge to the oppressor. Pramod K. Nayar claims
this*radicalisation of narrative form epitomises aradicalisation of the political
unconscious’ (366). The newer narrative strategies challenge the bourgeois
aesthetics of upper caste writersin India

To say in Eva-Maria Hardtmann’s words, “(the) subaltern counter
publics...signal that they are parallel discursive arenas where members of the
subordinate social groupsinvent and circul ate counter-discoursesto formulate
oppositional interpretations of their identities, interests and needs’ (88). She
further statesthat the Indian public sphere has historically remained Brahmanical
and hegemonicin sidelining and invisibilising the Dalitsfrom the public sphere,
leading to a complete absence of Dalits from mainstream media or the public
sphere. The Dalits have asserted their identity to form a counter-public,
challenging this hegemonic suppression (lbid., 3).

In hisinfluential work The Flaming Feet (2011), Dalit critic D. R. Nagargj
argues for a reassessment of folk art as both a form of subaltern art and a
resourcefor contemporary Dalit art and literature: “ Folk epics... arenecessarily
the creation of subaltern communities [that] are never canonized in the history
and theories of Indian literature” (190). Nagaraj in hissemina work and Kalyan
Rao in Untouchable Spring argue for a de-hierarchisation of Indian literature
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that enables Dalit literature to find a legitimate space within Indian literature.
Such alegitimation would also facilitate an appreciation of theway Dalit fictions
incorporate innovative mixes of genresand traditional formsthat challengethe
aesthetics of mainstream literature.

The contribution of modern Dalit literatureisto retrieve the human figure
by reconfiguring modernity which the discussed writers have ably justified in
their works. Inthissense, Dalit literatureis anti-establishment and it is capable
of shaping a new India. A definitive way of enhancing the self-respect of
humiliated communities like the Dalitsisto revitalise their cultural formsand
this has been appropriately done by Dalit writers.

Endnotes

1 The term Dalit means ground down and broken to pieces in Marathi and is a
pseudonym that Dalits adopted in the twentieth century. See Rao.

2 This includes the states of Bihar, Haryana, Himachal Pradesh, Uttar Pradesh,
Madhya Pradesh and Rajasthan.

3. Tora Jatin Ggarawaaarguesthat “[t]hereisno doubt that Dalit literatureisinfused
with aradical newnessand isquiteliterally unlike anything lettered before” (198).

4. Dvipada: coupletsin Telugu poetry.

5. Vemanapractised amutiny in semantic terms by writing verses which challenged
all kindsof rigidity and orthodoxy; his poetry was almost asocial document of his
timesasit engaged with religion and contemporary politics. The Punditsfrowned
upon such versification and dubbed it uncouth and unsophisticated lacking formal
polish.

6. Ontheconcept of Dalit realism, see Ggjarawala16-23.

7. See Satyanarayanaand Tharu, Introduction, No Alphabet pp. 25-27.
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Writing Resistance, Building I dentities: Persepolis
and Embroideries

Nilanjana Ray

Marjane Satrapi’s graphic novels have traced her journey as an Iranian
immigrant in the backdrop of the Islamic Revolution in 1979. Her first novel,
Persepolis (2008), documents the soci o-economic and political upheaval samidst
the Revolution and her way of dealing with the death, separation and loss that
comes with a civil war. In Embroideries (2008), Satrapi presents the inner
world of her family. As an Iranian immigrant in France, these novels become
what Kirshenblatt-Gimblett calls “memory objects’, a way of materialising
internal images and preserving her identity through reiteration and recollection
(331). With the publication of Art Spiegelman’s Maus (1991), the notion of
graphic novelsbeing exclusively ayoung male' s domain changed. Thisformat
has shaped the representation and depiction of spatia politicsbeyond impersonal
op-eds of newspapers. While Joe Sacco and hiswar comics journalism depicts
an outsider’s perspective on war-torn margina countries, Malik Sgjad and Hamid
Sulaiman’stake on the crisisin Kashmir and Syria, respectively, show amore
personal involvement and depiction of marginalised history. Gillian Whitlock
observes that life-writing with autobiographical figures such as those created
by thelikes of Art Spiegelman and Satrapi creates aspace for dial ogue, dissent
and resistance (5, 11-13). Marjane Satrapi fitsin this niche of the postcolonial
graphic novel that presentswar history and traumaasasocia fact, much removed
from thefantastical sciencefiction dramathat isusually the content of American
comics and graphic novels.

Persepolis: The story of a childhood and return

The medium of the graphic novel attains documentary val ue because of
itsmanipul ation of framesthat allowsfor asimultaneousfluid and static narration,
allowing space for feminist modes of subjective aesthetic reproduction. In
Persepolis, Satrapi depicts herself inthe novel asayoung girl and coupled with
the minimalist style, successfully erases the boundaries between an “other”
Iranian girl and the reader. The novel opens with the chapter titled “The Veil”
and there's afeeling of peering into Marjane’s life. Thefirst two panels of the
first chapter establish her individuality amidst therow of similar looking veiled
girls (fig.1), and one has to take this figure as the commanding voice. The
changefrom aliberal Iranian society to one controlled by aregressivedictumis
expressed using a montage-like sequence of images that depict the lives of the
narrator and the people around her. Satrapi goes against the dominant non-
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fiction narrative styles of violent rhetoric and political blame games. Instead,
she depicts how any country can become Iran, how many Marjis can't afford
to escape.

<3 THE VEIL

B
P i v ) Y S - Pt B 3

Fig. 1. The first page of Persepolis shows the enforcement of the veil in schools;
Satrapi, Marjane. Persepalis. Vintage, 2008, p. 1.

Her criticism of the State is through the young Marji, which gives it a subtle
toneand shows how in times of war, intersectional identities are the most
vulnerable. Being in a politically active family infused her with strong ideas
about international politics from a very young age. Readers see young Marji
shouting slogans like “Death to the Shah!” (8), only to be disappointed and
disillusioned with the newly formed Ayatollah Khomeini regime. Her stand
becomes that of a cosmopolitan feminist who recognizes that in times of war,
marginalised intersectional identities are the most vulnerable and her call for
solidarity cuts across binaries of gender. Her reminiscencesin the novel depict
her as a patriot and non-patriot, someone born of the war and yet not part of it.

With the new regime came awave of crackdown on public morality and
al things perceived as Western, right from jeans and glossy magazines to
regulation of male and female relationships. Women's bodies are always the
first to be targeted by the patriarchy. While the veil was being paraded as a
safety measure for both men and women, abuse and oppression were inflicted
on women by those same men. Nivedita Menon observes how the Right wing
isalwaysunited when it comesto marking women'’s bodiesand in homogenising
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the Other. In the Indian context, she refers to the militant Muslim Lashkar-e-
Jabbar and the Hindu Right wing groups such as Bajrang Dal’s attempts at
enforcing hijab for Muslim women and traditional dressfor Hindu women, inan
attempt at protecting culture (207). Iran’smoral policing wasfuelled by an anti-
America approach because of America'sinterferencein Iran’s oil reserves, to
the extent of supporting acoup. Whilelranians, including Satrapi’sfamily, rallied
against the Pahlavi regime for its excess support to the West, Khomeini was
opposed as soon as he began enforcing the Sharialaw and a crackdown on the
revolutionaries. Niamh Reilly proposes aframework for cosmopolitan feminism
that involvesfivethrust areas— critical engagement with public law, utilisation
of global forumsfor cosmopolitan solidarity, recognition of intersectionalities
and the commitment to cross-border dialogue, the devel opment of collaborative
advocacy and aglobal feminist consciousnessthat challengesthe structures of
patriarchal, racial and capitalist power relations (190). Satrapi’s depiction of
her change from wanting to kill the earlier Shah of Iran to a more pacifist
approach to conflict resolution istestament to a cosmopolitan feminismthat is
born of war and seeksto scrutiniseintensely therole of the state in perpetuating
violenceonitscitizens. Her radicalism manifestsitself in her private and public
choices. Satrapi showsequal concern for the men during war, when she depicts
young boys being led off to fight in the Revol ution with the promise of attaining
heaven. The black and white format of her artwork makes this phenomenon of
indoctrination and | oss of innocent lives even more morbid.

Asthe new wave of religiousfundamentalism engulfed the nation, Marji’s
parents decided to send her to Vienna to complete her education. Until the
moment Marji leaves, the speech bubbles between her and her parents become
lesser. Her grandmother comes to visit them, compl etes the family picture and
weaves the three generations together for that final night before Marji leaves.
At the airport, her father imparts afinal advice: “You' ve got to go now. Don’t
forget who you are and where you come from” (Satrapi, Persepolis 152). It
echoes the sentiment of every immigrant, looking for steady ground in foreign
lands. Thisisareminder of their past, the history and the memorieswhich have
no existence for the outer world. Their identities are determined by their
nationality, their religion and their overall status of being an outsider in the
spaces they relocate to. In the social circles of Vienna, Marji feels out of place
and is viewed as a vulnerable and exotic woman from the Middle East, who
needs protection and solidarity. Four years of education in a foreign city
convinced her that Tehran, her home, was where she wanted to be, no matter
what kind of political climate prevailed there. Her complex feelings and
realisation of thefutility of being completely rootlessin Viennaisexpressedin
these sentences:
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| think that | preferred to put myself in serious danger rather than
confront my shame. My shame at hot having become someone, the
shame of not having made my parents proud after all the sacrifices
they had made for me. The shame of having become a mediocre
nihilist. (246)

The heavy baggage of shame that Marji felt, of not having become someoneis
one carried by all thosewho have suffered adversely at the hands of the capitalist
class. Inthe case of immigrantslike Satrapi, who were lucky enough to escape,
part of the burden involves attempting to forge anew identity from a perpetual
feeling of being a hyphenated identity. Marji was often introduced as “ She's
Marjane. She's from Iran. She's known war” (Satrapi, Persepolis 168). She
was often made to feel “welcome” with statements like “It's good to have
international friends’ (174). These two kinds of responses epitomise how
cosmopolitanism, in avery general sense, appearsto alot of people acrossthe
world. It'sabout identifying hyphenated identities and trying to accept it as part
of our own society. But Satrapi’s experience of being an I ranian-French woman
has been far from being smooth. Her homesickness in Viennawas aggravated
by the alienation of being in aforeign land with no strong support. Instead of
forcing her way to become someone, she chose to go back. While her criticism
of the fascist Right is more direct, even the Left with itsideals doesn’t escape
her commentary. Her criticism of the Left is embodied in Momo, the senior
from her school in Vienna. Momo was a self-proclaimed anarchist who always
talked about Marx, Bakunin and how Christmasis a capitalist construct meant
to profit businessmen from people’s sentiments. Satrapi’s criticism against the
L eft isdisplayed when Momo remarks: “...Thanksto the L eft, there are holidays
in Europe. We are not forced to work all the time. If at the beginning of the
century, the anarchists had triumphed. We wouldn't work at al. Man isn't
made to work at all” (175).

The second part of the novel is about Marji’s coming to terms with the
changes Iran has undergone, amarriage not meant to be and afinal decision to
leave Iran for good. On one of her walks through the old streets, she sadly
observes:

There were also the streets. Many had changed names. They were
now called martyr what’s-his-name avenue or martyr something-
or-the-other street. It was very unsettling. | felt as though | were
walking in a cemetery... surrounded by the victims of awar | had
fled. (Satrapi, Persepolis 253)

Feelingsof alienation resurface along with the guilt that shewasfeeling. Having
been abroad for four years made her feel like a stranger in her own country
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now. When she decides to leave Iran for France, her father says:

You weren’'t madeto live here. We Iranians, we' re crushed not only
by the government, but by theweight of our traditions! Our Revolution
set us back by fifty years. It will take generations for al this to
evolve. You only haveonelife. It'syour duty toliveit well. And now
that you are twenty-four, it’s not like when you went to Austria. You
don’t need us anymore. (341)

Satrapi’s father doesn’t express hatred for the country; rather it's an acute
awareness of the problems that are plaguing it. Just like him, Satrapi’s
cosmopolitanism doesn’t involve acomplete erasure of the nation-state. It means
congtantly engaging with and critiquing it, while accepting theintersectionalities.
This is how cosmopolitan patriotism or rooted cosmopolitanism operates, as
explained by KwameA ppiah, which means one can be cosmopolitan and at the
same time be rooted or loyal to a culture that one calls home. It's the same
awareness that Satrapi exhibitsin her novels. While sheis critical of how the
state system of Iran has turned out to be, she doesn’t wish for another bloody
war. Her approach is one of a cosmopolitan pacifism. In tracing this pacifist
liberalism, Appiahwrites:

It isthe historical evidence of the dangers of intolerance—religious
intolerance in Europe in the seventeenth century, for example, for
Locke; racial intolerance in the colonial context for Gandhi (or for
my father) — that often lies behind the skepticism about the state's
interventionsinthelivesof individualsthat itself underliesmuch libera
sentiment . . . The political tradition of liberalism isrooted in these
experiencesof illiberal government. (636)

Appiah and Reilly both approach the question of cosmopolitanism from the
standpoint of empathy. Their framework of cosmopolitan patriotism and feminist
cosmopolitanism rests on going beyond binaries, recognising intersectional
identities and engage with the contested spaces of human rights and individual
liberties. The path towards Third World feminist cosmopolitanisminvolveshaving
acollectivevoicewithout homogenising theidentities. Inleaving Iran for France,
Satrapi chooses to engage with what her hyphenated identity entails.

Stitching lives and loves: Embroideries

Embroideries, unlike other novelsof Satrapi, lack consistent panel details
or even speech bubbles. The content of thisnovel—erotic lives of Iranian women
under the shackles of patriarchy that foment a culture of controlling women's
bodies and livesfitsin perfectly with the underground subculture from which
the genre of comics, and later on graphic novels emerged, and goes well with
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the hidden and rebellious private lives of many Iranian women, like the ones
talked about in thisnovel.

The absence of panel details opens up the text to the possibility of
juxtaposing the past and present, leading to arupturein theway timeis constricted
in the space of a few panels (fig. 2). There is a flow of conversation and
unrestricted access to private lives of women, and this creates a space of relief
and freedom for them, each of who have suffered some degree of oppression
such asforced marriages and marital rape. Porosity of these boundaries makes
thisnovel amemoir with itsvoicesrooted in amultitude, acollective.
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Fig. 2: Satrapi’s grandmother surrounded by her friends; Satrapi, Marjane.
Embroideries. Vintage, 2008, p. 13.

“Cosmopolitan feminismisultimately an account of emancipatory feminist
practice—it only becomes coherent in the context of struggleslinked to concrete
issues and events,” asserts Niamh Reilly (190). In this context, Embroideries
is about how women across age gaps negotiate their oppressive conditions to
bein solidarity with each other. Thetales of their erotic lives capturethe myriad
ways in which repressed women create saf e spaces for themselvesin times of
war. In the backdrop of a crackdown on protesters and free-thinkers, these
women create their own non-violent resistance.

Unlike the darker images of Phoebe Gloeckner in her works like The
Diary of a Teenage Girl (2002) that have a consistent backdrop of coming to
termswith trauma, Embroideriestalks about sexuality and sexual traumain an
intimate and friendly space consisting of women of different ages, sharing their
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own set of experiences in a very light hearted manner. Satrapi sets the stage
for these women by painting the scene with the piping hot fumes from the
samovar and the opium of her grandmother, both necessary for engaging in
enlightening conversation. While Marjane’s grandmother was married thrice,
one of her friendsindulged in trickery to avoid being detected of having a past
sexual relationship. When the women share their stories and discuss about
other women and their ordeals, one gets a sense of the prevailing double
standards of morality and how they are enforced asameansto only control and
manipulate bodies.

Thefeminist aspect of thisnovel liesin how much the narrative discloses
meaning without being explicit and the control it exerts on how bodies are
viewed inthe public discourse. While uncensored discussionstake place among
thewomen, one can’t help but noticethe striking absence of any explicitimagery,
except in one page where a cheating husband is shown engaging sexually with
Marjane' sgrandmother’sfriend, but there’sno nudity involved. Instead of fulfilling
avery mainstream cultural expectation of displaying an objectified male phallus
in Embroideries, the author chooses to only suggest it.

Some of the feminist reforms during the Shah Dynasty include obligatory
unveiling of women, making way for women to take up higher positionsin their
jobs, female suffrage and reforms in the family laws that fixed equal
accountability for divorce, marriage, custody of children and so on. But all of
thiswas undonewhen Ayatollah Ruhollah Khomeini cameto power. Thisrupture
in the status of women and human rightsin Iran caused achangein the country’s
image. AsKhomeini stood hisground against both Israel and theWest, it fuelled
anti-American sentiments on one hand, and large-scale migrationsto America
on the other. But even with large migrations to other countries, Satrapi writes,
many Iranian immigrants looked for native brides with conservative values,
which led to forced marriages and abuse when the brides didn’ t match up to the
expectations of the men. Such ascenario createsbarriersin the progresstowards
an inclusive Third World feminism that involves breaking down ideological
structures of oppression.

Thetitle of the novel isderived from asurgery that many women undergo
to avoid being detected of their loss of virginity. The colloquial term for that
surgery being used asthetitle of the novel shows how Satrapi has brought out
the intensely private and even profane to the public discourse and redefined
how it is viewed. This is her way of engaging in a conversation about the
private and the public. One of the key challenges of a cosmopolitan feministis
to distinguish between the private and the public. In times of war and oppression,
the private domain becomes the bastion of policing to ensure control in the
public sphere.
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An embroidery as a piece of heirloom acts as material memory. It bears
testimony to craftsmanship and makesit an artefact bearing the history of lived
experiences. The woven thread and other intricate details set apart different
kinds of embroideries and are often handed down as part of atradition. Inlight
of thisrole played by apiece of embroidery, Satrapi’snovel putstogether myriad
hues of these women'’s lives and presents readers with an object of memory
that atteststo itsintention of redefining the connotations of sexuality and solidarity.
Her art of resistance lies in forging new identities and representing this
cosmopolitanismto aglobal audience.

Jasmin Darznik, Iranian-American poet and novelist, has observed that
this profusion of Iranian narratives in the form of memoirs available in mass
markets has sparked debatesin Americaregarding who hastheright to represent
what exactly happened in the run up to the coup, the Islamic Revol ution and the
Iran-lrag War (1). She observes that in the race for the right to represent, a
crucial aspect of these memoirs is being overlooked— the Iranian women's
control over how sheisrepresented and in what capacity. The strain of rebellion
that runs through all of Satrapi’s novels speaks volumes about the act of
resistance that informs such autobiographical life-writing. The mode of the
graphic novel with its intensely personal form that consists of hand-drawn
caricatures and text offers a more intimate encounter with the author who is
actually in the process of drawing multiple fragmented selves, as observed by
Sam Knowles (84).

Whilethewholenovel is peopled with faces and flashbacks spread across
pages, the other figures slowly recede into the background near the end as
Marji’sgrandfather pops out of aninner room and is promptly shoved out of the
scene by his wife. As he walks past the shadows of the other women in the
room and reaches the end of the pages, he's aone and remarks: “When the
snake gets old, the frog gets him by the balls’ (Satrapi, Embroideries 130).
This remark from Marji’s grandfather seems to suggest gender roles and
authority, and in all probability, he associates himself with the old snake as he
has submitted to hiswife. Hislone comment at the end, with no other figureson
the pageisthefirst and last time that a male has been given space in the novel.
Being a novel dependent on the visual, the difference of space occupied by
men and women is sharply visible. The men have always been shown in the
company of women, strange and immoral with double standards, while only
Marji’sgrandfather isshownin adignified light at the end, standing tall and with
awry smile, the whole page to himself.

As a movement of resistance and defiance, the mode of autobiography
doeswell to express marginalised identities. The graphic novel hasan evolving
legacy that attests to the developing forms of feminist modes of production.
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Even though this format of the novel is widely seen as a mass market and
capitalist product meant for a class specific readership that can afford to buy
graphic novels, this postmodern form of the book with its combination of images
and text has scopein influencing emergent readership about the various modes
of self-expression that arise out of spaces of conflict. Such alternative modes
of writing history are important to provide a space of dissent and debate. This
genrerevelsinitscomplexity to depict multiple complex themeswrappedinits
ambiguity. The interaction between image, word and text creates a meta-
narrative that fuses the personal with the political and creates a new aesthetic
of resistance and protest.
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Women as War p and Weft of Painting through Time:
A Select Sudy of ‘Fallen Woman’ Across
Tranglational Space

Srishti Sharma

Interpretation is an integrated part of translation. Hence, translation and
hermeneuticsare closely related to linguistic disciplines. Hermeneutics, which
deals with modes of interpretation incorporates ekphrasis as a mode of
interpretation and thereby extendsthe temporal limitsof trangdlation, if thelatter
is considered conservatively. In fact, ekphrasis is a hermeneutic exercise that
differs from tranglation only in terms of the degree of freedom with regard to
medium: while a translator shifts the meaning of the original written text to
another matrix establishing comprehensive equivaence, an ekphrastic interpreter
tranglates agiven text into any medium of hischoice. Further, ekphrasis, which
has often been described as “to speak out” in ancient Greek and also as “a
plain declaration or interpretation of a thing” by the Oxford Dictionary in
1715, enjoys considerable interpretive latitude and therefore can engender
transmorphed texts, that which are visual and musical aswell. If ekphrasisisa
form of interpretation as much as trandation is, then it logically follows that
ekphrasisisakind of translation with greater creative independence. Besides,
an ekphrastic spin-off also gainsacritical perspective ontheoriginal.

Thisarticleisan ekphrastic exercisein that it liftsthe storiestold by some
19" century painting-texts, as well as songs by Bob Marley, Bob Dylan and
John Lennon to take off from the stories they tell to a new narrative strand.
They center on Lilith, thediabolical, run-away woman, acharacter of the Jewish
folklore. During her aerial wanderings, she spies upon the most doleful scenes
of the rejection of a fallen woman whom she claims and redeems. In this
narrative, Lilith, theangel and the redeemed woman during their peregrinations
come upon the repetition of the same sad scenes of a woman'’s sufferings at
the hands of men. They intervenein favour of the woman victim depicted inthe
paintings under study, until she re-enters the Garden of Eden and meets Eveto
set right the bal ance skewed against her and womankind. And to bust the myths
of heaven and hell showing everyone, human and divine, that the stories of a
woman's moral impurities are just canards. In order to achieve its intent, the
articleiswritten in two parts.

Gender constructs propose that a woman must embody virtue, chastity,
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honour, humility, obedience and conform to the normsof propriety and decorum.
A woman who dares question these rules is held guilty of moral flagrance, at
the least a faux pas, and is degraded to the status of aloose or fallen woman.
In adominantly patriarchal society, “good” and “bad” girls are painted black
and white accordingly, alleviated, asarule, by the ease of sexual acquiescence.
The one who questions the norms, engages in forbidden experiences and
relationships, rejects appropriated sexual advances and thwarts all attempts
made by men to control any aspect of her lifeislabelled as*fallen’. For shefell
out of the line and escaped the shackles of patriarchy adamantly trying to beat
her into submission and accept ‘ her proper place.’” Emile Zola' sNana, Flaubert’'s
EmmaBovary, Krishna Sobti’sMitro from Mitro Marjani, Hawthorne's Hester
Prynne, Tolstoy’s Anna Karenina, Tagore's Binodini from Chokher Bali etc.
are al women of scandalous repute who transgressed societal norms, thus
revealing the hypocrisy of the proper and the virtuous. However, it isnot limited
to merely the women who committed an act of infidelity or defied patriarchal
authority. We might take the Ramayana’s Ahilya, whom Indra seduced by
impersonating her husband. Though not being in the wrong, she was cursed by
her husband who considered her soiled and fallen. | need not emphasise the
very obvious fact that, the contemporary society still continues to harbour
intolerance of rape-victimsin avery similar manner. Most unfortunately, however,
the male counterparts remain safe and out-of-socio-legal reach. As William
Gayer Starbuck said in A Woman Against the World (1864):

When awoman falls from her purity there is no return for her— as
well may one attempt to wash the stain from the sullied snow. Men
sin and are forgiven; but the memory of awoman’s guilt cannot be
removed on earth. Her natureisso exquisitely refined that the dlightest
flaw becomes a huge defect. Like perfume, it admits of no
deterioration, it ceasesto exist when it ceases to be sweet. Her soul
isan exquisitely precious, apricel essgift, and even morethan man'’s,
aperilous possession. (Starbuck gtd. in Mitchel xvi)

Literature aboundswith countless such narratives of women falling prey to the
double-standards of patriarchal sexual morality. At least in the 19" century, the
moralizing intent of not merely popular fiction but also seriousfiction seemedto
reinforce the contemporary cultural mores that stigmatized the fallen woman
and justified her punishment. Tess in Hardy’'s Tess of the d” Urbervilles or
Hetty in George Eliot’s Adam Bede instantiate these; or the sexual ly transgressive
womenin Dicken’swritingsalso earn opprobrium. | will, inthisessay, focuson
paintings, particularly of theVictorian period, reflecting the same socia attitudes
towardsthe fallen women, masculine anxiety over unstrained female sexuality,
and the perception of threat woman’s sexual promiscuity was believed to pose
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to family and marriage, while men equally implicated in these ‘sinful’ things
were neither judged so harshly nor punished. The paintingsor visual texts, like
literature, also debunked sexua hypocrisy embedded in the culture of the 19"
century gentility.

Figure 1: George Frederic Watts' Found Drowned (1867), an oil painting which depicts
the dead body of a woman washed up beneath the arch of Waterloo Bridge, while her
lower body isstill immersed inthewater of the River Thames.

Before beginning the narrative, it would be pertinent to dwell upon the
said paintings around which the ekphrastic narrative has been woven in the
second part of the essay. She appears to have drowned having thrown herself
in the river in despair to escape the shame of being a “fallen woman.” In the
background, the grey industrial cityscape is barely visible through the thick
London smog hanging over the River Thames. The simple attire suggests her
being a servant perhaps, and her arms and body form the shape of across. The
locket and the chain in her hand suggest alove affair, and the single star in the
sky represents hope, for salvation perhaps.

Figure 2: The Awakening Conscience (1853) painted by the English artist and William
Holman Hunt, who was one of the founders of the Pre-Raphaelite Brotherhood. The
painting depicts ayoung woman rising from the lap of aman with her gaze transfixed
out of the window of the room.
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At first look, the painting appears to depict a disagreement between a
husband and his wife. However, the title and a host of symbols within the
painting leave no room for doubt, that the couple consists of amistressand her
lover. The position of the woman's |eft-hand shows the absence of awedding
ring, and throughout the room, one can observe the dotted reminders of her
“kept” statusand her wasted life: the cat toying with abird; the clock concealed
under glass; an unfinished tapestry hanging on the piano; the unravelled threads
on the floor; the print of Frank Stone’'s Cross Purposes on the wall; Edward
Lear’'smusical arrangement of Tennyson’spoem “Tears, Idle Tears” discarded
onthefloor, and Thomas Moore’'s“ Oft in the Stilly Night” music on the piano,
whosewords speak of missed opportunities and gloomy memories of ahappier
past.

Themirror ontherear wall providesatantalizing glimpse out of the room.
The window opens out onto a spring garden flooded with sunlight, whichisin
striking contrast to theimages of entrapment within theroom. Far from displaying
alook of shock that she has been caught with her lover, she is bemused by
something that is outside of both the room and her relationship.

Figure 3: Hunt's Christian The Light of the World (1851), depicting Christ holding a
lantern and knocking on a handle-less door which, according to Hunt, represented “the
obstinately shut mind.” The young woman having her conscience pricked by an out-
worldly spiritual presence here could be responding to that image.

Past and Present is the title given to the series of three oil paintings
by Augustus Egg in 1858, which were designed to be exhibited together as
atriptych. They depict the discovery and disastrous consequences of a
woman’s adultery in a middle-class Victorian family. The viewers are |eft to
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determine whether the woman should be condemned or pitied. The paintings
reflect fears of imperilment of public morality and family life caused by the
Matrimonial CausesAct 1857, which led to the reformation of divorcelawsby
moving jurisdiction from the ecclesiastical courtsto thecivil court, thereby making
divorce arealistic prospect for the middle-class people.

These works were influenced by Hunt’s painting The Awakening
Conscience. It cannot be stated with certainty asto how these paintings acquired
the title Past and Present, as the artist was not known to have used the title,
even though it wasfirst recorded in the auction catal ogue for Egg’sworks after
hisdeathin 1863. We may surmisethat it was derived from amisreading of John
Ruskin’s Academy Notes (1855) since he discusses the untitled works in the
book below areview of apainting with asimilar title.

John Ruskin’s Academy Notes described the three works as follows:

In the central piece, the husband discovers hiswife'sinfidelity; he
dies five years afterwards. The two lateral pictures represent the
same moment of the night afortnight after hisdeath. The samelittle
cloud is under the moon. The two children see it from the chamber
in which they are praying for their lost mother, and their mother,
from behind a boat under avault on the river shore. (Ruskin 8)

The first painting, i.e., figure no. 4, Past and Present, No. 1 depicts
the drawing-room of a middle-class Victorian house. It shows the precise
moment when afamily’sdomestic blissisruined. A woman lies prostrate on the
floor in front of her husband, fallen with hands clasped together and her gold
serpent bracel et resembling manacles. He sits dumbfounded, clutching aletter
revealing her adultery. An apple has been cut into two pieces; one half remains
beside the husband's glossy top hat on the table, stabbed through its worm-
ridden core by a small knife; the other half has fallen to the floor beside the
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wife. Therear wall of the room, decorated with arich red wall paper, also bears
two portraits, one on either side of the fireplace and mirror: the wife's portrait
hangsto theleft, abovethe playing children but beneath apicture of theexpulsion
of Adam and Eve from the Garden of Eden (labelled “TheFall”); the husband’'s
to the right hangs beneath a shipwreck scene by Clarkson Stanfield (1abelled
“Abandoned”).

Figureb5: Past and Present, No. 2.

The second painting, i.e., figure no. 5, Past and Present, No. 2 shows a
night afew yearslater, shortly after the death of the heartbroken husband. His
children have grown up now: the younger daughter in the white nightgown
weeps into the lap of her elder sister, who is wearing a black mourning dress
and is looking out of a window at the clouded moon. The portraits of their
parents decorate the bedroom wall.

Figure6: Past and Present, No. 3

The third painting, i.e., figure no. 6, Past and Present, No. 3 isaso a
night scene. The clouds and moon depict the same evening as in the second
painting. Thefalen wifeissitting in the gutter beneath the Adelphi Arches, by
the River Thames. She clutches a bundle of rags which shows the emaciated
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legsof achild, perhapsillegitimate, either asleep or possibly dead. Shelooksup
from the gutter to themoon. Thefollowing narrative, aspart of critical discourse,
shall help understand both culture and literature, and as an ekphrastic spin-off
provide acritical perspective on the variousinterpretations of * Fallen Woman’
across the spatio-tempora matrix.

Fallen Woman — A Re-telling

[They represent the archetypal battle of the sexes. Neither makes efforts
to resolve their disputes or to reach an understanding where they take turns
being on top. Men hang on to their masculine pride and arrogance to suppress
awoman’s desire for bodily pleasures and longing for social and intellectual
freedom outrageous as well as immoral, even though they themselves tempt
and abuse women— which women understand but stoically accept. In the end,
neither of them wins the battle.]

“Yahweh” cried she, and that cry gave her wingsto fly away. She, Adam’s
first wife, before Eve, left Eden for she refused to lie underneath Adam, who
insisted “the bottomisyour rightful place.” Lilith, (figure7) for that isthename
of Shewho attempted to rule over no one, bellowed “ Shove your stupid rulesup
your bottom. For all | know, you invented them yourself. We are equal because
we are both created from the earth.” Her mighty wingstook her away from the
manacles of performing wifely dutiesand childbirth.

.rF =, "..'r{_
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Figure7.

She flew across the world and centuries, admonished and chased. Cries
of “Man-eater!!” and “ child-killer!!” greeted her wherever shewent. Shewould
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havetaked to thewomen, but they drove her away, screaming “ Go find someone
else’'s home to break!!”, “It’s between husband and wife, who said you could
interfere?’, “He hits me because he cares’.

Apropos of Found Drowned

‘Twas night, she looked down to find a drowned woman. An abandoned
Echo arose from her dripping tresses. From far, the lament of Philomelaarose:

Qb SR H d0 Hell BT & ART AFART
Gl 2 WIdT BIdl =41 § g el BloK]
DS S < AT UIT BT I Hg. ATORT
Qb SR H d0 Hell BT & ART AFART
e ¥ Sl ST faRer B Al

As ¥ .1 (Mai Ri, Lata Mangeshkar)

[Summary of the above song: Oh mother! Who do | confide in the sorrows of
my broken heart? Oh mother!]

Her body formed the shape of a cross. “Come dear, thou need not be
redeemed by thy kind. Henceforth, thy Echo shall be heard.” Lilith took the
hand of the drenched spirit and kissed it and said, “No, woman, no crying...
woman, no crying!”? (No Woman No Cry, Bob Marley). Together they crossed
the sea on-foot.

Apropos of Awakening Conscience

The next morning, they stopped before the parlour of ayoung girl sitting
on her lover’s lap as though she was a bird in acat’'s grasp. Her eyes came to
rest upon the be-winged Lilith and the spirit. Galvanised, she arose, as if
awakening from adeep slumber filled with troublesome dreams. As she stepped
outside the handle-less door of the parlour, her fingerstouching the outstretched
tipsof Lilith's, the world melted away.

Thetrio continued onwardsin their journey a-top the moon. A man letting
his cat out swore he saw a bunch of witches fly across the sky on their
broomsticks. For amoment he even thought he saw them conversing with the
moon. Silly, man! Everyone knows Witches fly planes. Pff!! Ask one if you
doubt it. Although, she might hit you on the head with abroomstick for asking
silly questions! For the answer my friend is blowin’ in the wind. You bet, the
answer is blowin’ in the wind® (Blowin’ in the Wind, Bob Dylan).

Apropos of Past and Present, No. 1

“Wait!! Don't kill her!!” they shouted in unison. The knife flashed in the
dimroom, beforedicing in half theworm-ridden apple. The man stood stupefied,
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asif the shout had reverberated from his heart. “Leave, adulteress,” said heto
the woman lying prostrate upon the floor.

Apropos of Past and Present, No. 2

Five springs later, he died. Time flies if you're over the Moon. “Look!
They'regrown,” saidthe spirit. “Yes. Just liketheir mother. And she, disillusioned
and disenchanted,” said rueful Lilith, “with another bundle at her breast. Such
tiny feet...”

Apropos of Past and Present, No. 3

“Pour all your heart out in sweet melodies and be asiren in the deep sea,
my dear. The child isalready dead. Bury it in the water of thisriver and betake
thyself to the ocean deep. Sing to the sailors, the rowdy, drunken men, to their
perdition.” She thought over this advice for awhile and rose to her feet to do
what she had been told.

The exiled Lilith, feeling forlorn, tried to re-enter Eden. The Unholy yet
kind Trinity breached thewallsof the Garden of Eden. Adam was beside himself
with fury: “Theimpunity of that woman to bring filth into my home!!” But Eve
reached them before he does. She had never seen a woman before... didn’'t
know if there were more out there in the world. She was told that it was only
she that had been carved out of hisrib to only to serve and obey Adam. And
now, she wondered if the stories she wastold were all true. What if we wereto
imagine there was no Heaven, or no Hell below us, rather just a sky above our
heads®.

Figure8.

Apropos of Eve and Lilith
She touched Lilith to seeif she werefor real. They talked and talked for
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ages (figure 8). They found that they had much in common. The budding
friendship puzzled and frightened both man and deity. Adam, wanting to throw
thetrio out, invented wildly untrue stories about how Lilith threatened pregnant
women and children. How she was a man-stealer, the other woman. But Eve
found Lilith to be exactly like her. And you can’t control like-minded people.

To conclude, in thisekphrastic spin-off, Lilith, the universal woman, witha
robustly energetic self, bold enough to articul ate her bodily desire and longing
for freedom is considered to pose a threat to the ideal domestic life and the
civility of the nineteenth-century bourgeoisie. Not just that, she could well bea
bad influence on “the angel in the house” (Patmore 2010), the virtuous woman,
devoted to the husband. Hence, she has been expelled from home, disgrace.
But why would the wife walk out of the home like Nora or those typical ‘ new
women’ ? Better, as this story suggests, the cast-away woman should return
home and embrace her virtuous double, peer into her eyes, to be recognized by
the other, so that her self-restitution can be possible. Modest and pliant though
she is, she ought to discover the wild side of herself, explore the energy and
find moral courageto call aspade a spade, and stop letting othersturn her into
avictim. Eveand Lilith must commingle to be one.
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Godna and Modern Tattoo: A Transitional Narrative

Mandavi Choudhary

Thereisonly oneform of ornamentation even more closely bonded to
the body than jewellery, and that istattooing.

—Wendy Doniger, The Ring of Truth, Myths of Sex and Jewellery

At present, body art has become akind of fashion statement and alot of people
in the Indian metropolitan cities can be seen getting tattoos made on various
parts of their body every now and then. However, tattoo-making, which is a
special art form, is nothing new to the culture of India. Godna, the traditional
tattoo art form which alot of elder women in Mithilaliketo call “apermanent
ornament” has now lost its cultural position in Maithili society. Sukrit Nagraj,
who conducted extensive research on Godna in Chhattisgarh reports, “The
word Godnaisderived from gehna or jewellery, with these tattoos made usual ly
made around body parts where jewellery was worn, in the belief that this
jewellery will be adorned till the end of life and beyond.” Tara Devi, awoman
inthevillage, Karjapatti in Darbhanga, Bihar supportsthe assertion, “ Thisisthe
only ornament that even widowhood cannot take away from awoman.” What
she meansisthat after the death of the husband, awoman is supposed to take
off al her jewellery items, except for godna which has been inked permanently
on the body.

There are various meanings that are communicated through godna. The
Munda tribe in Jharkhand, for example, holds high regard for valor and uses
godnato record historic events. Santhal tribes assign different tattoos for each
sex and different parts of the body. Santhal men in Bengal and Jharkhand get
tattoos called sikkas made on their forearms. The name is derived from the
shape, which is that of coins (sikka). The Santhals also wear various tattoos
which when combined together form an odd number, signifying life and even
symbolizing death in Santhal cosmology. The Santhal, aswell asBanjaran women
in Rajasthan, get floral patterns tattooed on different parts of their bodies,
including their faces. In Mithila, there are very few men found with godna
since godna, like most jewellery items, have been perceived as an adornment
for women in Maithili cultural realm. The men who do sport agodna either get
it made out of their personal choices, or get their names tattooed at a tender
age for other reasons such as, the fear of being lost when the godna can help
them get back to the family. Jawahar Shahu, a local resident in the village
Karjapatti of Darbhangain aninterview confirms, “Very few men can befound
with the godna. It was mainly the women in our village in the past to have

152



indraprasth

gottenit.” Also, asper observations, thefaceis onebody part that the people of
Mithilarefrain from getting tattooed. Sukrit Nagraj observes, “ Typically tattoos
aremade around the ankles, toes, fingers, the wrists, palms, thighs and breasts.”
Nagraj’s observation on the godna of Chhattisgarh has been found true in the
context of Mithila as well, where women were found with a godna on the
mentioned body parts.

The narratives on godna that have emerged from Mithila can be divided into
three categories:

1. Theolder women: The number of people with the godna is very less,
and it was mainly the older women in the familiesthat could recall their
personal experiencesabout it and narrate stories. Maximum information
could be obtained from this group of interviewees.

2. Theolder men: They wereasgood at recalling the past through memory
and imagination as the older women. They may not have personally
experienced the pain and the process of getting the godna made but,
they are efficient storytellers who could interpret the godna story in
multiple manners.

3. Theyounger generation: Both men and women under this category
had limited knowledge about godna, and an extremely low percentage
of them actually haveit.

Godna, like many jewellery items of Mithila, isdying aslow death. Thereis
not much work availablein textsonit, and the only surviving dataisthat which
can be extracted from personal narratives of the folk borrowed from shared
folk beliefs and experiences.

Godna Artists in Search of New Identities

With Godna slowly losing its cultural relevance, the godna artists also
called godnawali (female) and godnawala (male) have started looking for
other optionsfor surviva. The nomadic community, Karori in Mithilaasinformed
by the locals of the village, Karjapatti in Darbhanga, Bihar would walk from
one door to the door, singing and encouraging people to get the godna made.
They could be heard singing and announcing their arrival, “ Godaliyagodnal!
Godaliya €' (Get godna inked on your body! Listen, getinked.) The godna
artists are in search of new identities now and have taken to other professions
such as hunting, gathering honey and running other errands. There till area
few Godna artists that hold on to the past and have not given up on artistic
skillsthat they had inherited from their ancestors. However, locating those few
is almost impossible with the shifting nature of their work, which means that
they cannot be found at one particular place or spot. Rajender Shahu, aresident
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of thevillage Karjapatti says, “ They could be easily found earlier because they
would come to the village from time to time and people would feel tempted to
get the Godna made. Now, they don’t visit usfor months and sometimesyears
because they know that nobody would be interested.” The inability to track
down godna artists also tells a story that needs no words for narration. The
dying art narratesits story of pain screeching under the wraps of oblivion and
nostalgia.

Personal experiences and stories

While in the urban spaces of Mithila, it is difficult to find people with
godna, the villages continue to be inhabited by asmall fraction of elder female
members in families who have it. Neha, a young teacher in the village of
Karjapatti says, “ The younger generation barely gets the godna made. Even
if they do, it's for the sake of fashion.” Different stories around the Godna
have emerged from the common people. Jawahar Shahu living in the village
Karjapatti could recall diverse stories and on being asked why the Godna is
made, he answered,

Mithilawas under the Mughalsfor along timeand it wasduring this
timethat thewomen of Mithiladid not feel safe. Often, Hindu brides
and young women would be abducted and later raped. Once, a
young beautiful girl with agodna was spared because the Mughals
felt disgusted with the black ink on the body. The people of Mithila
realized that the godna was the best way to deal with the
abductions. Thus, godna was used as a shield against rapes and
sexual assaults. (Shahu)

Mithilawas indeed under the Mughals for along time, and it was Akbar who
had appointed aMaithil asthe caretaker of Mithilabecause the people of Mithila
who had previously been ruled by other Muslim rulers had little faith in them.

There is no textual evidence to validate the story narrated by Jawahar Shahu,
but he does strongly believe in its sanctity because thisis a story that he and
many of hisfriendsgrew up listening to. Peopleinthevillage of Karjapatti have
rarely questioned the stories and folk beliefs that were transferred to them
orally for over several hundreds of years. In every Maithil Brahmin's house,
for instance, there is a Kuldevi that has been installed and she is worshipped
and valued like any other Hindu gods. Kul Devi is supposed to bring happiness
and protect the family against evil and she has been there since time
immemorial. While everybody in the village agrees that she brings happiness
and must be respected as instructed to them by their ancestors, they fail to
answer questions like why was sheinstalled in each house and family to begin
with? Likethe Kul Devi whois perceived asagoddess protecting and providing
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strength to each family, Brahm Baba is a male God assigned to each village
that takes care of the entire village and provides shelter to the village folk
during turbulent days. The godna story narrated by Jawahar Shahu and other
peopleinthevillageisalso similarly based on common folk beliefswhoseorigin
cannot be located.

NicolaBarker in her novel, The Yips (2012) writes, “ Thetattoo represents
not only a willingness to accept pain — to endure it — but a need to actively
embraceit. Becauselifeispainful —beautiful but painful.” A lot of older women
in Karjapatti agreed that godna is a permanent ornament and also shared
reasons that were given to them for getting it done. A lot of times, they would
be made to believe that would ensure that they reach heaven post-death.
LaxmaniyaDevi says, “Pain would be returned with apromise of heaven which
wasone of the primary reasonswhy wewould feel temptedtogetit.” Laxmaniya
Devi, Saakhi Devi, Mahalaxmi Devi are some of the women in the village of
Karjapatti with agodnawho had willingly embraced the pain for the exchange
of great gifts. For Laxminiya Devi, godna means a guaranteed trip to heaven
for a better afterlife, while for Saakhi Devi godna is a means to let her meet
her parents in heaven. For Mahalaxmi Devi, the godna has several purposes
and one of them like in the case of Saakhi Devi and Laxminiya Devi is the
assurance of heaven.

Godna has also been seen as a symbol of purity and identity that
differentiates the women with it from the rest. All castes find the godnashudh
(pure) but the Brahmin women have a different story to share. Sagyani Devi,
an elderly woman in Karjapatti showing her godna said, “Brahmin ke chin
haieegodna” (This godna that | have is an identity marker for the Brahmin
women). .

Fig 1. Sagyani Devi revealing her godna
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Mahalaxmi Devi, an elderly woman in the village of Karjapatti has
numerous godnas on various body parts. She says, “ A specia ritual would be
organised on the day which included the gathering of women together.” The
godna ritual would include singing, which was primarily meant to ease the
pain. Remembering asong, she sings, “ Godaliyagodna, humro se, hey jaan”
(The godnawaali makes a request to the queen to get the godna inked). The
song is sung from the perspective of the godnawali who has come all the way
from the western side of the region and is currently sitting under the chandan
(sandalwood) tree. She sings out aloud to the queen in the nearby palace,
whom she requests to come out of her palace and get inked. Announcing her
arrival, sherepeats,” Godaliya humrose.” Mahalaxmi Devi adds, “ The singing
would continue throughout so that the pain could be suppressed with one’'s
attention being diverted to the singing.” Mahalaxmi Devi has several godnas
on her body, with one on her foot (paer) which she explains while laughing,
“Thisoneisto ensure that my father isnot born asacrow when heisreborn.”
The one on her neck (kanth) shall allow her to meet her mother when she
reaches heaven after her death. On the tarhatti (palm), she says that she got
the godna made so that when she departs from this world, the journey proves
to be smooth and trouble-free. Describing her choices of designs, she says, “I
picked apothi and phool (book and flower) because the two stand for wisdom
and beauty.”

Fig2.

From Mahalaxmi Devi’s narration, it becomes evident that women are
convinced that godna will be beneficial for them. Like the other women, she
too believesthat she is destined to reach heaven after death because the godna
sets that path for her to attain it. While most women could not explain the
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reason for their choices of symbols and designs, Mahalaxmi Devi could
differentiate between them and explain further. It was found that maximum
women in Karjapatti village have flowers or their namesinked on the body.

SunitaDevi, another elderly woman in the village of Karjapatti offered an
explanation, “We get our names tattooed so that we can be easily located in
case we get lost somewhere.” The flower, another important godna design
glorifies beauty, and can also be understood asasymbol of adulthood and female
sexuality, keeping in mind that women who haveit only got it made after entering
into their adolescent phase. Both married and unmarried women get the godna
after getting their first period, and thistransitional phase connectsdotswith the
flower image. The godna here can be seen as a metaphorical transition of a
bud that has blossomed into aflower, shadowing agirl’stransformation into a
sexual being. The Godna, hence, likethe most jewellery itemsworn by women
in Mithila (bichiya, lahthis) is asymbol of female sexuality.

Wymann arguesthat tattoo symbolises amedium of communication. The
body that has been inked talks to the onlookers as it has a story to tell. In his
opinion, tattooing can be understood as i) a product made by tools, materials
and procedures; ii) aform of body alteration and iii) aform of social behavior.
In the process of tattooing, the body turnsinto a cultural investment, promoted
through anindividud’sidentity making efforts. The godna can aso be understood
through the three mentioned parameters.

i) A product made by tools, materials and procedures: The most
debated question wasrelated to the ingredients used for making the
godna. SuneetaDevi says, “Ink or cod ismixed with anew mother’s
milk and thistogether givesout asolid and adark color used.” A few
other women during agroup interaction had adifferent story to share,
“Milk from Kaneli flower is extracted first and then blended with
the ash collected from aburning diya.” Possibly, thereare multiple
methods available to make the wanted mixture to be used. On one
thing, all women agreed which was that the number of needles used
for inking the godna is seven, an auspicious number.

ii)  Aform of body alteration: Atkinson called tattooing “acontextual
and negotiated signifier of identity.” Individual sdevote agood amount
of time and endure pain to obtain tattoos. Pain is away of earning
body ateration for them. Women with godna are aware that their
bodies are different from that of the other women who do not wear
the tattoo on their skin.

iii) A form of social behavior: Most women with the godna that fall
in the 50 and above age groups agreed that they got the godna
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made because it was a part of accepted socia behaviour. Their
body turned into acultural investment. TaraDevi, an elderly woman
with a godna on her skin confirms, “It was a nightmare but it was
expected out of me and what could | do?’

Godna became popular in villages not only because of its claim to help people
reach heaven after death, but also because it is probably the most affordable
ornament that could be enjoyed by al castes and economic groupsin villages of
Mithila. The desire to decorate the body is cultivated within the hearts of all,
rich or poor, upper casteand lower caste. Godna isone such important ornament
that everybody can afford to have. While Gold and silver cost afortune, godna
can be used as an ornament with lesser amount of money being spent on
maintaining and affordingit. VineetaMandal, livingin Karjapatti says:

Nobody can take this from us. Who can rob it off? It is there,
permanently onour skin. Like Brahmins, we cannot afford gold and
there are times when buying silver can also be a problem. It isin
such circumstances that godna comes to our rescue. (Mandal)

Theyounger generation has shifted away from the past and only one girl named
Shilpi in Karjapatti could be found with the godna. She confessed, “1 got it
done out of choice because it makesmefeel good.” It isimportant to note that
in contrast to the elder women who had reasons such as assurance of heaven
or carrying it as a permanent ornament or had great respect for godna which
they seeasasymbol of purity, Shilpi and people her age do not follow ritual s but
rather create their paths, away from the old age traditions and folk beliefs.

They don't choose tattoos or godna out of compulsion or under the influence
of beliefs, but becausethey wishto reclaim their livesand build their identities.

Is Modern tattoo a replacement?

In a contemporary world, tattoos can function as aritual and may serve
asaphysical mark of alife event in some cases. Furthermore, tattoos can also
function asidentification marks or simply asamode of decoration. People can
be seen getting the name of their children tattooed to celebrate their birth which
isagreat live event. People also get symbols like the phoenix or semicolon
tattooed which represent different meanings (phoenix in certain casesischosen
by feminist groups since phoenix stands for rising post-fall, and semicolon is
picked with people battling depression and suicidal thoughts). At present,
particularly in the urban spaces, people who are separated from their past and
traditions have started turning to modern art forms. Tattoo isone of the modern
art forms to have risen to popularity in recent times. In the last two decades,
perceptions and attitudes towards tattooing and tattoos have undergonevisible
changes. Tattooing which was once associated with non-mainstream groups
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has now grabbed the attention of the modern consumer. Thus, from the realm
of folk culture that celebrated traditional tattoo art; the tattoo has entered into
the sphere of popular culture. Tattoo can be described asakind of writing done
on the body, existing asaform of visual and non-verbal communication. Helen
Cixous had written in The Laugh of the Medusa (2017), “Write yourself, your
body must be heard.”

Today, alot of feminist movements have encouraged tattooing as aform
of protest and rebellion in responseto patriarchy. A lot of young girlsin Indian
citieshave al so started getting tattoos made, and they feel liberated through the
act. The modern tattoo has not officially reached Mithila but alot of families
that migrated from Mithila have readily accepted it. It was seen in Karjapatti
that the younger girlsopt for godna out of apersonal choice and liking, and not
because they are made to believe that pain will get them a guaranteed entry
into heaven. Asopposed to the godna, the modern tattoo is not based on such
claims, and rather allows women to decide for themselves. Here, thereis a
clear shift from the female self-trapped in culture to making a move towards
the “1”. In that sense, the modern tattoo can be extremely empowering for
some women asit can read as Plath’s famous line from The Bell Jar (1963), “I
am. | am. | am” (qtd. in Kristy) reminding them of their existence.

Numerous people battling depression also get the tattoos made on their
skin to keep them going by filling, cultivating ayearning for life. Depression
tattoos have become a trend worldwide and with people acknowledging
depression, the way people perceive it has also undergone a transformation.
David Klemanski, a professor of applied psychology says, It's aimost like a
battle scar in some ways (qgtd. in Punjabi). Klemnski is of the view that tattoos
allow peoplein away to move forward by recognising and accepting the past
and integrating it with themselves. The godna’sflower design has been replaced
today by the trending semicolon tattoo which was born out of a social media
initiative with the same name. When Amy Blue lost her father to suicide, she
wanted to honour himin aspecial way and thisled to Project semicolon founded
by her.

Through the project, she started spreading awareness about mental health-
related problemswhich positively impacted countless people. The main agenda
of the project, as mentioned on the website, is to “present hope and love to
those struggling with depression, suicide, addiction, and self-injury.” Whilethe
godna stories echo the want of heaven post-death, the semicolon tattoos and
newer forms of modern tattoos seek to celebrate life in the present.
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Conclusion

It is true that the traditional body art, godna, has lost the position that it
had once enjoyed in the context of Mithila. However, it would be wrong to say
that modern tattoos have completely replaced godna. Godna artists exhibit
great skillslike the modern tattoo artists, and both the art forms are intimately
linked to one another. Instead of assuming that the modern tattoos have replaced
godna, another way of interpreting it would be to assert that modern tattoo is
an extension of the former, whichisat agrowing stage. The reasonsfor getting
inked may vary if located in distinct time frames, yet body art has been a
common feature of Indian culture since the beginning, and it shall continue to
remain thusin the yearsto come.
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Home and the Inner Lives of Homemakers. A Sudy of
Women Protagonists in Select Indian English Novels

Akansha Shukla

In the words of Roger Kennedy, having a ‘*home'! is akin to experiencing an
emotion. It becomes more than amere physical, concrete dwelling; it becomes
an interior part of one’s soul. Furthermore, the connotations for home can be
multi-fold, allowing magnitude of interpretations as the dynamics of the space
areimbibed with anindividual in hisgher manners, memories, culture, and tradition.
For instance, an immigrant’s idea of home would be rooted in memory and
nostalgiaand for the reader of post-colonial scholarship; theideaof homewould
beinterconnected with that of homeland and homerule. Likewise, in acapitalist
patriarchal society, the idea of home is interconnected with gender and the
means of production.

For centuries women have been conditioned to perform the unpaid work
of the house. Women constitute the inner or private space, where domestic
(unpaid) work of the household like cooking, cleaning, and child-rearing is
performed; the opposite of the public sphere where industry (wage, |abour,
working hours) issituated, whichisclassified for men. The household work has
become synonymous with women’s work asit has been performed by women
for so long. The issue has been most aptly noted by V. Geetha as:

Theinside/outsi de dyad separateswomen and men, assigning women
to the inside of homes, cultures — and men to the outer world, of
labour, production and rule... and the outside is often aform for the
exercise of local patriarchal authority... the home and hearth are
conceptualized in folk, popular and much of literary culture—asan
essentially gendered space, where the outer world of commerce,
rule and war is seen as a ‘man’s world’. Words in most Indian
languages designate the woman as the queen of the household, as
itsguardian angel, its custodian and so on; whereasaman is described
as the one that brings in an income, as a protector and guardian of
the hearth in his capacity asapublic figure and as one who fashions
the world, makes history. (Geetha 144-145)

With so many entry pointsinto understanding the essence of homes, this paper
initslimited scope of the study would only focus onwomen in Indian households,
through analysis of select Indian English novels. The study has been undertaken
with the analysis of works by noted authorslike Kamala Markandaya's Nectar
in a Seve (1954), Anita Desai’s Fire on the Mountain (1977), and Rama
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Mehta's Inside the Haveli (1977). The literary households in this paper are
studied as motifs of self-expression by the women in their struggle with issues
of class, tradition, gender inequality, and at large, social anonymity of their
intramural struggles.

By carefully studying the portrayal and caricature of the women and
the householdsin literature, onerealisesthat homes chronicle the most intimate
struggles of women that remain unseen and unacknowledged behind the closed
doors. The veiled structure of power between women and the private space of
household brews ecosystems engineered and operated by women. The homes
and homemakers become symbolic of the marginalised histories waiting to be
unearthed. In order to understand I ndian households and theinner lives of women
inside them, it would be unjust to neglect the bounty of work done by Indian
women writers around the themes of family and households. The voices of
women charactersin literature, by women, are significant asthey comefrom a
space of double oppression, first from patriarchy and secondly from economic
dependence. Dr K.R. Srinivasalyengar rightly opinesthat “women are natural
story-tellers!” (435) and writerslike AnitaDesai, Shashi Deshpande, and Kamala
Markandaya mark lyengar’s words true. They articulate their work with a
unique understanding of womanhood that projects the unseen aspects of being
ahouseholder and ahomemaker. Their works question the systemic effacement
and negation of the self to fulfil the roles expected by society. Moreover, the
representations of literary homesin these texts attempt to capture the complexity
behind the societal misnomers correlating domestic bliss with agreeable
homemakers. The lives of women inside the home are expected to remain
static and unchanged with time and movement. However, it is seen that women
are the first to sense and prepare for the changes happening outside that will
ultimately affect their inner worldsin time.

In human societies and Indian households in general, women shoulder the
responsibility of primary care providers to their families and the household.
Onesuch household isportrayed in Nectar in a Seve (1954) written by Kamala
Markandaya (1924-2004). In the novel, the protagonist, Rukmani recountsthe
ordealsof her life. The story of Rukmani islocated in asimple, unnamed Indian
village that is threatened by the arrival of the new tannery. The journey of
Rukmani takes the reader into the labyrinths of rural India, where misfortune
has not lifted itsveil through centuries after colonisation. Sheismarried at the
age of twelveand Markandayathrough her observing narrative style has chalked
out the transformation of ayoung girl into awoman through the protagonist’s
own words. Young girls without education are trained to make an organic
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transitioninto the futurerolesof loving mothers, affectionate wives, and obedient
sisters or daughters. In order to prepare them as efficient managers of their
future households, they aretaught to provide for the household in variousways,
from financesto ration and medicine, they look after the smallest of thingsthat
may hamper the smooth running of the household machinery. Rukmani’sjourney
is no different when she enters her marital household. Her transition is
summarised by Nathan’s remark, “ She was no longer a child, to be cowed or
forced into submission, but a grown woman with a definite purpose and an
invincible determination” (66).

Rukmani’s land-owning ancestral heritage along with her ability to read
and write generates much curiosity in the village women around her, yet her
ability to learn and an amiable persona helps her gain their approval as one of
their own. From childbirth to child-rearing therural women become sdlf-sufficient
and codependent on each other. Each learns how the other is doing in her
household through their regular house visits and holding open conversations
about the pressing issuesin their lives. The character of Rukmani is symbolic
of the challengesfaced by rural women who have no choice but to bravely face
the hostility of nature and human forces alike. For apeasant family like that of
Nathan and Rukmani’s, the only assets at their disposal arelabour and land. As
owning land isafar-fetched dream for the poor farmers, the families could only
advancetheir fortuneswith the help of morelabour. They live on afine balance
between hope and fear as Rukmani says, “Hope and fear. Twin forces that
tugged at usfirst in onedirection, and then another, and which wasthe stronger
no one could say. Of the latter, we never spoke, but it was alwayswith us. Fear
is a constant companion of the peasant” (Markandaya 144).

Asthemenleavefor fields, thewiveslook after the household, the children,
and occasionally help at the fields whenever required. The women characters,
likethe protagonist Rukmani, her daughters: Irrawaddy, Kunthi, and Appu, are
represented in their journey of becoming complex mother figures. Markandaya
looks at how mothers are born. She shows how every mother has a different
journey into motherhood and society cannot weigh all onthe samescale. Three
prominent female characters have their children born out of wedlock in the
novel. The theme of motherhood and fertility shape the desires and self-worth
of women. Women who are either abandoned by their husbands or sons, like
Appu and Ira, resort to prostitution to support themselves. Others like Kunthi
become sex workersasthey aspireto liveamodern lifestylethat an independent
income could ensure. The irony is that many poverty-stricken women fall
pregnant and hold ontoillegitimate children. Theemotional and financial exertion
achild bringsto thefamily isdirectly seen asareflection of the hardshipsfaced
by women in their childbearing years. Thewomen who are past their youth, like
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theold granny of the village who supports herself by selling vegetables, become
a dailly reminder of the hardships faced by ageing single women. Rukmani
fearsthat Iramight face the fate of the old granny, who diesalonein the streets
out of destitution.

Heretheideaof fertility playsamajor rolein terms of the agrarian rura
economy. Markandaya has raised the issue poetically with an allegorical
representation of the women and the land. Land and awife without sons are of
no use to afarmer. The rural economy of Indian villages weighs the value of
women by the number of male heirs given by her to society. Susan S. Wadley
rightly evokes this sentiment by pointing out in her chapter, “Hindu Women's
Family and Household Ritesin aNorth Indian Village” (1977) that:

Having sonsis considered vital by women for several reasons: sons
are needed to perform the ancestral rites, they provide “insurance”
in one’s old age (especially crucial if a woman should be so
unfortunate as to become a widow), and they also make up the
family labour force. Equally important isthe emotional support that
sonsprovide. (Wadley 117)

Therural economy isalready fragile asit depends perennially on the forces of
nature like weather and rains. Also, the farmers work on lands that belong to
someone else, which makes them a tenant on the land. While the peasants
cannot control theforces of nature, they are still liable astenantsto pay therent
of the land. Rukmani aptly summarises the nature of the relationship between
thefarmersand nature as. “Natureislikeawild animal that you havetrained to
work for you. So long as you are vigilant and walk warily with thought and
care, solongwill it giveyouitsaid; but look away for aninstant, be heedlessor
forgetful, and it has you by the throat” (Markandaya 112).

In the novel, Markandaya shows that the peasant women are further
impacted by the demands of agrowing family asthey have no place or profession
to earn for their family except occasionally working beside their husbands on
the land. In such cases, women only fall prey to the demands of a foreign
crowd ready to pay them for carnal pleasures. N.K. Jain feels that the novel
presents “an authentic picture of village lifein transition, particularly of rural
poverty and hunger” (155). Through the main protagonist, Rukmani, Markandaya
brings out the need that is inculcated in women to bear male heirs. Rukmani
undergoes a coveted fertility treatment as she wants to beget a male child to
her husband, Nathan.

She never gquestions the demands that are going to be made on her body
and mind as she fears that her marriage will fall apart if she does not bear
Nathan sons. The birth of her six sons ensures a stable marriage, vital for

165



Akansha Shukla

sustenance in the village. In the absence of any wealth or inheritance of her
own, she solely depends on her father’s or husband’s alegiance for shelter.
Although her suspicions are never realised due to the help received from Dr
Kennington, the reader eventually reads Nathan's justification of Irawaddy’s
broken marriage as he says, “we cannot blame him, he waited long enough”
(Markandaya92). Through hisjustification, one can understand the motivation
behind the young Rukmani’s actions. Here it is important to understand the
cultural investment Markandaya's protagonist has made into the idea of her
marital home and family. Her idea of wealth and social acknowledgement does
not liewith modernity and material advancement that issignified by thetannery,
but rather with her home and kin as noted by Wadley:

It is not surprising, then, those women’s desires, as expressed in
their ritual's, are those of their world—the household— while men’s
concerns are focused primarily on the outer world. Since the world
affects women differently than it does men, women's symbols of
hope and prosperity are a so different from men’ssymbols. (Wadley
121)

Rukmani is not happy with her sons, Arjun and Thambi, leaving the village to
make money, and blames the tannery for the changes she is being forced to
acknowledge and accept. Her other son, Raja, is caught stealing at the tannery
and isbrought dead to the house. Although financially the villagers benefit from
theincreased income, including Rukmani, she realisesthat the tannery exactsa
heavy price in lieu of the modernity and money it offers. She says, “But the
change that now came into my life, into all our lives, blasting its way into our
village, seemed wrought in the twinkling of an eye” (Markandaya 25).

The challenges that come her way become a threat to her life's only
motive: a stable home with her family protected inside it. She negotiates her
position, where she has to choose her way of dealing with these challenges. It
is seen that she fights al the battles, be it the invasive tannery or infidelity.
Rukmani’s household becomes a spectacle of the cultural clash that happens
insidethevillage. The tannery providesanew income avenueto the young and
the restless of the village, while the old try to patiently pass through the hard
times of rain and drought alike with the same submissiveness. The economic
structure of the tannery goes against the farming and cultivation pattern for the
villagers. Agriculture and farming involve the whole family in the means of
production; thefamily isconnected with each other inlabour and leisure, whereas
the tannery plants the seeds of capitalist exploitation. “They
had invaded our village with clatter and din, had taken from usthe maidan where
our children played, and had made the bazaar prices too high for us’.
(Markandaya 42)
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The labour force is an impersonal unit of humans and can be replaced
anytime. Whilethemen are used for their skill and strength, the women become
acompletely detached body who areonly tolook after the house. The disconnect
Rukmani beginsto feel is on both the levels where her sons no longer want to
help their ageing father on theland and al so because here she cannot get involved
asit is aforeign entity’s space of production as A.V. Krishna Rao remarks:
“Industrialization with its main emphasis on urban development and
mechanization of the means of production and distribution resultsin the social
dislocation of thefamily” (64).

The dynamics also change when it comes to modern relationships. The
relationshipsinside the household start breaking apart once tragedy strikesthe
village. The marriage of Rukmani and Nathan sees various ups and downs
throughout the novel, but not even once the couple decidesto end their marriage.
However, we seethe other marriagesfalling apart asthe characters start moving
out in their independent search of livelihood. The women especially seem the
hardest hit by economic novelty. Rukmani reportsthat most of the women turn
to prostitution after crop failure asalast resort to earn money. Srinivasalyengar
feels “Life has not apparently changed for athousand year, but now with the
invasion of industry and more technology sinister consequencesissue” (43).

A.V. Krishna Rao considers the novel the “havoc of economics.” He opines
that “Kamala Markandayain the Nectar in a Seve has dramatized the tragedy
of atraditional Indian village and apeasant family assaulted by industrialisation.
Rukmani and Nathan, a couple in a south Indian village are the victims of the
two evils - zamindari system and the industrial economy” (4).

Along with a residential shift, a bride is expected to make a cultural and
psychological shiftin her outlook to completely align her personality with her
marital household. Thus, to become one of the members of her husband’sfamily,
the girl/bride forgoes everything that can be a hindrance in the espousal of a
new identity. However, the 19" century was witnessing achangein perspective
as Elaine Showalter writes, “self-discovery” and “a search for identity”
(Showalter 13) became the major themes of women’s writing in the early 20"
century. In Indian English literature, one can see the caricatures of women
protagonists who were struggling to hold onto their own identities rather than
being defined by the face of their male guardians.

One such text where the question of identity israised in anuanced manner
isRamaMehta sInsidethe Haveli. The protagonist Geeta undergoes significant
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cultura shiftsin order tofit into the aristocratic family of Udaipur after marriage.
From being afree-spirited young woman at her parent’s house to a coy bride,
her journey deliberates on the unmaking of the modern girl and the making of a
liberal womaninside atraditiona household. Sheiseducated, young, and spirited
in her demeanour. She has an opinion and is vocal about her thoughts, which
makes her all the things that are shunned in the stoic households of the elite
havelis (traditional Indian mansions).

Mehta's text presents an excellent canvasto display the tension between
modernity and tradition, inside the stately Indian households. The contrast of
beliefs between the modern upbringing of ametropolitan city like Mumbai and
value systems inside the ostentatious havelis as portrayed in Bhagwat Singh’'s
haveli in Udaipur serves as an excellent detail to study the contrast of class
and gender ideas with respect to the geographical locale. According to Jasbir
Jain, the architecture of havelisitself displaysastructural divide between gender
roles, with separate courtyards for men and women. The segregation of spaces
can be seen as symptomatic of various classifications based on class and caste
inside the haveli. Jain says, “traditional architecture often has separate living
quarters for women referred to as the ‘ Zenanas', with men spending most of
their timein the front portion of the house” (Jain 249).

Geeta and the haveli are juxtaposed in the novel against each other as
opposing ideologies of modernity and tradition. The position of womeninside
the house is fixated as being beneath the men but above the servants. The
women of the haveli, whether it is Bhagwat Singh’s wife and mother or others
who are primarily working in the haveli as maids servants, follow the norms
and rituals of the household like aclockwork irrespective of age and designation
as, “In the haveli men were regarded with awe as if they were Gods. They
were the masters and their slightest wish was acommand. Women kept in their
shadow and followed their instructions with meticulous care” (Mehta 21).

Mehta's novel, Inside the Haveli is not a treatise of radical feminism;
rather, it realisesthe compelling force of tradition and cultural dynamicswhich
constitute the essence of a society. Geeta realises pragmatics of a patriarchal
feudal culture that branches out into orthodoxy and superstition in the haveli.
She sees peopl e of the haveli and village going to afortuneteller, whoissimply
afraud taking advantage of the ignorance and illiteracy of the poor villagers.
Along with superstition, the household inside the haveli promotes the Purdah
(veil) system which constrictswomen'sright over their own bodies. Sociologists
IndiraParikh and Pulin Gargin“InsidetheHaveli: Incarceration or Insurrection?’
describe the traditional state of purdah in Indiawhere upper-class women live
mostly indoors:
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They come as brides and leave only for the funeral pyre. The
husband’s home is their prison, their castle, and their palace. They
believe, or are madeto believe, or have no other choice but believe,
that thisis al for their good . . . however, within the walls of their
home, within the feudal system of alarge joint family, run parallel
themes of exploitation, intrigue and counter-intrigue, all revolving
around the control of resourcesthrough legacy and heritage. Thisis
the only life they know as wives. (Parikh and Garg 90)

Geeta, after a few failed attempts to revolutionise the haveli, realises that
women cannot stand alone and have apoint of view unlessitisvalidated by the
male head of the family. The women who were widowed or separated from
their husbandslike Pari ji, Bua, and Laxmi lived ahard life devoid of any hope
of betterment or happiness in the future. They could not be educated as they
did not know if any other narrative exists for them. Yet it is seen that each
generation in the haveli istrying to patent adifferencein thetraditional set-up.
As Geeta resolves that a servant’s daughter must attain education along with
her own, she beginsto resist the histories of silenced women inside the haveli.
In amoment of the tussle between choosing tradition or herself, Geeta hasthe
best clarity of thought, “What if | cannot trace my ancestry beyond my
grandfather? That is no reason why | should surrender; she was filled with
rebellion and her face stiffened. She was determined not to be crushed by the
haveli” (Mehta 100).

Geeta, in an attempt to save her own identity and self-erosion, chooses a
cause that truly resonates with her personality. The idea of educating children
and young girlsfrom the servant families and making them independent marks
Geeta's personal absolution inside the haveli. Along with teaching her pupilsto
read and write, she also introduces sewing and knitting classes for vocational
purposes. The formal and vocational education comes as a necessary step for
the haveli as cracks begin to show in the old regimen with the abolition of the
aristocracy and feudal set-up. The aristocratic families like that of Bhagwat
Singh and hisilks are seen struggling to match the lifestyle and revenue of the
past and are forced to accommodate the realities of the present.

However, theidea of change is antithetical to the very sense of being of
the havelis that stood as a symbol of class and tradition of the aristocratic
lineages in Udaipur. The novel Inside the haveli subtly touches upon the issue
of continuity, of passing on family and ethnic values across generationsinsidea
feudal household. The haveli as a structure itself stands as a sensibility of the
past generations. The protagonist Geeta comes as an outsider who is at first
seen as athreat to the tradition with her city upbringing and education, other
women comment: “She will never adjust. Sheisnot one of us’ (Mehta 29).
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Sheis alienated due to her rebellious nature and her dislike for the ever
silent women of Bhagwat Singh’shousehold. Her conduct stays under constant
vigilance both by the elders and the servants of the family as she strangles her
urges to express and speak for herself. Yet, Geeta complies with the traditions
and finds her own way around them. System of purdah for a city educated
young woman is bound to be misinterpreted as restrictive and primitive, but it
does not take long for Geetato realise the power of purdah to shield her fierce
emotionsin precarious times as once said by Jung, the veil and purdah can be
regarded as features of ‘psychic empowerment’ (Jung 19). She must follow
the social mores that apply to her as the future mistress of the house yet she
never wantsto give away her individuality for the same, “Women behind thick
walls had none of the exuberance of the women in the streets. They were like
dressed — up dolls kept in a glass case for a marionette show. Women of the
upper classes did not talk in the streets” (Mehta 110).

The idea of identity isimportant in Mehta's text as she depicts how the
formation of the new identity inside the marital household is an outcome of a
history of generations. The women among themselves propagate the myths
and tales of along gone past. For instance, Geeta's own mother teaches her,
“Keep your head covered; never argue with your elders; respect your mother—
inr-Haw and do as she tellsyou. Don't talk too much” (Mehta 16).

The setting of arranged marriage and the structure of an Indian joint family
reflectsthe collective consciousness of thefamily lifein India. This protagonist
of Mehta takes the reader through various phases of a new bride's journey
where she learns, adjusts, and devel ops new understandings inside the marital
home. She becomes the flag bearer of the very culture that she tried to resist
but also discards the practices that are oppressive in the haveli’s cultural past.
The coexistence of women as both outsidersand perpetrators of tradition brings
a balance in the households of Rukmani and Geeta. Both these protagonists
undergo atransformation for the sake of their families, yet they bring anegotiation
into the coexistence of self with the other. The women in the village and the
women inside the haveli display a strong narrative of power that women can
possessinside the household aswell. Thewomen, realising the process of self-
effacement into the domestic setting, becomeflexiblein their approach to raise
the family. They find ways to exert their presence in the house and make it
their own space by creating subtle structures of economic and emotional
independence. Geetabeginsto appreciate the otherwise conservative haveli by
involving herself into the upliftment of female servants. Nonetheless, there are
a few protagonists like Anita Desai’s Nanda Kaul in the novel Fire on the
Mountain who stay perturbed by the proverbial domestic bliss.
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It isinteresting to see that home becomes a medium of self-expression for the
female protagonists. It becomes a political territory for women who keep
reworking the cultural aesthetics in order to impart their own imprints in the
given circumstances. While Rukmani and Geeta recognise their homes as
products of labour and love, Nanda Kaul, the protagonist of AnitaDesai’sFire
on the Mountain, considers her marital home as a domain only existing for
societal obligations. Sheidentifies her real abodein Carignano, ahouse devoid
of any pretence, where she lives all by herself without any filia interruption.
Thememory of her previous house, her previouslife only brings out afeeling of
lossinside her. Thethird-person narration of her story only observestheaarming
falsity of Nanda's marital abode:

Theold house, thefull house, of that period of her lifewhen shewas
the Vice-Chancellor’ swife and at the hub of asmall but intense and
busy world, had not pleased her. Its crowding had stifled her ... She
had suffered from the nimiety, the disorder, the fluctuating and
unpredictable excess. She had been so glad when it was over. She
had been glad to leaveit al behind, in the plains, like great, heavy,
difficult book that she had read through and was not required to read
again. (FM 29-30)

Becoming a mother becomes a major responsibility for a woman in her life.
The birth of an offspring is traditionally seen as the completion of the family
unit and fruition of the marriage. With the arrival of an offspring, the women
have shoulder added responsibilities to feed and care for the newborn as well
as manage the household in her fragile mental and physical state. But it would
be benign to assume that all women cope with motherhood and allied
responsibilities in the same manner. Desai’s Nanda Kaul is perturbed by the
responsibilities of ahomemaker and a mother. She feels that she is sacrificing
her innate self in order to shape the household and the lives of her family and
children. As Ladha Barathan says in Female \oices:

To women is attributed another selfhood as essentia selfhood, but
not that of the male. For awoman, anatomy is destiny and it is the
centre of her being. Her role is that of the procreator and nurturer.
She inhabits a colourful margin. It becomes her essence and
paradoxically a path to her own essentiality. On the one hand sheis
said to have an essence, which defines her as a woman but on the
other hand sheisrelegated as matter and can have no accessto this
essence. (Barathan 167)
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The house she getsin Kasauli, Carignano, is symbolic of her desireto live by
herself and for herself alone. Nanda constantly runs away from the reminders
that still conjoin her and her previous station asthe Vice Chancellor’ simpeccable
wife. She finds a refuge in the haunting serenity of the woods and shuns the
establishments that demand her to fulfil certain roles asawoman. Shefeels at
aloss to concern herself with the politics of the world and the troubles of her
grown-up children’s houses. Nandafeel sthat she has done her share of penance
by making and raising a family and she has earned her recluse in Carignano.
But with the arrival of the sickly Raka, Nanda is forced yet again to fulfil the
responsibilities of being the great grandmother and take Raka into her house.
Motherhood in the Indian society is considered as both an accomplishment and
an impediment to awoman. As Kate Millet protestsin Sexual Politics (1970),
“Sex role assigns domestic service and attendance upon infants to the female,
the rest of human achievement, interest and ambition to the male” (26). Once
she becomes amother, she hasto compromise on theway shelivesher lifeand
her identity asanindividual . Gaining economic independence and finding their
own foot has always been a challenging task for women in Indian society. The
women act aspillarsof emotional support and stability of thefamily, thefreedom
to have their own emotional understanding would be aluxury to many of them.

NandaKaul isseen having solacein her life only when sheisleft completely
alone in the house not frequently visited by anyone beit her family or friends.
Sheisthe happiest when sheis assured of her seclusion from the world. Desai
paintsarather morbid picture of Nanda’'s house and her aloofness. In an almost
melancholic romance, the house and the owner are bound together by their
remoteness from the outside world and its formalities. The arrival of young
Raka changes the balance of the house as she somehow does not fit into the
world of the old yet; she hasurgesand is not satiated from every minimisation
of human urge. For instance, in Nanda Kaul’s house the food and the supplies
are only meant to serve the older people. The child is constantly hungry and
runs off to the jungle to satiate her hunger for food and a better company than
in Carignano. Rakais continuously searching for storiesthat help her fight the
reality of violence and lovelessrelationships much like her great grandmother,
but while Nanda makes compromisesthroughout her life, Rakawantsto create
anew universefor herself. The story of their household is unique, but it isthe
best representation of their lived redlity.

Conclusion

The houses represent areality that their protagonists are fighting against
in these works. The households become symptomatic of a fight between the
personal and the social beliefs of these women protagonists who sometimes
are seen fighting the world to save their house or fighting the house itself to
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save themselves. The economic settlement of the houses also becomes an
important examplein learning how the protagoni stswant to expresstheir desires
and want to build alifestyle around their family.

Each of the women protagonists taken in this study becomes a unique
manager of the household events in their own way. In their own ways, they
carve out waysto mark their own territorieswhen coexisting within apatriarchal
structure. They do not depend on their husbands alone for experiencing
independence; they exercise their freedom, beit intellectual or monetary.

Endnotes

1 Roger Kennedy in hisbook, The Psychic Home: Psychoanalysis, Consciousness
and the Human Soul (2014), talks about ahome as apsychic structure that performs
various symbolic functions for a person while assessing his being.
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Rethinking Relationships in the Fictional Retellings of
the Mahabharata

AdibaFaiyaz

Michael Cronin in Translation and Identity (2006) discusses the different
ways in which translation has played a crucia role in shaping debates about
identity and other cultural codesin the past and the present. Transcreationisan
art of adapting atext into another language. The idea of modifying, retelling,
and reworking a text in the same language has been in practice for long.
Therefore, especially in the case of classicsand religioustexts, wefind different
versions of the same story with major or minor variations from the original/
source text. Literary recreation depends on the creative and the critical ability
of the tranglator to transcreate a text on their own in their target language.
Tranglating identity, on the other hand, would include forming, reforming, and
deforming identities. The idea of one’s identity gets established in relation to
other identities of thetext. Thus, transcreation |leadsto formation and felicitation
of identitiesthrough negotiations and dial ogueswith thedominant and the‘ silent’
(277) voices.

Chitra Banerjee Divakaruni’s The Palace of Illusions (2008), reframes
the epic Sanskrit poem, Mahabharata. Consisting of more than 100,000 coupl ets
and a series of myths, the Mahabharata revolves around the dynastic struggle
for power between the Pandavas, or sons of Pandu, and their cousins, the
Kauravas, the sons of King Dhritarashtra. The story is set in Dwapar Yug, yet
istimelessin themesand motifs. Thisepic weaves history, religion, philosophy,
statecraft, and myth withinnumerabl e stories-within-stories. Theepicwasinitialy
called Jaya, renamed as Vijaya, then called Bharat Varsha and then finaly, it
was called Mahabharata.

Divakaruni’s The Palace of Illusions (2008) too is afictional retelling of
the Mahabharata which deals with the life, voices, questions, and visions of
Draupadi. The very cover page of the book calls it Panchaali’s Mahabhar ata.
This seems significant as here is atext by Panchaali, from Panchaali, and for
Panchaali. Through her narrator, the wife of Pandava brothers, Divakaruni
givesararefeminist approach to an epic like the Mahabharata. For Divakaruni,
the ways in which women have so far been portrayed in these epics have
neither been satisfying nor appropriate. Instead, she believesthe Mahabharata
is full of powerful and complex women characters who have significantly
affected the course of the action in several ways, yet they have never been
more than “shadowy figures’ (xiv), their “roles ultimately subservient to those
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of their fathers, husbands, brothersor sons” (xvi). Inthispaper | shall scrutinise
Divakaruni’sattempt in unfolding the different layers of the epic from Draupadi’s
point-of-view and her relationship with other characters and how far is she
successful in providing adifferent dimension to these characters and the story,
by giving her apowerful “voice” of her own (xv). Attemptswill aso be madeto
compare and contrast thiswith the approach of Draupadi in Mahasweta Devi’s
text “Draupadi.”

Right from her fiery birth, agift beyond what king Drupad had asked for,
Draupadi in The Palace of lllusions, is seen asserting her rights and positionin
the story. She is extremely unhappy with the name given to her. ‘ Draupadi’,
meaning daughter of Drupad, did not fall within the bounds of acceptability toa
girl who is supposed to change the course of history.

My years in my father’s house would have been unbearable had |
not had my brother. | never forgot the feel of his hand clutching
mine, hisrefusal to abandon me. Perhaps he and | would have been
close even otherwise, segregated as we werein the palace wing our
father had set aside for us- whether from caring or fear | was never
sure. But that first loyalty made usinseparable. We shared our fears
of the future with each other, shielded each other with fierce
protectiveness from a world that regarded us as not quite normal
and comforted each other in our loneliness. (Divakaruni 7)

Though we know Draupadi had other names aswell for herself - Panchaali, in
theoriginals, yet if we consider thisasadeliberate fictional manipulation onthe
part of the author, sheisquite successful in doing so. After all, like Draupadi of
the Mahabharata, Divakaruni’s Draupadi asserts herself on various occasions.
To quote her from the text:

But daughter of Drupad? Granted, he hadn’ t been expecting me, but
couldn’t my father have come up with something alittlelessegoistic?
Something more suited to agirl who was supposed to change history?
| answered to Draupadi for the moment because | had no choice,
but in the long run, it would not do. | needed a more heroic name.
(Divakaruni 5)

Further, inthe novel The Palace of I1lusions, Divakaruni brings certain changes
in the events and incidents. She makes Draupadi not only the narrator, the
central protagonist of the novel, but Vyaasaand al so beyond. She quotes Vyaasa
at places and goes on to add on her own. Draupadi has all human weaknesses-
she is a jealous woman, a self-obsessed wife, a shrewd daughter-in-law but
apart from these, we also find her to be a brave, patient woman with no fear of
what fate has to offer her. Her markers of identity are her name, her thoughts,
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aspirations, expectations, the language she uses and the action she executes.
She is very vocal and strongly opinionated. For instance, her thoughts on
Gandhari’s acceptance of lifelong blindfolded eyes are:

| wondered if there were days when she regretted her decision to
opt for wifely virtue instead of the power she could have had asthe
blind king'sguide and adviser. But she’ d made avow and wastrapped
in the net of her own words. Her mouth was strong, though, and her
pale, beautiful lips balanced disappointment with
resolution. (Divakaruni 76)

Divakaruni issuccessful in carrying out thisby shifting the pattern of narration
now and then and making it non-linear, conversational, in flashback mode with
the help of dream-sequence, interior monol ogues among others. The narrative
technique can also be seen as an aesthetic move here. A narrator detains the
past, holds the present and prepares the reader for the future. Some of the
features of narratives include characters with stark personalities, deeply
embedded dialogues, where time may travel to the present or to the future.
Such narrative patterns al so contribute in rethinking the rel ationships between
characters. ChitraBanerjee hasgrappled with contemporary issuesand avariety
of themes: motherhood, marriage, individualisation, marginalisation, woman as
awife, mother, sister, and lastly, yet significantly, woman as human, not just as
an object. To quote thewords of thetutor of Dhri, “the woman’s highest purpose
inlifeisto support thewarriorsin her life: her father, brother, husband and sons.
If they should be called to war, she must be happy that they have an opportunity
to fulfil aheroic destiny.” (26).

Unlike the tutor, she seems sceptical about tradition, the power structure
of the society and it isthrough her mode of narration, the back and forth pattern
of it, that shetriesto disclose, display, unveil, reveal the secretsand silences of
the source texts. The sage who warns Draupadi of the worst and predicts the
future for her also unveils very many secrets in the book. He says:

Only afool meddlesin the Great Design. Besides, your destiny is
born of lifetimes of karma, too powerful for me to change. But I'll
giveyou some advice. Three dangerous momentswill cometo you.
The first will be just before your wedding: at that time, hold back
your question. The second will be when your husbands are at the
height of their power: at that time, hold back your laughter. Thethird
will be when you are shamed as you’ d never imagined possible: at
that time, hold back your curse. (40)

If we take Draupadi as a modern woman, her assertion of rights is just the
first step to claim one’s position in the Mahabharata. It is she alone who
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guestions Karna'sbirth right before her swayamvar “before you attempt towin
my hand, king of Anga, it said, tell meyour father’sname. For surely awife-to-
be, who must sever herself from her family and attach herself to her husband's
line, hastheright to know this’ (95).

Also, the autonomy of desire exercised by her in matters like—her secret
admiration/attraction for Karnain oneway liberates her fromthe ‘trap’ (89) of
aman's world. Her keeping an eye on Karna at al times, in Indraprastha as
well asin Hastinapur, whenever heis before her, her elegantly dressing up for
him in the RajasuyaYagyathinking of how hewould respond to it, her constant
comparison of the five Pandavas to Karna during the period of her exile shows
complex and confusing feelings for Karna. At times, she can be seen as a
devoted wife who wantsto have Arjun as her only husband, at other places she
yearns for Karna. In the battle of Mahabharata, after Karna's death, regret
racks her. She could not hold back her tears, thelonging that she suppressed all
these years' crashes over and she believes there is still a part of her which is
not loyal to the Pandavas. But even the dying Karna could never cometo know
about Draupadi’s secret desire for him. This secret never unfolds for him.
Draupadi at one point says, “I confess: in spite of the vows | made each day to
forget Karna, to be a better wife to the Pandavas, | longed to see him again.
Eachtimel entered aroom, | glanced up under my veil- | couldn’t stop myself-
hoping he was there.” (208)

Draupadi’srelationship with Kunti, as depicted by Divakaruni, isalso an
area of probing. When the Pandavas bring her to meet their mother, Kunti for
the first time, she wants her to be equally shared among all her five sons.
Divakaruni tries to pen down Draupadi’s feelings as closely as she could. It
seems as though an accidentally spoken word later became/ had to become her
decision. Possible reasons for this could be Kunti being akind of woman who
would not like her sonsto be lured away, wanted all five of them to have one
wife. Also, politically sound, she cunningly and cruelly decides on Draupadi’s
fate to keep her sonsunited. Shetreats her like acommodity that can be shared
and ought to be shared. Draupadi, though, is highly offended by her remarks
when she addresses her as‘ thiswoman’ (108) and goes on to say, “ Thiswoman!
As though | were a nameless servant. It angered me, but it also hurt...Now |
saw how naive I’d been. A woman like her would never tolerate anyone who
might lure her sonsaway” (Divakaruni 108).

It is Kunti again who proposes Karna before the battle of Kurukshetrato
leave the Kauravas and take sides with Pandavas and accept Draupadi as his
wife. Though Draupadi fights back al domestic battles with Kunti quite well,
Divakaruni in her retelling could not let her change any course of eventswhen
it comesto sharing herself among five husbands.
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Thetitle of the book, The Palace of Illusions, is also very significant. It
is not only the title of the book but the name of their magical palace which
Maya had built for them. This was the name picked up by Draupadi for their
new palace. In the book, it seems that the magic, the charm of thisillusionary
palace is equally responsible for the battle of Kurukshetra. Duryodhanais so
intimidated by its grandness and its skilled magic that he desires to have a
similar/ better palace. Draupadi’s smilewhen hefell in the pool disturbshim as
much as to see what his brothers had made of the wilderness.

Whenwetak of the politicsof representation, it isimperativeto understand
the other side of the story. In all popular versions of Mahabharata, it appears
that we only listen to the major thread of incidents and stories but even then,
there is a clear perspective of the author that helps to frame the mind of the
readers. There is an omniscient narrator who guides us through. It is this that
Divakaruni tries to unsettle through her text, The Palace of Illusion. Draupadi
observes, explores and inhabits territories which do not belong to her in the
sourcetext. It isahuman story about awoman trapped in aman’sworld, quite
insensitive to her needs and wants.

One of the most significant episodes in the Mahabharata is the incident
where Draupadi is wagered and lost by Yudhisthira to the Kauravas in the
game of dice, and later sheis stripped in the Kaurava court. Iravati Karve in
her critical commentary on the Mahabharata, Yuganta (1969), proposes that
Draupadi had no legal right to question the authority of Yuddhishtra over her.
Draupadi—aqueen, aprincess, awife and above al ahuman being—seemsto
have been gambled away like abag of coins. But still, she believes her elders,
Bheeshma, in particular, would cometo her rescue and not let this happen. But
sheismistaken, even thelaws of men could not save her from all the humiliation.
Inthisbook particularly, Krishnacomesto her rescue and sheis convinced that
they, Dussasan and other Kauravas, should be ashamed of shattering the bounds
of decency instead of her. However, this conviction on her part also shows her
autonomous power-her voice or inner strength. It is then that she realises her
power over her husbands is a myth and for them nothing matters except duty
and honour. She takes a counter position and goes on to say:

A woman doesn't think that way. | would have thrown myself forward
to save them if it had been in my power that day. | wouldn’t have
cared what anyone thought. The choice they made in the moment of
my need changed something in our relationship. | nolonger depended
on them so completely in the future. (195)

Right after this episode, shetakes an oath before the court that eventually leads
to the battle of Kurukshetra.
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Unlike Divakaruni’s Draupadi, MahaswetaDevi’ s short story “ Draupadi”
has a different plot for the same setting. Her Draupadi walks naked, with her
head high before the Senanayaks. She is an unarmed, naked body with no
Krishnabeside her. Sheis her own Krishnawho alone can terrify therest. Her
breasts are bitten, nipplestorn, but her walking naked, abandoning her clothes
is her *hope against hope'. Going closer to him, she says, “What's the use of
clothes? You can strip me, but how can you clothe me again? Are you a man?
Then spits blood on hiswhite shirt and says shewon’t allow him to clothe her,
daring him to counter her” (Devi 402).

Later she does not allow the Senanayaks to put on her clothes for she
does not consider them to be‘man’ enough (402). One might find her strangein
asserting herself in such away, but that is how she chooses it to be. Draupadi
pushes Senanayak with her two mangled breasts, and for the first time,
Senanayak is afraid to stand before an unarmed target, terribly afraid. Her
equation with society has completely changed and evolved for the better. Sheis
no longer dependent on any external agency to rescue her. Evenin Divakaruni’s
The Palace of Illusions, Draupadi during her stripping says, “let them stare at
my nakedness, | thought. Why should | care? They and not | should be ashamed
for shattering the bounds of decency” (Divakaruni 193).

Draupadi’s strange relationship with Krishnais also an area of probing
here asthe plot seemsto deviate from the dominant narrative. Her dependency
on Krishna, rather than on her husbands, at the moment of crisis, ismorelikea
puzzle. At the beginning itself we know that it is Draupadi aone who is “the
match” (76) for Krishna. He calls her Krishna— the blue one and the one who
cannot be avoided. Krishnais not only a God but her sakha, afriend or mate,
maybe her partner. In her ownwords, “It struck melikeanironfist, therealisation
that if Krishnawasn't in my life, nothing mattered. Not my husbands, not my
brother, not thispalace | was so proud of, not thelook | longedto seein Karna's
eye” (165). Even in the Rajasuya Yagya, in the fight between Krishna and
Sisupala, Draupadi feels a strange and desperate urge to save Krishna than
anybody else on Earth. Such concerns cannot be explained and so her
relationship with Krishnatoo remains unresolved in the entire book.

The novel concludes by all six of them, Draupadi and the five Pandavas,
going for the mahaprasthan. At such critical juncture too, when Yuddhisthira,
the symbol of Dharma, decides to move ahead in this final journey, she
remembers Karna as “ Karnawould never have abandoned me thus. He would
have stayed back and held my hand until we both perished. He would have
happily given up heaven for my sake” (347).

Itis Draupadi who fallsfirst on her way, followed by four of the Pandavas
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leaving Yudhisthiraaonefor hisheavenly abode. Thisisvery symbalic. It seems
asif oncethe string, that is Draupadi, of the necklace is broken, the beads, the
Pandava brothers, start falling one by one. Draupadi was the string, and after
her fall, the rest too disintegrate except Yudhisthira, the central one- the
representative of Dharma.

In conclusion, the essential thing that comes before us from this text is
that there is an abundance of desire, queries asked and expressed by Draupadi.
As the prophecy suggested at the beginning of the novel, she is definitely
responsiblefor changing the course of history. It isshewho convinces Bheema
to kill Keechaka; it is she again who takes a revengeful oath in the Kaurava
Sabha on her being stripped. In this context of creating, forming identities,
Divakaruni also falls prey to the dominant female subject of the epic. Other
women such as Dhaima, Kunti, Hidimba, Sulochana, Subhadra, Uttara do not
have so much to express. So, their identity gets assigned by our very own
Draupadi: if Draupadi’s voice gets suppressed in most of the versions of this
epic, where only men and war predominate, the same happens to these women
inthisnovel.

As far as Draupadi’s own powerful voice is concerned, it is not just
powerfully expressed and initiated but also her silent wishes, secret desires
even though they never materialised, come out distinctly before the reader. She
is more like a catalyst in the epic. She questions the society from a feminist
angle, but he questions are yet to be answered. Moreover, like Mahasweta
Devi's“Draupadi”, it isshe alone, being arepresentative of every woman, who
ought to find answersto them. In the current terminology, sheisasymbol of a
true atmanirbhar woman.

We as readers may not agree with all of Divakaruni’s or Mahasweta
Devi’s conclusions—for example, the Karnathemein The Palace of Illusions,
where we also find him reciprocating the same admiration for her, and he goes
on to admit:

When Kunti told methat if | joined her sons, I’d be king instead of
Yuddhisthira, | wasn't tempted. But when she used her final weapon,
when she said that as her son, | too would become Panchaali’s
husband- | wasready to give up my reputation, my honour, everything!
| had to use all my willpower to remain silent! (Divakaruni 276-277)

This might seem far-fetched—nbut the great manly heroes of the epic are no
longer the perfect supermen of the popular retelling. Right from Yuddhistira's
dharma, to Kunti’s honesty, to Bheeshma'sloyalty, to Krishna swar policies, to
Kshatriya code of war, all of them are questioned. During the battle of
Kurukshetra when Drona plots to defeat Pandavas by luring them to engage
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themselves in a challenge, Divakaruni explains, even though he realised that
thingswere unfair, Arjun did not turn down the challenge: such wasthe Kshatriya
code.

These perspectives also serve as filling in the gaps. There are several
versions of Mahabharata—such asby C. Rajagopal achari, Devdutt Patnaik, or
Kamala Subramaniam among others—in al of them we come acrossinnumerable
mini-stories and episodes which are missing in the other versions. The beauty
of thisepic liesin digging those tales and then understanding the larger text. All
such narratives must be heard, read, and celebrated, for they are crucial in
understanding the real dynamics of the relationships of the characters with
each other.
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Sita and Exile: Revisiting Ramayana in Devdutt
Pattanaik’s Sita: An Illustrated Retelling of
the Ramayana

Prerena Kush and Rekha

Exile symbolises an act of displacement—forcible or voluntary—where the
people move from their homeland to a foreign land. The experience of exile
spawns the feeling of loss of the familiar surroundings and fear of re-
establishment in the new surroundings. However, it also cumul ates the growth
of people asit enablesthem to discover their strength to fight for their survival
and makes them efficient in dealing with the challenges of life; hence, itisa
major cause of the physical or emotional transition in them. But along with its
unmitigated outcome to empower people, it often carries dejection and distress
withit asit is often observed that the displaced peoplein exile are eccentrically
attached to their homeland, yet they crave to be associated with their host land.
Neera Singh in The Dynamics of Be/Longing explains that “this condition of
being ‘Unhomed’ is associated further with alienation, adesire to reclaim the
past yet revolt against it, theinability to move out, and the urgeto show solidarity
to the homeland but unwillingness to threaten rel ations with the host country”

9).

Migration and exile are as deep-rooted as the existence of humans on the
earth: people migrate searching for ‘greener pastures’ with the hope of
constructing anew self in apromised land. Though seemingly gender-neutral,
the agency of migration is majorly associated with male domination. Theidea
of a migrating female seems to be calculatingly ignored by patriarchy. The
migration of amaleisaccepted and applauded for their exploratory, venturesome
quality, while for the same quality the migration of afemaleis questioned and
criticized. Thediscovery and construction of anew self and anew identity are
quickly dismissed when it comes to a woman travelling on her own to an
unknown land. The double oppression, which amigrant faces, of being ableto
belong neither to the homeland nor to the host land tends to become triple when
the migrating person is awoman: she not only hasto deal with the problem of
displacement, but also hasto face gender discrimination.

The present paper attemptsto deconstruct the much-deliberated discourse
of exilein Ramayana through afeministic reading of Devdutt Pattanaik’s Sta:
An lllustrated Retelling of The Ramayana (2013). (Here, Ramayana is used
to refer to canonical text/s of Ramayana while The Ramayana is used to refer
to the epic by Vamiki. Focusing on the theme of exile and gender the paper
proposes to trace the pattern of the journey of Sita through her exiles and
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attempts to graph her transition during these multiple exiles and in addition,
attemptsto seeif each exileobligatesany psychological, intellectual, or emotional
displacement for Sita.

Marriageisasignificant moment in thelife of an Indian woman. Since her
birth, she has been groomed and prepared for this. Sheisconsidered asalump
of clay, meant to be putinamould, altered and shaped according to the sanctioned
manual of the society. She is often treated as the one upholding the idea of
perfection and sacrifice. This whole endeavour is arranged to make her a
‘perfect’ woman till thetime of her marriage so that her accomplished perfection
could bring a good name to the family. After marriage, a woman has to leave
her parental home and move to the house of her husband. The comforts of her
parental house and the familiar surroundingsin which she had been brought up
may change as she enters a new place, lives with new people and new
surroundings. Thelifeof agirl runsparallel to that of amigrant who, willingly or
forcefully, leaves the land of his'her birth and migratesto aforeign land. The
migration aso brings the hope of living life in a utopian world where the new
land seems promising to provide opportunities at every step. Unfortunately, the
dreadful reality isoften veiled in the gilded utopia. The migration of agirl from
her parental home to her husband’s home brings in the same expectations and
challenges as that of aperson in exile. Thejourney provides an opportunity to
discover anew self. However, the physical locational change bringsagirl to a
no man’sland astheland that she hasleft behind (the parental home) isunwilling
to accept her back because of the prevalent social norms and the new home
(husband’s home) may not provide her the favourableliving conditionsto give
her a sense of belongingness. Laura Esquivel in Malinche (2007) explainsthe
plight of awoman as:

Once again shewould arrive at the foreign place. Once again bethe
newcomer, an outsider, the one who did not belong. She knew from
her experience that shewould quickly haveto ingratiate herself with
her new masters to avoid being rejected or, in more dire cases,
punished. Then there would be the phase where she would have to
sharpen her sensesin order to see and hear as acutely as possible so
that she could assimilate quickly all the new customs and the words
most frequently used by the group she was to become a part of- so
that finally, she would be judged on her own merits. (Esquivel 18)

More often than not, marriage for an Indian woman equalsitself to the state of
exile and during that period she is expected to uphold the image of an ideal
daughter, ideal wife, ideal mother, and that of a self-effacing woman who puts
the needs of thefamily before herself. Thisobsession of perfection by patriarchy
isassumed to be derived from the life and behavior of Sitain exile as depicted
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in the Bhakti texts based on Ramayana. Devotional texts such as Tulsidas's
Ramcharitmanas and the televised Ramayana by Ramanand Sagar tend to
portray Sita as ‘pativrata (a woman devoted to her husband) and Ram as
‘maryadapurushottam’ (a man who is supreme in honour). These texts are
acclaimed and accepted without question because they boast of the exploits of
Maryada purushottam Ramand his charisma, hisability, and most importantly,
his Dharma. In these cultural and religious exclusive texts, Ram is considered
as an ideal man and Sita, his wife, the ideal woman. In deconstructing Sita's
character asawoman of flesh and blood instead of agoddess reincarnated, we
comeacrossthe hypocrisy of the society and its biased perceptions about women.
Sitais ripped off from every human emotion and is presented as the goddess
who has an extraordinary endurancefor pain. Her ordinarinessis overshadowed
by the light of her divinity. The voice of Sitais overridden by the patriarchal
shrieks of ‘honour’ and ‘reverence’. Madhu Kishwar in Yes to Sta, No to
Ram (2001) says:

InIndia, Ram and Sitaare not seen asremote figures out of adistant
past to be dismissed lightly just because we are living in adifferent
ageand have evolved different lifestyles. They areliving rolemodels
seen as having set standards so superior that they are hard to emulate
for those living in our more “corrupt” age, the Kalyug. (291)

Sita suffered multiple exiles in her life. Her first exile started as soon as she
was born and abandoned by her biological parentsand wasleft in atrench. Her
second exile started when she migrated to Ayodhya after her marriage to Ram,
subsequent exile started when she decided to accompany Ramin hisexile. The
next one was when she was kidnapped by Ravan and wastaken to Lanka. This
was followed by another exile when she was abandoned by Ram and left in the
forest by Laxman following the orders of Ram. These exiles were forced on
Sita, but she self-inflicted alife-time exile after being asked by Ram for another
agni-pariksha (test by fire) to prove to the court that Luv-Kush were his sons
and that she had been chaste throughout her stay in Lanka.

Sita'sjourney asamigrant started right after her birth. Shewasmoved on
from one mother to another, from one house to another, till king Janak took her
responsibility ashischild (also see S. Singaravelu’'s* Sita's Birth and Parentage
in the Rama Story”). The birth story of Sita about her discovery in atrench
strips off all the extraordinariness attached from her and makes her as ordinary
asany girl child who is not readily welcomed in Indian homes even today and
who is either killed before or right after her birth or is abandoned. To obscure
thevilepracticeof abandoningagirl child sinceVamiki’stime, Sita'sabandonment
asachild has been manipulated by the patriarchy and is presented as something
auspiciousto theworld.
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Sita: An lllustrated Retelling of The Ramayana focuses on the
abandonment of Sita and instead of letting this voice fade away against the
pressure of al the acclaimed texts written on Ramayana, the text addresses
the hypocrisy of the society where the abandonment is coated and presented as
amiracle:

Suddenly the King stopped. Thefurrow reveal ed agolden hand: tiny
fingers rising up like grass, as if drawn by the sunshine. Janaka
moved the dirt away, and found hidden within the soft, moist eartha
baby, agirl, healthy and radiant, smiling joyfully, asif waiting to be
found. Wasit an abandoned child? No, said the farmers, convinced
it was a gift from the earth-goddess to their childless king. (9)

The kingdoms of Mithila and Ayodhya stand in contrast with each other. A
parallel can be drawn between these two kingdoms and two contemporary
families with different ideologies. While Dashrath’s family in Ayodhya acts
similar to afamily which isbent on attainment and recognition of amale child,
completely ignoring the existence of itsfirst girl child, Shantaand thus showing
agender-biased attitude, Janak’s family in Mithila appears similar to afamily
which respects and celebrates the birth of a girl child and thus stands against
child discrimination. King Dashrath’sfamily abandonsthe girl child, whileKing
Janak’s family adoptsthe girl and celebrates her birth even though sheisnot a
biological child of thefamily.

The progressive attitude of king Janak helps Sitato realise the power of
choice and how to exert it. She, who as an orphan had no power of choosing
the house shewas adopted in, takes charge of her marriage and chooses husband
herself. After her marriage, shifting to a new home, Sita acquainted herself
with new people, customs, and practices. When a bride enters her husband's
house, she carries a promise of not only nurturing a new generation but also a
promise of understanding and accepting the traditions and culture of her new
family and simultaneously familiarising the new family with her own culture
and thoughts. To present the transition of awoman from one home to another,
Pattanaik’s Sita: An lllustrated Retelling of The Ramayana shows how the
bride's family prepares so that the bride could settle down in her new home
with minimum discomfort:

A huge caravan of horses, elephants, donkeys and bullocks left the
city of Mithilacarrying giftsfrom the home of the bridesto the home
of the grooms. There were fabrics, jewels and weapons. Craftsmen
and their families also travelled alongside to carry skills from the
land of Videhato theland of Kosala. Sitaespecially paid attention
to the seeds of pulses and grains, vegetables and fruits, herbs and
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spices. Thiswould be grown in her husband's garden to remind her
of home. (60)

Sita's exile from her parental home to her husband’'s homeisreflected here, as
traditionally, in an Indian household, agirl hastoleave her home after marriage
and start a new life at her husband’s house. This change was no less than an
exilefor Sitaas she had to leave Mithilaand had to move to Ayodhyato start a
new life. Sita, being a princess, had the option to carry a part of her home-
fruits, herbs, and spices so that she could still have some connection with her
parental land. However, even asaprincess, she was ableto carry only a part of
her home but did not have the option to stay back. Sita had to start the same
journey asevery girl starts after her marriage: of having to shift to anew place
to start anew lifewith new people, new culture, and new traditions. Sita, being
aprincess, had an option and meansto carry apart of her hometo her husband’s
home but not every girl and her parents can do so. The act of making agirl feel
at home in the new house has disappeared eventually and has been replaced
with the social problem of dowry where the groom’sfamily feelsentitled to be
showered with gifts from the bride’s family. Along with the practice of giving
gifts, the women of the bride’s family are supposed to pass on the rules to the
girl for asuccessful married life. Nabeeneta Dev Sen in Lady Sngs the Blues
(1998) presents the voice of women in Indian villages as the voice of Sita:

In the women's folk tradition in India, never mind where you are,
which century you belong to or what language you speak, you are all
sistersin sorrow. Though the singers may live in different parts of
the subcontinent, wear different clothes, cook very different food
and votefor totally different political partieswhen they sing the story
of Rama, they are astonishingly closeto one another, intheir feelings,
their perceptions, their expressions, their choices of eventsand their
responses, they echo each other. (19)

The women have created their version of Ramayana to highlight the situation
of awoman coming to termswith her identity in an alien land. The song serves
asabook of code of conduct for awomanto excel in her new lifeasit conditions
her in multiple ways. In one such folk song, a mother shares the secret of a
successful married life with her newly wedded daughter. She advises her:

Don’t visit your neighbours after sunset,
Don'’t go to the washerman in the evenings,
Never leave your hair open in the street,
Don’t laugh showing all your teeth,

Don’t look around when you are in a crowd.
Keep your eyes downcast in public.
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Never step upon rice husks,
Strewn on the kitchen floor. (22)

Under the impact of society’s tutelage to become perfect in every way, Sita
tries to assimilate herself quickly in the new family to rule out any kind of
foreignness. She acts and reacts as sheis expected to. She adorns herself with
beads around her neck, bangles on her arms, vermillion in the parting of her
hair, and toe-ringsjust like any ordinary woman so that these symbols serve as
red flagsto other men signifying thewoman asthe property already claimed by
aman. If awoman refuses to carry these marriage symbols, she is perceived
as an object which has not been claimed yet, hence free to be taken. While
married men remain free of any such symbols, their wives become a metaphor
for the display of their husbands authority and wealth and hence a victim of
socio-cultural confinement. Devdutt’s Sta: An Illustrated Retelling through
the character of Arundhati, Vashisht’swife, triesto attest this symbolism asan
imperative act for an Indian bride and implies that any violation of thiswould
result in ostracism from society. Arundhati citeswhat the six wives of therishis
had to face when once they forgot to adorn themselves with the symbols of a
marriage:

Agni, the fire-god, mistook the women to be without husbands and
made love to them. I, however, remained untouched. The rishis
abandoned their six wives; they are now known as Matrikas, forest
virginswho are bound to no man. | alone, faithful wife of Vashishtha,
serve my husband in the yagna-shalawhilethe other six have become
tapasvins, refusing to see women. | have a star by my name in the
sky besidethe constellation of Saptrishi, named after the sevenrishis.
And the six women, once my sisters, form another constellation, the
Kritika cluster of stars. (66)

An Indian woman not only has to bear the physical burden of carrying these
symbols of marriage but has to carry the emotional trauma associated with
marriage too. Not only she constantly tries to juggle between being a perfect
daughter, perfect wife, perfect daughter-in-law, perfect mother in every situation,
putting in effortsto make everyone happy and comfortable, but she also hasto
do away with her former identity as in many parts of India in the name of
tradition, abride is re-named after her marriage.

The Sita of Devdutt Pattanaik stands against the double confinement of
women: first, when they are labelled as dutiful wives who are ready to suffer
the insufferable for the good of their husbands and secondly, when they are
presented as epitomes of purity and selflessness worthy of being followed in
the canon of the patriarchal society. Whilethe stark reality of their migrationis

188



indraprasth

brutally covered with the long descriptions of the grandeur of their husbands,
thewivesremain confined as ever, in response to the existing recognised spatial
inequalities of that society where the women dependent on the migrating men,
chooseto migrate to maintain their social significance, clearly showsthat exile
is certainly not a gender-neutral phenomenon. The gender biases are that a
man would have the charge to protect the woman and look after the needs of
her and the house, and the woman would have the responsibility of cooking and
making sure that her husband’s needs are fulfilled and that he is accompanied
by a personal cook, maid, and mistress in the form of a wife. The women
migrating to a new land are forced to do so because of their economic and
socia dependency on men. Sita’s decision comes as a fresh wave of air where
sheisneither interested in maintaining her social significancein her family nor
is she adamant to prove to the world that she is a dutiful wife, instead, she
decides to choose for herself.

Sita's attempts and struggles to be belonging to the new family are often
treated as evident steps a married woman takes to settle herself in the new
family, but she exerted her choice and decided to accompany Ram in hisexile
and thus self-initiated her third internal exile. This exile has been portrayed as
nothing more than a wife accompanying her husband out of love for him and
duty to stand by himin all situations of life—good or bad. Whileit may be the
impulsive desire to be in the lap of nature that made Sita go with Ram. The
elemental desire to be associated with her motherland, nature had made her
forget the numerous adjustments and attempts she had been making until then
to have asense of belongingnessto her husband’sfamily. Instead of pleading to
Ram as a meek wife, she declares her decision to Ram: “1 do not need your
permission. | am your wifeand | am supposed to accompany you, to thethrone,
into war and to the forest” (82). Also, Sita comforts the wailing mothers by
taking charge of the protection of Ram and Laxman as she says, “Mother, do
not worry for your sons. In summer, | shall find shady trees under which they
rest. In winter, | shall light fires to keep them warm. During the rains, | shall
find caves where we can stay dry. They are safe with me” (82). So, Sita not
only exercises her power of choice but also sees herself in charge of the exile.

Bhakti texts portray the consequences Sita had to face for crossing the
Laxman Rekha as immensely sorrowful, representing the confinement of a
woman in avery controlled space referred to as‘ safe-zone' (apatriarchal idea
that limits the physical movement and intellectual evolution of women) where
sheisnot allowed to come out on her own, to experience or even see thethings
around. This controlled zone which is presented as a safe-zone runs parallel
with Foucault’'s idea of confinement, where al the ‘misfits’ of the society are
huddled up together and segregated from the society. In Madness and
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Civilization, Foucault describes a movement (the great confinement) across
Europe in the seventeenth century which saw the establishment of institutions
that locked up people who were deemed to be ‘ unreasonabl €' . The gaze praxis
about the understanding of the term ‘safe’ has evolved over the years. where
earlier for aman, awoman being safe might mean the defined space where she
can shield herself from the claims of the other men. Devdutt Pattanaik’s Sta:
An Illustrated Retelling of The Ramayana reflects this eccentric understanding
of the ‘safe-zone’ through the character of Laxman where he defines a safe-
zone for Sita as a space where “Inside is Ayodhya and you are Ram’s wife.
Outside is the jungle, you are a woman for the taking” (130). But for a
progressive woman, a safe-zone is a space where she could use her freedom to
make her own choices without the fear of being possessed or contained. The
patriarchal rulebook influenced the Bhakti texts asking a man to take on the
role of a coloniser and the woman, the colonised, is yet again left out with the
role of anurturer. Any breach in the commandments of that rulebook beget trial
and adversity. Karline Mclain says, “The duties of the ideal role models are
divided according to their gender: a man’s primary concern is his dharma,
while awoman’s is her husband” (35). In the Bhakti texts, the abduction of
Sita by Ravan to Lanka is accounted as the consequence of violation of the
prescribed code of conduct for both the genders. Also, Sita's obedience was
shown not only to her husband but aso to her brother-in-law asit was Laxman
who marked the line, not accepting which Sitawas abducted by Ravan. Devdultt
Pattanaik in Sita: An lllustrated Retelling of The Ramayana reflects the
changeinthe society’s perceptionstowards Sitaand Laxman. Laxman considers
jungle as a threat to a woman and as a place which creates an insecure space
for a woman. For Sita, the same jungle is a space where she feels free and
connected. For her, nature is her homeland and the security of being in her
homeland gives her the confidence to explore its limits. She changes the
connotations of a woman being perceived as the colonised land and instead
takestherole of asubject who has the confidence and strength to deal with the
challenges of the outer world.

Sita, who had the potential to lift Shiva's mighty bow and who could shield
herself from Agni devta (God of fire) and come out unharmed as she is adept
in the art of warfare, hasto conceal her might to allow her husband to uphold
manly honour in saving her: his wife and a woman. In Ashok Vatika, when
Hanuman suggests her to climb hisback so that he could take her back to Ram,
Sitapolitely denies: “L et my husband liberate me. Hishonour isat stake” (196).
Devdutt Pattanaik’s Sita chooses to let Ram save her once out of love for him.
However, when the world is threatened by the twin of Ravan, a thousand-
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headed demon, Sita rises as a fierce warrior and defeats him. This Sitais a
much greater warrior than Ram, but she chooses to hide her strength because
of her love for Ram. The difference in the experience of a man and awoman
in the Bhakti texts comesfrom the gender-based rol es appointed by the society,
which suggest awoman as a victim of exploitation and a man as a saviour of
the woman in distress. While taking charge to kill the twin of Ravan, Devduitt
Pattanaik’s Sita also takes charge to change the eccentric binary concept of
weak/powerless victim and a strong/powerful victor.

Sita'sthird internal exile manifeststhe strength of awoman who workstill
the last stages of her pregnancy. Sitadoes all the work in Vamiki’s ashram till
she delivers the twins, and soon after that, she resumes her duties towards the
hermitage to provide better living conditions to her children. Here, we see a
Sitawho isproficient not only emotionally and intellectually but also physically.

The notion of honour has been cleverly employed by patriarchy to justify
the victimisation of Sita. Women are the sites of honour to men. The
objectification and denial of the choicesand freedom are the results of the men
of the house trying to locate their honour in the women of the house. The
discomfort of the patriarchy seeks to maintain its dominance by constraining
thewomeninalimited and limiting space. Thetragic turnout of Sita'slifeinthe
Bhakti texts is the result of a calculating and misogynist patriarchal society.
This misogynist attitude does not change even with women immigrants. If a
woman has been a victim of some harassment during the exile, sheis stripped
of her dignity in the migrating land as well as in her homeland. Sita of the
Bhakti texts represents women who arefirst victimised and then are forcefully
separated from their family by the society. Many times, familieswillingly disown
them because, being asite of dishonour, they become unacceptableto the society.
Sitawas abducted by Ravan as an object to satisfy his desires and ego and was
retrieved by her husband as an object to retrieve his honour. She was stripped
off from her identity and reduced to an object: a cause of glorification for Ram
and Ravan both. Just like Sita, Ahalyahas al so been avictim of the exploitation
by the patriarchal society. She represents a wife who gets punished by her
husband for her deceitful seduction by another man though without her consent.
Sita and Ahalya represent those women who are sidelined and punished by
their own family members. But instead of being supported by them, they are
further victimised.

Women like Tadaka and Surupankha are described as worthy of either
being killed or mutilated by the powerful menintheepic. Thisclearly suggests
that the patriarchy maintai nsits dominance by categorically representing women
as either being ‘acceptable’ or ‘abominable’ by consistently ruling out those
who cannot be tamed or dominated. Ram claims to rescue Sita to restore her
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freedom from Ravan, but he rescues her not as a person but as a property to be
possessed. It is never about Sita's freedom but her acquisition by winning a
power game. Ram and Ravan'sfight isto retrieve their lost honour. Well aware
of the suffering of women who are abandoned if they fail to suit the needs of
the beholder, Pattanaik’s Sita gives avoiceto the silent cry of awoman bereft
of freedom, whose whole life has been spent in maintaining the honour of the
men of the house. Yet the decision about her life hangs in the hands of the
gender-biased society. Sheisgiven the sameverdict asitisgiven to any woman
who signifies the failure of men associated with her. She says:

Renuka had been beheaded because she was unchaste in thought.
She remembered how Ahilya had been turned to stone because she
was unchaste in deed. She had been unchaste in neither thought nor
body, but how does one prove purity? Those who trust need no proof;
those who do not trust reject all proof. And whether she liked it or
not, shewas ablot on Ram’sreputation. Ravan had seized her while
shewas in Ram'’s protection; she symbolized Ram'’sfailure. (250)

For many centuries, thisepictext, confined totherdigiousand cultural constraints,
elevated a woman to be the epitome of virtue while expecting no such traits
from aman. Since these codes of conduct cannot be altered, modified, or even
eradicated from society, many women in their own way try to fight against the
tyranny of the social code and conduct meant for women. Devdutt Pattanaik’s
Sita abandons Ram long before he had thought of abandoning her. This Sita
voices the question by/of awoman who is not trusted by her husband and her
family. The question is why the woman’s side of the story is not listened to;
why does afamily choose to take the side of the patriarchal rules and ignore a
woman’s truth? Instead of hoping for her husband to understand her truth and
to trust her, Devdutt Pattanaik’s Sita chooses to abandon Ram knowing it too
well that awoman anyway has to suffer unjust attitude of the patriarchy as it
does not matter to it whether awoman isinnocent or not. Devdutt Pattanaik’s
Sita's retaliation against this unjust attitude is evident when an embarrassed
Laxman saysthat Sitadid not deserve the abandonment assheis ' pure’ and has
taken the agni-pariksha: “And if | was not? Would it be socially appropriate
and legally justified for a husband to throw his woman out of his house? A
jungleispreferableto such anintolerant society” (278). The act of un-bounding
her hair attests that Sita had disassociated herself from Ram long before Ram
had not even thought about it.

Reaching out for a solution to the abandonment of a woman in her life,
where every phase of her life equals itself to one or another form of exile,
where sheis not just evicted, but is being renounced forever, Madhu Kishwar
in her article, “ Yesto Sita, No to Ram”, saysthat it was not just Sitawho had to
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undergo thefire-trial, but every woman hasto undergo multipletrialsin her life
to prove her worth to the patriarchal society. Kishwar, through the poem
“Agnipariksha’” urgeswomen to riselike aphoenix from theflamesof inequality
forced on them and refuse to be consumed by it. “ Agnipariksha’ goes as:

| too have given agnipariksha

Not one-but many

Everyday, a new one,

However, thisagnipariksha

Is not to prove myself worthy of this or that Ram
But to make myself

Worthy of freedom.

Every day your envious, dirty looks
Reduced me to ashes.

And everyday, like a phoenix, | arose again
Cut of my own ashes

Who is Ram to reject me?

| have rejected that entire society

Which has converted

Homesinto prison. (290)

The terms—marriage, kidnap, migration and exile—become synonyms in the
life of awoman asin any given situation, awoman undergoes more or lessthe
same experience: having amental and physical state of being in exile, cut off
from her roots and struggling to adapt to anew environment. Sitafelt the same
when she got married, when she was exiled to the forest with her husband, and
when she got kidnapped by Ravan. Moreover, with every exile Sita lost the
peopl e she was associated with. In her first exile, she gets separated from her
biological parents; in the second from her father and in her third exile from her
sisters and her family of in-laws, and from her husband in her fourth exile.
Although she returns to her husband and the family after thisfourth exile, she
gets separated again and isleft only with her children, and in her sixth exile, she
abandons everything to stop this process of in and out once and for all. These
exiles are not just of/for Sita but also of her relationships and al her familial
ties. But instead of retreating in a cocoon, sherisestime and again, every time
and heals herself of every loss.

To sum up, portraying the skillfulness of Sita through different exiles,
Devdutt Pattanaik limelightstheideathat to Sitaand every woman homelandis
a place which provides her the freedom to explore, to exert her choice and
rights, and a safe place to seek relief, to rejuvenate and strengthen herself for
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her sustenance. The exiles offer her the opportunity to get her selfhood and
identity, whereas being a queen and wife of aking, sheis denied all that. Sita
uses all the opportunities which come her way to go back to nature—beit asa
loving wife accompanying her husband in his exile or as a heavily pregnant
wife who was abandoned by her husband because of hisinability to trust her,
and later on asasingle mother who prefersto nurture her sonsin aforest, close
to nature as opposed to raising them in Ayodhya. Evenin Lanka, it isher strong
connection with nature which gives her the strength to survive her ordea in
Ashok Vatika. She considers the trees and birds her friends. Mother Earth/
nature not only becomes her homeland but also personifies as a warrior
protecting Sitaaswefind Sita, in her attempt to shield herself from Ravan, uses
a blade of grassinstead of using an actual sword. Sita seeks and takes every
opportunity to be in the vicinity of nature; she turns every exile of hers as a
platform to learn and emerge asanew person. The exile of Devdutt Pattanaik’s
Sita in Sta: An lllustrated Retelling of the Ramayana comes to a halt only
when she finally returns to her homeland, Mother Earth. There is a gradual
transition during every exile of Sitaand when wetracethe pattern of thejourney
of Sita, it turnsout to be circuitous as she seeks out anew challenge every time
and still finds her way back to nature. She decided to go to exile along with her
husband even when she had put multiple efforts to mingle with her in-law’s
family; shefelt somewhat at ease when shewas shifted to Ashok Vatikainstead
of being kept in a Palace in Lanka; she gracefully took her role of a single
mother when she wasin the lap of mother nature while being in the hermitage
of Valmiki; she again chose nature over being aqueen when she handed hersel f
over to Mother Earth. To Sita, nature is her homeland and the only place she
feels at peace, and she is tempted to come back to her homeland repeatedly.
Devdutt Pattanaik’s Sitaturnsall her exiles asthe agency to exert her own will
and live afree life as an individual not limited by patriarchal traditions. She
growsinto astrong person psychologically, emotionaly, and intellectually.
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Myth-Making and the Holy Orders: An Appraisal of the
Power of Homiletics and Hermeneutics of Sacred Texts

Obinna Ibezim

Researches on myths, center on stories that cannot be determined in rational
terms if or when their events actually took place; but for the sheer aura or
‘spirit’ of the tales, successive generations are compelled to read, study, enjoy
and receive guidance from them. Now, the question this paper seeks to answer
iswhat givesthe Scriptural texts, their power over generations of people over
different ages, and even our own contemporary age? Having given the question
some serious thought, the answer for us, simplistic as it may sound is,
‘proclamation and interpretation’. These two activities are in the domain of
preachers and teachers.

In academic and theological terms, the two activities are called
Hermeneutics and Homiletics. The understanding of these two artswill afford
us the knowledge of the powers that preachers and teachers of religious truths
wield over the devout of any faith. Anthony M aas defines Hermeneuticsin this
way:

...derived from a Greek word connected with the name of the god
Hermes, the reputed messenger and interpreter of the gods. It would
be wrong to infer from this that the word denotes the interpretation
or exegesis of Sacred Scripture. Usage has restricted the meaning
of hermeneutics to the science of Biblical exegesis, that is, to the
collection of rules which govern the right interpretation of Sacred
Scripture. Exegesisisthereforerelated to hermeneutics, aslanguage
isto grammar, or as reasoning isto logic. (Maas)

The above definition impliesthat there are ruleswhich govern theinterpretation
of sacred scripture. Teachersof the Bible are trained according to the principles
of these rules. A skilled and knowledgeable teacher can use a biblical text to
toy with, or twist the belief, imagination, and life of thefaithful, to suit hiswhims
and caprices.

The Greek Dictionary of the New Testament contained in Srong’s
Exhaustive Concordance of the Bible (1890) refers to the word “teacher” as
“didaskalos” which means “An instructor, Doctor, Master, Teacher” (1320),
whereas didaskalia refers to the “function of the didaskal”s — doctrine,
learning, teaching” (1319). These titles and functions convey the sense of an
authority figure. Just like the poet can invoke poetic license to use words
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sometimes in an unorthodox way, so is the teacher licensed, so to speak, to
stretch his doctrinal imagination to convey prodigioustruths. Sometimes, inthe
exercise of the skill of interpretation, myths are created that are not part of the
original text that is being expounded. This fact, | believe, has been amply
demonstrated by the numerous Jewish extra-biblical and Gnostic readings of
the Old Testament materials (cf. Zohar, Kaballa, Gnosticism).

The second term Homiletics has been defined by the New Advent as:

the science that treats the composition and delivery of a sermon or
other religiousdiscourse. It includesall formsof preaching, viz., the
sermon, homily, and catechetical instruction. Since the nineteenth
century, homiletics has taken its place, especially in Germany, asa
branch of pastoral theology. The “Standard Dictionary” defines
Homiletics as ‘ that branch of rhetoric that treats of the composition
and delivery of sermonsor homilies . Many differ fromthisdefinition,
and maintain that homiletics as a science is distinct from rhetoric.
(Maas)

It implies that homily delivery, or sermonising, or preaching is a specialised
activity that equally requires skill and some element of rhetoric. ‘Preach’ in
Greek iscalled “kgrussd” which means*“to herald (asapublic crier), especially
divine truth (the gospel):- preach (-er), proclaim, publish” (Stong 2784). This
word broadensinto the derivative“kgrugma’ whichis* proclamation, preaching,
of the gospel” (2782). The gospel itself is called kgrugma because of its oral
nature. Scientia gives us amore elaborate meaning of kgrugmathat appealsto
our discussion here:

There is no one-word translation that really carries the meaning of
kerugma. It could be trandated as any of the following: utterance
containing the essence of Christ; Christ-filled proclamation;
impartation of Christ through proclamation. While kerugmais often
trandated as preach, this doesn’t really get at the meaning of the
word. Vines say: ‘The substance of what is preached as distinct
from the act of preaching.” Strong says: * (1) that whichisproclaimed
by aherald or public crier, aproclamation by herald (2) inthe NT the
message or proclamation of the heralds of God or Christ’ these come
closer to the meaning. (Scienitia)

Theideaof aherald or public crier here appears alittle off from the activity of
preaching, but this seemsto be the actual calling of preachers: to proclaim or
pronounce the presence, glory, power and majesty of the king or deity under
whose servicethe herald or preacher isenlisted. Thiscallsto mind the function
of the Town criers in our different communities, with skill and oratory they
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convey the message and directives of the king or the community council to
nativesof thetown or community. Their practiced skill of annunciation commands
and compels the attention of the people.

The word ‘myth’ from which ‘myth-making’ is derived is a very broad
term. Myths are universally seen as messages in cipher about human existence
as it relates to the world of spirits and the supernatural. A great number of
myths are essentially reservoirsof archetypes, motifs, metaphors, riddles, types,
and parables. Myths are narratives of a high and lofty structure in terms of
themes and rhythm, often somewhat poetic and yet prosaic; tending to stretch
the imagination of readers and listeners from the mundane to the mystical. In
the words of Abrams and Harpham:

In classical Greek, “mythos’ signified every story or plot, whether
true or false. In its central modern significance, amyth is one story
in a mythology — a system of hereditary stories which were once
believed to betrue by aparticular cultural group, and which seemed
to explain (in terms of intentions and actions of supernatural beings)
why the world is as it is and things happen as they do, as well as
establish the rationale for social customs and observance and the
sanctions for the rules by which people conduct their lives. (109)

The definition above definitely constitutes the very elementary and basic
understanding of myth. A more in-depth and elaborate study into the tenets of
myth will no doubt demand an expansion of paradigms of meaning. Sufficeit,
however, for the purpose of this study, to make do with the definition thus
given.

Myth-making, a derivative term from myth, pre-supposes that myths are
not mystically self-existing; they are created. Thisfact isapropelling forcefor
the literary study of myth. The creativity involved in the making of myth is of
great interest to literary scholars, especially of the oral sect. Through the Parry-
Lord model of ‘oral-formulaic theory’, scholars for years have held that oral
literary forms are composed in performance through the composer-performer’s
drawing from the store of formulae inherent in the traditional pool. The word
“mythopoeid’ or “ mythopoesis’ hasbeen used in some placesas* myth-making”.
The terms are derived from Greek words that denote the idea of building or
creating myths. In contemporary timesthese words are often applied to literary
genresthat involve narratives or filmswhereimaginary or simulated mythol ogy
is contrived by the writer of prosaic forms or other narratives.

It was actually Tolkien's use of the word as the title of his poem in the
1930sthat foi sted thismeaning on theword Mythopoeia. Authorswho experiment
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with this genre incorporate cultural allegories into their themes and employ
archetypa motifs to create fiction. Notable mythopoeic authors include J. R.
R. Tolkien, C.S. Lewis, William Blake, H.P. Lovecraft, Lord Dunsany, George
R. R. Martin, Mervyn Peake and George McDonald. Mythopoesis equally
describesthe process and craft of fabricating mythologies. A number of creative
worksof literature may have themeswith mythicimperative; nevertheless, just
a negligible number comes close to being studded with a density of codes,
symbols and archetypes that are reminiscent of mythopoeia. Mythopoeia is
artistically manufactured mythology. It isnot derivative of age-long mythsand
tales of centuries of oral tradition. They are real time inspired creation or
imaginations and scrawls of a gifted author or a group of writers.

Mythopoeia and Mythopoesis capture our perceived myth-making craft
of modern preachers and teachers of religious truth. These menin holy orders
are gifted and trained in the art of proclamation and elucidation; they wield
these natural and acquired endowments to exude unimaginable creativity in
mythic structures, far-reaching in their influence of thelivesof individualsand
groups.

Myth-Making and Modern Preachers and Teachers

In Soyinka's Death and the King's Horseman (1975), the characters of
Elesin Obaand hispersonal Praise Singer fundamentally capture the personality
of the Kerux or the Herald. While Elesin Oba whose life and death are tied to
Oba'sfate, heraldsthe greatness of hisking, hisown praise singer in turn pours
adulations on himwho isdestined by tradition to commit suicide at the event of
the Oba's death. While their assignments are not exactly the same with those
of modern preachers, their function of heralding the greatness of their masters
and God respectively, istypical of the art of preaching.

The importance and power of preaching is underscored by the effect on
the psyche of the hearers. Britannica reports that it is the rhetorical prowess
of Jim Jones, the American Evangelist turned cult leader that persuaded over
900 members of hisgroup to join him in committing mass suicide (“ Biography
of Jim-Jones"). Jones’ story becomes reminiscent of the character of Ayesha,
the butterfly goddess in Rushdi€'s The Satanic Verses (1988), who leads the
villagersto drown in the seaasthey attempt to walk through it, under the belief
that God will part the water for the pilgrims on Hajj. The irony present in the
character of Ayeshaisthat four distinct characters are bearing that same name
inthe novel, and all can be seen asMahmoud's“alter ego”. Thefirst Ayeshais
the Empress, themortal enemy of the Imam, the second and third are Mahmoud's
favouritewife and her prostitute alter ego, and the fourth isthe butterfly goddess.
For us, these characters can stand as the different sides to religious rhetoric,
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depending on the intention and purpose of the user; preachers can use the art
of proclaiming religioustruth to edify or mortify. Whichever he chooses, mythic
idioms, archetypes and motifs are usually employed to create meanings that
can affect the psyche of devotees. Scientia further underscores the power of
kerugma in these words:

Note that Strong does not say, “heralds of thoughts about God or
Christ”. He says: “heralds of God or Christ”. That is, the essence of
God, the essence of Chrigt, is contained in the utterance. By the
context of how kerugma is used in the New Testament, we can see
that this is not a kind of preaching that proceeds from human
reasoning. It is the Utterance of Christ that is spoken by the Holy
Spirit and contains the Power and Presence of Christ Himself —*“A
message that is preached about Jesus Christ comes from a man’s
intellect and contains man’s precepts and opinions about Him. That
kind of preaching bringsvery little or no spiritual changeat all tothe
listener. The kerugma, on the other hand, is a proclamation that
carrieswithit thelife and attributes of the Lord Jesus Christ, and by
it hearers can experience Hislife. The Gospel, then, isnot amessage
about Jesus Christ, but animpartation of Himto the hearer.” (Scienitia)

Thevery nature of the New Testament k¢rugma following the death, resurrection
and ascension of Jesus Christ was prone to mythic accoutrements, since it was
transmitted by oral tradition for scores of years after resurrection before being
written down. Thereisamaodern agreement that Jesus should be understood as
area Jew who existed in a Jewish environment (Voorst 5-9). In scholar
Ehrman’sview, Jesushad avery firmroot in hisown eraand location asafirst-
century Palestinian Jew — with his ancient Jewish understanding of humanity,
and God — that he is not easily assimilated into a modern idiom. Ehrman
emphasi sesthat Jesuswas brought up in a Jewish homein the Jewish village of
Nazareth. He was raised in the Jewish traditions, embraced Jewish customs
and subsequently grew to be a Jewish teacher, who, alongside other Jewish
teachersof the era, disputed on the Law of Mosesorally (13, 86, 276). Dunnis
of the view that:

Early Christians sustained these teachings of Jesus orally. Rabbis
or teachers in every generation were raised and trained to deliver
this oral tradition accurately. It consisted of two parts. the Jesus
tradition (i.e., logia or sayings of Jesus) and inspired opinion. The
distinction is one of authority: where the earthly Jesus has spoken
on a subject that word is to be regarded as an instruction or
command. (Dunn 19-55)
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Furthermore, Dunn exerts that:

Prior to the reliability of the printing press, the oral tradition was
considered more trustworthy than written texts. The accuracy of
the oral gospel tradition wasinsured by the community designating
certain learned individual sto bear the main responsibility for retaining
the gospel message of Jesus. The prominence of teachers in the
earliest communities such asthe Jerusalem Church is best explained
by the communities' reliance onthem asrepositories of oral tradition.
(Dunn 55)

A remarkable feature that has emerged from a recent study is the “amazing
consistency” of the record of the tradition, “which gave birth to the NT. The
core and basic thrust of the oral tradition was painstakingly maintained. The
core was established and did not vary inits fundamental character at any time
of the history of the New Testament” (Dunn 55).

An important fact in a review of Richard Bauckham’s book Jesus and
the Eyewitnesses. The Gospels as Eyewitness Testimony (2006) states that
“The common wisdom in the academy is that stories and sayings of Jesus
circulated for decades, undergoing countlessretel lings and embellishments before
being finally set down in writing” (cf. Hahn et a 225). Thisfact isnot in the
least pgjorative; rather it merely highlightsthe myth-making process of preachers
and teachers. The circulation of the stories and sayings of Jesus was done by
disciples of Jesus carrying out the great commission of their master to preach
and teach the world his word (Revised Sandard Version, Mtt.28:18-20;
Mk.16:15-17). The assignment of telling and re-telling the gospel truth or
preaching and teaching from other texts of Scripture involves interpretation
and proclamation, which in themselves make room for aesthetic and doctrinal
embellishment. Therein liesthe myth-making power of Preachersand Teachers.

Sacred texts, whether of the Bible, the Koran, or the Vedic texts, are
given power by the interpretations and proclamations of their preachers and
teachers. One may feel tempted to suggest that the texts then lie in the power
of human or mundane interpretation and imagination. Thismay not bethe case
if the kerux (Preacher) and the didaskal” s (Teacher) are devout and trained.
If anything, the kerux and the didaskal” s are the ones that lie in the power of
the kerugma. We believe that this has something to do with Paul’s statement in
2 Corinthians 3:6, “who a so hath made us able ministers of the New Testament;
not of letter, but of the spirit: for theletter killeth, but the spirit givethlife.” The
Preacher and the Teacher become servants not of the letters of the texts, but
of the spirit behind the text. Jesus himself as a preacher and teacher, submitted
to the spirit of the texts, and was able to make living myths out of the Old
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Testament texts — myths that are true. Thus, he said to his disciples, “It isthe
spirit that quickeneth; the flesh profiteth nothing: the words that | speak unto
you, they are spirit, and they arelife” (King James Version, Jn.6:63).

We seem not to have a defined practice of preaching and teaching in the
corpus of African traditional religions and lore, but some practices can strike
one as proclamations and mythopoeic in nature. Some of these practices also
serve as forms of preserving history, and have their different expressionsin
different ancient cultures, some of which have survived into the modern times.
Among thelgbosof Bende, Item, Abam, Ohafia, and Abiriba peoples of present
day Abia State, Nigeria, the war dance troupes preserve great deeds of bravery
and valor with their talking drums (1gba). I nitiates of thewar cult of these areas
understand the language of the drums as events of ancient wars and warriors
are recounted by the rhythms and sounds. It has been said that in ancient times
the sounding of these drums and the underlying tales they recount, together
with the invocation of war gods of the land, spur warriors into dare-devil and
unusual feats during inter-tribal wars.

The use of Igba or the talking drum is not exclusive to these tribal
communities of thelgbos of Eastern Nigeria. It can befound among the Yorubas
of Western Nigeria, and the Hausa-Fulani of Northern Nigeria. Similarly, in
Nri, Enugu-Ukwu, Ogbunike, Onitsha and some other parts of Anambra State,
of Eastern Nigeria, the Ojaflute servesvirtually the same function asthe Igba;
with it, the awesome ritual s of the masquerade cults are announced, the lofty
deeds of the founders of the tribe are recounted. One wonders what a great
reading it will make if the tales hidden in the Igba and the Oja are creatively
transmitted into textsfor the public. The strange idioms, mysteries and rituals,
together with the gruesome and ghastly deeds of valiant warriors of thesetribal
societieswill no doubt inspire awein the minds of modern readers. But then, to
the initiates and members of these tribal communities, it will be a faithful
mediation of their spiritua and cultural redlities. Consequently, the Igbadrummers
and the Oja flutists, can represent preachers and teachers of traditional and
ritual doctrines of their communities, and therefore myth-makersin their tribal
milieu.

C.S. Lewiswithout apology, but with an unrivaled insight into the nature
of Christianity hasidentified the religion asamyth that ishowever true. Lewis
believesthat most of the classical and ancient archetypes of life and atonement
find their consummate fulfillment in the story of Christ the complete sacrifice-
the myth that is true. He writes:

Christianity isamythwhichisalso afact. The old myth of the Dying
God, without ceasing to be myth, comes down from the heaven of
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legend and imagination to the earth of history. It happens - at a
particular date, in aparticular place, followed by definable historical
consequences. We pass from a Balder or an Orsis, dying nobody
knows when or where, to a historical Person crucified (it isall in
order) under Pontius Pilate. By becoming fact it does not cease to
be myth: that isthe miracle. (141)

Thefact that Lewis presentsto usisthefact that centuries of orthodox Christianity
hasfailed to perceiveor receive. Yet regularly, from the churches, the preachers
and teachers of Scripturein such imaginative and inspired artistry, present and
re-present this myth that is a fact. Without much ado, we dare say that Lewis
himself was alay kerux and didaskal” s, for he was a Christian apologetic. He
further asserts, “to be truly Christian we must both assent to the historical fact
and also receive the myth (fact though it has become) with the sameimaginative
embrace which we accord to all myths. The oneis hardly more necessary than
the other” (141). The myth consists of the various imaginative and creative
ways, the preacher and teacher re-enacts in words the fundamental truths of
the Christian doctrine.

This artistic and creative activity of preachers and teachers has been on
for ages. The Old Testament high priests, the prophets, the Rabbis, The Zohar,
Kabballa, and Gnostic instructors are al myth-makers as they perform the
functions of interpreting and proclaiming sacred truths to meet certain needs
and suit certain occasions. In the words of Klaus Koch:

Thebiblical word hasproved to be not truth in afossilised, unchanging
sense, but truth which is constantly adapting itself to the
circumstances of the time. Anyone active in the church today is
faced with apeculiar problem concerning theinterpretation of biblical
texts in sermons or teaching ... If the preacher or catechist wishes
totransate atext with along tradition into modern terms heisfaced
with decision as to which stage of transmission must be considered
thebinding, and therefore the canonical one. For itisthe church’slot
to use the Bible as canon, as a model for life and teaching. (100-
101)

The above analysis may be correct of Koch's modern period. In our own
contemporary era, with the proliferation of churches and ministries, with
preachersand teachersfrom different backgrounds, and many with littletraining,
little attention is often paid to what stage of transmission atext may bein. Our
contemporary preachersand teachers are often emotionally and circumstantially
drivenin their scriptural exegesis and application. This tendency makes even
more ample room for myth-making. Surprisingly, this approach seems to be
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more efficacious in reaching down to virtually al levels of worshippersin a
given worship session, because the preacher or teacher seems to oscillate
between the text, his emotion and those of the faithful, and the circumstantial
needs of the hour. Our contemporary preachers are masters in this conscious
myth-making. Lewis concludes his essay “Myth Became Facts’ (1994) in the
following words:

Thisisthe marriage of heaven and earth: Perfect Myth and Perfect
Fact: claiming not only our love and our obedience, but also our
wonder and delight, addressed to the savage, the child, and the poet
in each one of us no less than to the moralist, the scholar, and the
philosopher. (142)

The Place of Myth-Making in Societies

Despite the seeming averse disposition of modern sensibilities to myths
and legends, myths and myth-making are constantly with usin contemporary
time. Consciously or unconscioudly, werely on and make mythsto explainlife’s
perplexitiesand soothe our jarred psyches. According to Birzer, “Myth holdsan
estranged place in the modern world. But thisis the modern world's fault, not
myth’s. Indeed, myth might just save the modern world from itsinnumerable
follies”

Severa scholarsin the 19™, 20", and 21% Centuries have employed myth
to explain and deal with contemporary issues. Freud used myth to explain his
theory of the subconscious, and clinical psychological approaches have been
devel oped based on histheoriesin the explication of the subconscious mindin
relation to certain aberrant human behaviours. Jung has emphasi sed the theory
of the* collective unconscious' indicated by archetypes manifesting asuniversal
mythicidioms. Thisisatheory that hasruled out the supernatural while promoting
the ‘psychonatural’. Mircea Eliade, Joseph Campbell, J. R. R. Tolkein, and
some others have brought an immense awareness of mythsand their numerous
operationsto our attention.

The place of myth-making in contemporary times cannot be
overemphasised. While religious instructions are generated by myth-making,
societal world-views are shaped and reshaped through the same. To elucidate
our assertion here, we will refer to two particular world-views that are wide-
spread around the globe: ‘ Terrorism’ and ‘ the Conspiracy Theory of a Global
Control Plan’. Terrorism has made the world full of uncertainties and worries
over senseless destruction of life and property.

Often, peoplewonder what terrorists gain by destroying thelivesof others,
and sometimes blowing themselves up as suicide bombers; the answer | dare
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say is not far-fetched: one can see it in the pervasive influence of dangerous
myth-making. | SISwantsto establish an Islamic State run only by Islamic laws
(Sharia) and principles. To achieve this end, the myth of gaining heaven by
dlaying an infidel isinvoked in the doctrinal instructions of clerics, and so a
large-scal e slaughter of innocent people ensues. In the same way, Boko Haram,
the third most deadly terrorist organisation in the world, in search of Islamic
Republic of Northern Nigeria, created a myth that ‘Western Education is
Dangerous.” This myth has seen the massacre of thousands of innocent people
in the West African sub-region.

In the wake of the outbreak of the Coronavirus pandemic, a myriad of
explanations have been adduced asto the origin of theravaging virus. However,
it isinstructive that afilm Contagion, directed by Steven Soderbergh in 2011,
asit were, foreshadowslarge-scal e devastation by avirusfromAsia. A fictiona
book a so by thetitle Contagion published much earlier in 1996 by Robin Cook,
though with adifferent setting from thefilm, equally has asits subject matter an
invasion of an unleashed virus upon the society. Thisrecurrentimagery infiction
and film-making can best be described as ‘ Mythopoeia , albeit dressed in the
garb of ‘conspiracy theory’.

Prominent among these myth-making forms is the one arising from the
production of a Vaccine for COVID-19, and the fear of a forced vaccination
that pervade the world. Need | say that the Media is awash with the fever of
this ‘ conspiracy theory’ about a planned microchip implantation via aworld-
wide vaccination programme being orchestrated by the elite globalistslike the
Rockefeller family of America, the Rothschilds of Europe, Henry Kissinger,
and Gates, through Bill and Melinda Gates Foundation and other allied
corporations with an agenda of world depopulation (Gate, “Bill Gates's
Depopulation Initiative[U.N. Agenda21" 0.00 - 3.01]).

Now, one wonders what could have planted this ingrained suspicion on
the communal psyche of society, so to speak, an investigation will revea that
the most vocal of the proponents of these * Conspiracy Theories' isEvangelical
Christianity. The fodder for the fire of this narrative is the myth of ‘ The Mark
of theBeast’ inthe Biblical book of Revelation which runsthus:

15 He was granted power to give breath to the image of the beast,
that the image of the beast should both speak and cause as many as
would not worship theimage of the beast to bekilled. 16 He causes
al, both small and great, rich and poor, free and slave, to receive a
mark on their right hand or on their foreheads, 17 and that no one
may buy or sell except one who has [a]the mark or the name of the
beast, or the number of his name 18 Here is wisdom. Let him who
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has understanding calculate the number of the beast, for it is the
number of a man: His number is 666. (New King James Version,
Rev. 13:15-18).

These few verses of the Christian Scripture have given vent to several
Mythopoeic interpretations, the kernel of whichisthat aworld-wide ruler will
arisewho will seek to be worshipped, and will want to place hismark upon the
right hand or forehead of all his subjects, and that mark will be the access code
for financial activitiesintheworld. The Mythopoeiaaround this scriptureisthat
all proponents of One World Government and implanted Electronic IDs are
emissaries of thiscoming despot called ‘ The Anti-Christ’. If myth-making can
affect society this much, one cannot rule out its power as an instrument of
socia guidance and change.

Conclusion

The myth-making propensity isquite high with modern preachers and teachers,
what with the complexities of contemporary societies where every day life's
realities are strained and stressed. People seek answers to the absurdities of
the modern world. Myths are created by custodians of scriptural truth, asits
age long precepts are applied to the intricacies of our ‘jet age’. The political
and educational systems of civil societies are yet to come to terms with the
enormous power of myth-making, asaveritabletool of psychological orientation
of theindividual and the re-orientation of the communal psyche.

When you hear such evangelistic crusades of the American miracle
evangelist Benny Hinn captioned ‘ Atmosphere for Miracles’, and some
‘fabulous’ stories of miraculous occurrencesat such gatherings; Nigerian Bishop
David Oyedepo’s book title Exploits of Faith (2005), and great prosperity that
has characterised thelives of adherentsto faith principles espoused in the book;
Nigerian Pastor Enoch Adebayo’sannouncement of healing and deliverance of
demonised persons; Evangelist Reinhard Bonke's Healing crusades with ‘too
good to bereal’ testimoniesof miracul ous encounters; when Ayeshain Rushdie's
Satanic Verses through her indoctrination leads a multitude to mass suicide by
drowning in the sea, with the hope of paradise; or men and women all too
willing to blow themselves up in preparation for a celestial reception in some
paradise, you are dealing with preachers and teachers making myths — myths
that arefacts. Interpretation of textsand itsproclamation giveriseto unimaginable
solutions, explanations and motivation to the various lives circumstances of
devotees, whether to the positive or negative.

Theinterpretations of certain portions of scripture by some preachersand
teachers have been known to influence adversely or favourably thelifestyle or
conduct of their listeners and members. For instance, people’s dress codes,
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eating habitsand diversereligious observances have been known to beinfluenced
by certain interpretations of given texts proffered by teachers and preachers.
And thisgoesto underscore the efficacy of the myth-making power of teachers
and preachers, especially in modern times.
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Worlds Apart: Myth, Science and Fiction in
Sukanya Datta’s Short Sories

Sami Ahmad K han

Thelndianness of sciencefictionin thiscountry isnot dependent on
itsgeographical origin but rather on the cultural and social ambience
which givesit soul. — Bal Phondke (xviii)

How doesacountry’s’ cultural and social ambience’ contour its Science Fiction
(SF)?

Theact of producing, distributing and consuming English-language SFin
India — a nation caught between the globalised forces of techno-scientific
capitalism and theindigenous modes of religio-cultural assertion— precipitates
adistinct precariousness. The spectre of writing SF—agenre not only considered
niche vis-a-vis the India's market, but also pulp in terms of its narrative
conventions — that too in aformer colonia language (English) haunts cultural
production. Theimbrication of SFwithin Indiais mediated by language palitics,
genre conventions, market forces and social mores among other things. This
paper exploits such interstitial nuances and ascertains how India’ s anglophone
SF adopts a new generative grammar with characteristic élan; the paper
advancesthree strains of how SF deploys diverging modalities of hybridisation
(what can be termed as ‘mythic SF’), binary opposition (asin ‘counter SF’)
and dialectics (asin ‘alternative SF').

Mark Bould and Sherryl Vint find in The Routledge Concise History of
Science Fiction that “genres are best thought of as ongoing processes of
negotiation rather than fixed entities that pre-exist their naming” and SFisno
exception (1). SF catalyses the mutation within (and of) India’s popular
imagination and is quintessentially located in thetimesin whichit isforged and
consumed. Theeffortsto‘ define’ SF have had along history: Theodore Sturgeon,
for example, arguesthat SFis* built around human beings, with ahuman problem,
and ahuman solution, which would not have happened at all without its scientific
content” (* Science Fiction Definitions’, emphasisadded). Paul Kincaid, however,
acknowledgesthe drawbacks of essentialising endeavoursin“OntheOrigins’:
“the more comprehensively adefinition seeksto encompass sciencefiction, the
more unsatisfactory it seems to those of us who know the genre” (411).

Kincaid's assertion becomes even more relevant for India, where the
epistemol ogical and ontological underpinnings of science (and hence, of scientific
and science fictional discourses) not only find themselves infused with the
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mythic, but also folklore, itihasa, etc. The mythic and the scientific, myth and
history, truth and fiction are not hermetically seal ed epistemic frameworks—at
least not in Indiaand its SF. The notions of myth, science and fiction intertwine
within India' s SF, perhaps owing to the nation’s distinct engagement with history
and non-linear time. Shail Mayaram believes that “history and myth are not
exclusivemodesof representation” in India(qgtd. in AshisNandy, 45). E. Dawson
Varughese corroboratesthisby citing R. Malhotra, for whom “ accounts of past
are not made through either myth or history exclusively” but by itihasa (loosely
trandlated as myth or narrative), “which may not always be the opposite of
truth” (30). If itihasadisruptsthe dichotomy between ‘ history’” and ‘ myth'’, then
Indian SF subverts‘ science’ and ‘fiction’. Jayant Narlikar, for example, refers
tothe*Invasion of Indra in*“ThelceAge Cometh” (1993), and Mainak Dhar’s
Vimana (2012) transposes the ancient astronaut hypothesis on Hindu gods.

This paper is conscious of how the projection of itihasa and its varying
epistemol ogies can shape the SF to come, a protean, mutating-being from a
time-yet-to-come. Aware of the unique nature of Indian SF, this paper advances
three concomitant ‘ SF strains' which intermesh within (and via) select texts:
one, areaffirmation of indigenous scientific literacies, an ostensibly bipartisan
thrust that promulgates an * alternative SF* which not only exists outside acentre/
margins binary but whose epistemology seeks to move past binaries; two, an
overt challenge to the ontology of western SF, a‘counter SF' that resists the
normativity imposed by any central (usually western) tradition; and three, the
consciousinterpolation of the mythical into the scientific and the sciencefictiond,
which leads to a ‘mythical SF’. Consequently, this paper reads three
(contemporary) SF short stories composed by Sukanya Datta in English: “A
Little Learning” (2012), “When the Tide Turns” (2008) and “Gem of a Story”
(2012) interweavethemythic, scientific, sciencefictional and indigenousscientific
literacies within their ambit. Moreover, Datta is a serving scientist with the
Council of Scientific and Industrial Research and studying her SF— especially
one that fuses myth, folklore, history and science—isalogical ingressinto the
materiality of thisfusion.

Onecan beginwith astory setinthe present, onethat manifestsalternative
strains of/in Indian SF. “A Little Learning” advances alocalised (tribal) proto-
scientific knowledge that emergesparallel to itswestern counterpart. Itissetin
Linu-livu, atiny island located off India’s coast, in the aftermath of the deadly
2004 tsunami: thetribal inhabitants of theisland have beenrelocated. Dr Aditya
Sarkar leads a scientific delegation to Linu-livu in order to conduct tests and
study theidand: ametaphor for theimposition of western scientific epistemol ogy
and normativity on‘native’ lands. The scientistsfind asurprising ally in Bur-el:
a“villager elder with no village” , who becomes the soi-disant “ embodiment of
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the spirit of the Island” (48). One night, Bur-€l tells the assembled scientists a
tale of how the ‘' Devil’s Own’ had “walked unfettered [on theisland] —using a
fragrant lure — summoning wayfarers and sailors and holding captive all who
cametoo near” (41). The demon trapped innocents by a scent which paralysed
them — and then feasted on them. However, “this was long before Bur-el’s
tribe colonized theisland. When they did, the L ord had already vanquished the
Devil’s Own in form a snake” (41). The form of a snake, usually associated
with Biblical evil, becomes aforce of good within this context: for Bur-el, the
‘Lord’ had taken a serpent form to battle the forces of darkness along time

ago.

The clou of the narrative (and of Linu-livu) is a sacred shrine: “all over
these temples trailed the Linnia vine — a species endemic and limited to Linu-
livu, and from which the I sland derived its name. The vine bore masses of tiny
cream-coloured flowers with a lingering sweet fragrance” (42-43). As these
scientists run tests on the soil, floraand fauna of theisland, they are aided by
agood-natured, Bur-el, who, however, vehemently prohibits going to the sacred
shrineafter dark, and warnsthem against picking theflowers. Driven by curiosity,
a scientist (Michael) goes to the shrine at night, and Bur-el catches him
disassociating the ‘ Devil’sOwn’ (theflowers) fromthe‘Lord’ (referring to the
dodder). A snake bites Bur-el, and he dies despite an anti-snake-venom dose
being administered.

Dayslater, asthe shocked group of scientists prepareto depart theisland,
one of them (Pratim) proposes “they go to the main temple and give thanks to
Bur-el” (73). Unsure of what to do and still reeling the impact of the loss of
Bur-dl, the scientists decide to visit the temple onelast time, even though it had
gotten dark. At the shrine, they find “the dodder was absol utely encrusted with
the genetically engineered purple fungal spore that had been introduced as a
biopesticide” and smell “aperfume sointoxicating that they forgot to talk” (75).
TheLinniaflowersareinfull bloom at night, and unbeknownst to them, release
deadly neurotoxins that kill the scientists on the spot. This scent also attracts
snakes, increasing the probability of being bitten. The scientists stand rooted to
the spot as the fragrance from the flowers paralyses them: they sway and
crash to the ground, becoming fodder in the food-chain.

Only two scientists survive: one was chain-smoking and the other had a
blocked nose. Dr Sarkar and Anjan, the two lucky survivors, rush back to the
campsite and request emergency evacuation. The island is placed under
guarantine: thefragrant Linniaare actually the‘ Devil’sOwn’ and thelord turns
out to be adodder which bondswith the deadly flowers and countermandstheir
lethal nature by suppressing the inherent neurotoxins. The dodder, which had
prevented the flowersfrom becoming |l ethal, was weakened by the biopesticide
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introduced by the ‘outsiders'; this also explains why visiting the shrine after
sunset was forbidden since this particular flower bloomed only at night. This
not only subverts the hierarchy of the pleasant, sweet-smelling flower and the
ugly-looking parasitic dodder, but also heralds a ‘tribal’ scientific literacy
characterised by customs (such as visiting the snake temple only during that
day, that too after washing oneself) which are seen as ancient ways of
containment. Such aliteracy mythologises the dodder and Linnia relationship
asthe Lord and Devil’s Own: proto-science translates into folk and myth.

Vandana Singh believesthat “Indigenous ways of knowing are worthy of
scientific respect” especially since it is not a coincidence that “traditional
indigenous territories constitute 22 percent of the world’s land surface, and
contain 80% of the world’sbiodiversity” (email). Singh echoes Grace Dillon’s
assessment that “ Native/I ndigenous/Aboriginal sustainable practices constitute
a science despite their lack of resemblance to taxonomic western systems of
thought”; Dillon finds that “ Indigenous scientific literacies represent practices
used by Indigenous peoples over thousands of years to reenergize the natural
environment while improving the interconnected relationships...” (7). Asthe
“urban matron” at a kitty party exclaimsin “A Little Learning”: “Imagine!
These backward tribesmen, with little formal schooling, knew that a tsunami
was about to strike...what else is a Water Dragon?’ (50) While Datta later
refutes such claims by attributing Bur-el’s prescience to a “generalized
prediction” passed down generations, the story establishes how such claims
“summed up what most of the nation thought” (50).

“A Little Learning” foregrounds that Bur-el and his tribe had knowledge
that was orally passed down across generations but somehow failed to see the
complete picture. Bodhisattva Chattopadhyay’s concept of the mythologerm
comes into play here; mythologerm is “the site of a struggle between closed
scientific tradition—which can be defined in national , racial, cultural, and even
gendered terms—and the historicity of scientific knowledge as a continuous
entanglement acrosstime among nations and peoplesto which no single culture
or tradition can lay claim” (438). It debates how a (tribal/indigenous) people's
history, myth, and folk have el ements of not just the paranormal and mythological,
but even moreimportantly, of alternative science, whichismore aong thelines
of traditional/indigenous scientific literacy and not wholly indebted to western
techno-capitalist science. This challenging the legitimacy of (western) science
reminds one of how Suparno Banerjee read Amitav Ghosh's The Calcutta
Chromosome, which subverted “ Western normativity by empowering anative
secret cult with their practice of counter science, but it also subverts the
established Brahmanical elite knowledge” (Other Tomorrows 60).
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Datta's portrayal of Bur-el proceedsin asimilar fashion: his predictions
come true, and his prophecies emerge as being rooted in scientific fact. For
example, he had protested against going to the shrine at night, and his tales
about thelord (dodder) ‘ subduing’ thedevil’sown (Linnia) by forming aninternal
association had come true in physical, metaphorical, and botanical senses.
Moreover, the subaltern/tribal wisdom he espouses becomes a conscious
subversion of ‘western’ scienceand ‘ established Brahmanical’ knowledge (even
though, unlike Ghosh’sMangala, hisknowledgeisincomplete). Thereaffirmation
of indigenous scientific literacies echoes an ‘aternative SF', which is shaped
by adialectical progression, and avoids derivation from any one mythological
arche in toto (as in mythic SF); it also eschews reifying binary opposites by
consciously arguing without a framework of west/east, male/female, white/
black (asin counter SF), thereby advancing a mode that goes beyond asimple
opposition between two poles.

Datta'snext story, “Whenthe Tide Turns’, jumpsto the future. The earth
isdying, and the end of time seems near: when faced with acute food shortages
and impending extinction, chloroplasts are genetically engineered in albinos,
enabling them to draw nourishment directly from sunlight. Thiscure, however,
does not work on those with melanin in their skins, and the millennia-old
discrimination is subverted as only the albinos, organised under the unified
command of Dr Pinctada, survive the apocalypse.

“When the Tide Turns” begins with a diatribe against aworld in which
those who appear (or are) different are relegated to the margins of society. Itis
the year 2206; Rukun, alonely albino child, is kidnapped by a covert group of
activistswho are able to predict the end of the world and have been preparing
for it. The story then jumpsafew years: Rukunisnow Dr Sinha, and the planet
reels under an existential crisis as food security becomes a distant dream. In
this future, the planet has been divided into two hemispheres, northern and
southern (adirect referenceto the global north and global south), and agriculture
ministerson both sidesrealisethat all food grain reserveswould last only three
more months (142). Thereader istaken on ashort tour of history: “agricultural
returns have been falling drastically over the last five or six years’, and the
condition is such that “the shortfall would kill fifteen percent of the world's
population” (142). Thefood shortagesand scarcity of natural resourcesreminds
one of Interstellar (2014), except thistime, humanity seeks the aid of genetic
engineering rather than space exploration to combat extinction.

The story then lists how “late in the twentieth century and in the first
quarter of the twenty-first century, sweeping agricultural reforms had taken
place. Biotechnology had been the engine powering the movement” (142-43).
However, “with inorganic fertilisers and artificial nutrients, agriculturists had
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whipped theland to produce more and more, ignoring the silent signalsthat the
inherent fertility was close to being snuffed out” (143). The technology was
overused to such an extent that humanity dug its own grave and the lack of
sustainable development created an uncertain future: “Intensive agriculture,
mechanized farm equipment and thetotal disregard for natural biological webs
and chains that defined ecosystems, in the brutal rush to produce more, had
killed theland” (143). Thisisnot only an indictment of humanity’sover-reliance
on science and technology but also on the unsustainable, greed-driven human
consumptions patterns that precipitate catastrophes, ecological, or otherwise.

Dr Galling, the agriculture minister of the northern hemisphere, tries to
find away out of thisdoomsday scenario; hissole drivingimpulseisto put food
on the table of the people he is meant to serve, but even heis powerlessin the
face of this ‘natural’ calamity about to hit the earth. Initially hopeful, Galling
believesthat scientistswould come up with another technological transformation
that would reorient the way humanity approaches its lifestyle and how it
consumes resources. He contacts Dr Margaret Pinctada and flies to meet her
at aremote location (146) —however, once there, heistold that the tables have
been turned. For millenniathe albinos had been discriminated against dueto the
low levelsof melaninintheir skin, but now it is precisely thisdearth that would
enable them to enter to future by going green, quite literally: “the albinos are
preadapted to accept the express the chloroplast” (149). The ‘normally-
pigmented’, who constituted the norm, would soon go extinct dueto their bodily
rejection of the grafted chloroplasts — not that the albino council did not try to
save them (149).

Pinctada explains that “the trait was inherent in us [albinos] even when
thetechnology did not exist. Now the technology has been refined and we have
been engineered — transformed into chloroplast-containing humans’ (150). As
a shocked, depressed Dr Galling leaves, aware that hisworld is about to end,
the dusk of ‘man’ transforms into a new dawn for humanity. Clearly, the story
both subverts dominant paradigms (those with melanin discriminate against those
without it, or even against those who have a different skin tone/colour), and
seeks the creation of an ‘equal society’. Adopting the mythologerm again: it
manifests how the struggle between a closed (western/northern and eastern/
southern? or both northern/southern?) scientific tradition(s) and ‘ the historicity
of scientific knowledge asacontinuous entangl ement acrosstime among nations
and peoples' asrepresented by the albino council that exists outside this north/
south binary. Reminiscent of proletarian internationalism, this council unites
albinosacrossthe hemispheresand erectsanew paradigm of (the discriminated)
albinos versustherest of humanity: albinos of the world have united, and they
have nothing to lose but their chains.
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While it may be argued that Datta creates a new binary between albinos
and thosewith ‘ normally-pigmented’ skin, the rejection of western normativity
is evident since Pinctada uses science to save the human race — or at least
those she could. Thisclaimto the mantle of science not only challengeswestern/
mal e/white/pigmented normativity but al so becomes ametaphor that highlights
colourism, racism, ableism, and the edifice of unfettered development. “When
theTide Turns’ runs counter to the normative epistemol ogy of western systems,
cultures and SF (and of the techno-scientific, patriarchal world order); it
generates a‘ counter SF', a conscious political intervention that bringsto fore
tussles between the centre and the margins, and turns the periphery into anew
centre (which, however, Datta again destabilisesin her future works).

If “A Little Learning” advances a localised (tribal) proto-scientific
knowledge and “When the Tide Turns’ questions the basis of western/male/
central science (and normativity), then “ Gem of aStory” derivesitsrootsfrom
amythic past and exhibits an indigenous scientific literacy that is essentially
Brahmanical in nature (to borrow terminology from Suparno Banerjee's Other
Tomorrows). As Prof. Hans Kinder, a German professor in the story reminds
the readers: “All myths have a kernel of truth in them...beliefs that have
transcended time; folklore as you call them, are rooted in facts — maybe facts
which have got alittle blurred around the edges; but facts nonetheless” (“ Gem”
209).

Structurally, “Gem of a Story” comprises two streams: the first is about
Mahabharata’'s Ashwatthama, who fought for the Kauravas in the ancient
epic. The story interprets his firing of a celestial weapon that would have
destroyed the planet; this brahmastra “would have annihilated the
Earth...sounds like a nuclear warhead, doesn’t it?’ (“Gem of a Story” 213).
Ashwatthama knew how to fire the weapon but not how to abort it; when
asked to take the weapon back, a vengeful Ashwatthama, in order to end the
Pandav lineage, redirected theweapon to kill Arjun’sgrandchild in-uteroinstead.
This resulted in his downfall — he was cursed by Krishna and the gem, which
gave him powers, was “wrested from his forehead as punishment for an
unforgivablesin” (212). The second stream | ocates the mysterious phenomenon
of the Himalayan yeti and syamantak gem as emanating from the Dwapar
Yuga, and hintsthat Ashwatthama could be the yeti of our time, long lost inthe
mistsof time. After all, “all ancient civilizations have stories about immortals.
About them who can never die. Celestial beings. Demi-gods, some of them”
(“Gem of aStory”, emphasisoriginal, 201).

The protagonist of the story is Tunir Chatterjee, a gemologist who seeks
the syamantak gem of the Vishnu Purana with his inquisitive friend Hans
Kinder. “Prof. Hans Kinder had first come to India as a backpacker when was
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still in histeensand had fallen inlove with the country” (* Gem” 202). Thetwo
had become friends at a trekking camp; years later, when Kinder is injured
during an expedition, Tunir gives him shelter. Asthe two talk more about what
led Kinder to Indiaagain, the German professor convinces Tunir to accompany
him to the mythical monastery of Thamo-La deep in the mountains.

The story is a case study for the interpolation of the mythical into the
sciencefictional and urban legends, thereby generating amythical SF that finds
itsway into the narratives about (and of) our today. In an interview, Dattasays,
“wehave such arichtradition of mythology...flying horsesand chariots, wegpons
that canrainfire... Fivethousand years' worth of folklore, therefor the picking
and reinvention” (email). However, the organicity of the narrative she creates
is contingent upon semantic elements usually associated with SF. For example,
Datta remarks about the setting, “everyone knows this areais mineral rich, so
I brought in elementsfrom the Mahabhar ata. Syamantak gem that rainstonnes
of gold, and added bio-indicator speciesasamarker for gold deposits’ (email).
Led by asearch for Aurum flowers, which are abio-indicator for gold deposits
(premised on scientific know-how), Kinder and Tunir embark on a quest to
seek the stone but end up dead — thereisathin line between zeal ous exploration
and a greed-driven monetisation of the natural and mythic world(s).

The Kinder-Tunir relationship enunciates the subtle linkages between
exploration, knowledge and power within the realm of the unknown (devel oping
world), and can be read with John Rieder’s assessment that SF “exposes
something that colonialism imposes” (15). The hybridisation within the story
creates a distinct syntax that is imbricated in its socio-political and economic
redities. In theintroduction to Walking the Clouds, Grace Dillon acknowledges
how ‘native’ writers of SF must negotiate an ancient tradition that “weds sf
theory and Native intellectualism, Indigenous scientific literacy, and western
techno-cultural science...” (2). While Dillon refersto native American writers,
Indian SF writers face a similar predicament. Datta showcases how western
techno-cultural science fuses with indigenous scientific literacies but also
mythologiesthat support them. This particular strain of mythic SF can again be
explored viaChattopadhyay’s“mythologerm”, acritical intervention that “ derives
from amythic presentation of the long history of human civilizationsin which
knowledge constantly appears and disappears, is refined and transformed as
science, and in some cases inaugurates a future” (Chattopadhyay, “On the
Mythologerm” 437-438). “Gem of a Story” represents a kind of SF that is
caught between mythology and indigenous scientific literacy, onein which long-
forgotten knowledge is sought, and becomes approachable. For example, after
taking a holy dip in Manas Sarovar, Tunir wondered why it was forbidden to
bathe in the adjacent Rakshas Taal, “athough by all accounts there was a
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connection between thetwowaters’ (202-203). Kinder and Tunir later rationalise
that it might be so because the ancients had known about radioactivity since
there was Uranium in those waters. These strands of knowledge were lost in
time, and aquest to reclaim thisforgotten, often distorted knowledge drivesthe
plot forward. The story also enumerates how ‘knowledge constantly appears
and disappears’ and ‘is refined and transformed as science’. Apart from
Ashwatthama as the yeti, the ‘immortal spirit of the mountain’ (at least for
Kinder), the story bringsto light indigenous scientific literacies that operate at
the cusp of itihasaand myth: the referencesto nuclear warheads, radioactivity,
etc. are examples.

The three stories discussed generate their own modalities of engagement
with the SF's semantics and evolve mi cro-processes that mutate the basic syntax
of the genre (if there is one). The stories advance varied interpretations of the
power dynamics between the diverging conceptions of science, whether Western,
Brahmanical, or tribal/aboriginal. “ Gem of aStory” operates between myth and
technology; it foregrounds Brahmanical science where mythology becomesthe
arche of the (much) less technologically advanced present; thereby, it creates
amythic SF whose primary operation can be surmised as that of hybridisation
between the scientific, historical, mythic and itihasa. “When the Tide Turns’
uses commonly accepted SF tropes (such as dystopia, genetic engineering,
etc.) and produces a counter SF that challenges the normativity imposed by
dominant discourses; itsbasic character can be said to be of providing resistance
to a central discourse via its vantage point of/from the margins. “A Little
Learning”, with its comprehension of the dodder-Linniarelationship, posits a
tribal/aboriginal scientific literacy asbeing complementary to western science
(though not being counter to it); thus, it generates an alternative SF whose
beingis, arguably, driven by dialectical progression and social reformation.

Moreover, the mythic, counter, and alternative strains of SF exist in a
warp and weft of interconnected thematic tissues, and cannot be regarded as
insulated pigeonholes. Whileprimarily exhibitingamythic strain, “ Gem of Story”
also harbours counter (e.g., how the ancients were aware of the Uranium-
laced waters of Rakshas Taal, a knowledge that renders this position to be of
primary nature) and alternative (e.g., the behaviour of the villagers of Thamo-
La) claims. “WhentheTide Turns’, despite being ‘ counter SF', also hintsat the
mythic (e.g., referenceto Gita) and the aternative (e.g., the studied equidistance
of Dr Pinctada s from both northern and southern hemispheres) discourses. “ A
LittleLearning”, while primarily an exampleof the alternative strain, also contains
features of the mythic (e.g., the tsunami as awater dragon) and counter (e.g.,
references to the golden past) agendas. The three strains, as earlier pointed,
intermesh and fuse, which gives Indian SF a unique character.
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Toreturn to the question this paper began with: how doesthe socio-cultural
permesate | ndia s SF? By activating counter, alternative and mythic strains, India’'s
SF respondsto itsambiencejust as much asit shapesit. While being contoured
by the epistemol ogical frameworks, generic conventions and narrative modes
of science, itihasaand fiction, India’s SFisimbricated inits mythology, history
and folkloreto such an extent that it becomes awhol e new subset of global SF.
Simultaneoudly, India's SF also manifests and negotiateswith different kinds of
scientific traditions—both indigenous (whether Brahminicd or tribal) and externa
(Western). Thefuturelooksto the past, the yugas beckon — but not in amanner
of their own choosing.

Works Cited and Consulted

Banerjee, Suparno. Other Tomorrows: Postcoloniality, Science Fiction and India.
2010, Louisiana State University, unpublished PhD thesis. http://etd.Isu.edu/
docs/avail able/etd-06012010-164011 (Accessed 10/1/2017)

Bould, Mark and Sherryl Vint. The Routledge Concise History of Science Fiction.
Routledge, 2011.

Chabria, PriyaSarukkai. “What is SF?" Received by Sami Ahmad Khan, 10/08/2015.

Chattopadhyay, Bodhisattva. “ On the Mythologerm: Kal pavigyan and the Question of
Imperial Science.” Science Fiction Sudies, vol. 43, no. 3, Indian SF. 2016. pp.
435458

Datta, Sukanya. “When the Tide Turns.” Beyond the Blue. Rupa, 2008. pp. 140-151.
—.“AlLittleLearning.” WorldsApart. NBT, 2012. pp. 36-78

—.“Gemof aStory.” WorldsApart. NBT, 2012. pp. 201-239

—. “Interview on SF.” Received by Sami Ahmad Khan, 7 Dec 2018.

Dhar, Mainak, Vimana. Penguin, 2012.

Dillon, Grace. “ Introduction.” Walking the Clouds. ArizonaUP, 2012. pp. 1-12.
Ghosh, Amitav. The Cal cutta Chromosome. Ravi Dayal, 1996.

Interstellar. Directed by Christopher Nolan. Paramount, 2014.

Kincaid, Paul. “Onthe Originsof Genre.” Extrapolation, vol. 44, no. 4, 2003, pp. 409-
419.

Mehan, Uppinder. “ Domestication of Sciencein Indian Science Fiction Short Stories.”
Foundation 74 (Autumn 1998), pp. 54—66.

Menon, Anil and Vandana Singh, editors. Breaking the Bow: Speculative Fiction
inspired by the Ramayana. Zubaan, 2012.

Nandy, Ashis. ‘ History’s Forgotten Doubles', History and Theory, 34/2 1995. pp. 44—
66.

Narlikar, Jayant. “ The lceAge Cometh.” It Happened Tomor row, edited by Bal Phondke,
National Book Trust, 1993. pp. 1-20

218



indraprasth

Phondke, Bal, editor. It Happened Tomorrow. NBT, 1993.
Rieder, John. Colonialismand the Emergence of Science Fiction. Wesleyan UP, 2008.

“Science Fiction Definitions”. KU Gunn Centre for the Sudy of Science Fiction. URL:
www.sfeentre.ku.edu/sf-institute/sf-definitions (Accessed 5 August 2018).

Singh, Vandana. “ Science Fiction” . Received by Sami Ahmad Khan. 10 Sep. 2018.

Varughese, E. Dawson. Genre Fiction of New India: Post-millennial receptions of
“weird’” narratives. Routledge, 2017.

219



Turbulent Flow: Chaos as a Narrative Technique

M ahim Sharma

Inelegant versions of existence are often aesthetically negotiated through
unorthodox and irregular aspects of narration. They are deemed immoral when
considered against the backdrop of the traditional aspect of developing the
narrative’'s plot linearly. When Chaos Theory advanced upon the scientific
discourses of study, it asserted asense of importance on thefree play of multiple
consciousnesses in the empirical world’s various meaning-making processes.
To adhere to the organicity of empirical experiences, even writers had to
acknowledge the presence of the “the great gulf between knowledge of what
onething does— one water molecule, one cell of heart tissue, one neuron—and
what millions of them do” (Gleick 8). The relational dynamics and flow of
characters and events in a narrative provide the text with an instability that is
turbulent and audacious enough to be aesthetically still.

Each fissured stroke of a character’s presence, absence, entry, and exit
in the flow narrative may have the capacity to be designed in a manner where
they supply meaning in addition to the dialogical text. The writer’sintent may
intrude assertively in the text and the manner in which meaning reaches the
reader. Meaning is still, however, negotiated between the writer and the reader
but the entry point of significatory alterationsin the text remainsan expression
of freewill by the writer. Along with the awareness of chaos as potential in the
scientific domain of discoveries, many organic minds witnessed the presence
of chaosasatechnique and form in the aesthetic realm of literature without the
conscious canon of discourse as a staunch theory.

Around the 1960s, cognitive audacity of the organicintellectuals provided
achance of revisiting much of literature but with avaried perspective enabling
the supply of a new text from an old book. Chaos was not the discovery of
something new. It was always already present in each deterministic system
that has been conceptualised as total, complete and absolute. The revelation
emphasised that dissipation is a part of stability in a system. It arises from
within astable system and is not introduced from the outer, immoral realm of a
system. Randomness or chaos in a pristine and precise system arises from the
midst of regular and routinely movement of elementswithinit.

Writers had long conceptualised that the chaotic arrangement of narrative
instancing can unravel beauty that otherwise would have eluded a
representational image in the text through the intent of words. Traffic, for
example, works in asimilar manner. Understand the concept of an individual
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who wishesto learn the art of driving acar. | solated tracks of a driving school
offer her the space of frolic and play without the interruptions of other reckless
and righteous drivers around her. Her capacity to learn driving the car iseasily
achieved inthelinear atmosphere of the learning school. It would be, however,
infinitely removed from the empirical reality and actuality of theworld around.
Traffic, by itsfundamental nature, isturbulent and, thus, chaotic. Each shape of
the road and its modulations that are extended to ease the congestion of aroad
patch in an area have the untimely defeat when it supplies higher rates and
instances of congestion further on from the moment of its applicability.

Humans endlessly believe that a tendency to support a linear module in
application around them, liketheassembly lineof theindustria revolution, signifies
order, efficiency, and comfort. Such a comfort, paradoxically, is a stagnant
expression of existence. Through the metaphor of traffic, organic minds of the
twentieth century in the field of science adhered respect to the capacity of
uncertainty on thetrajectory of adeterministic individual, for example, driving
isanegotiation between the self and theimpact of choicesthat the other drivers
endlessly take. |solated movements, like the ones eternally taught in traditional
physics, help conceptualise aphenomenon in amanner so that the human mind
can comprehendit, till, it rarely exhibitsthe behaviour that humanswitnessin
the formation of weather and clouds for instance.

James Gleick was a meteorologist, and in his book Chaos (1998), he
expressed how he would often look out his window to witness the fiddling of
clouds above hishouse while hisextremely expensive and specialised computer
repeatedly asserted, through taut and precise algorithms, that it would be sunny
outside for days at a stretch. His contribution is remarkable for his stances of
reality, of being worthy enough to counter the discourses of traditional physics,
the terminol ogy of which has been adopted through generationswithout asingle
utterance of doubt. He claimed and contested that the sol e reason why weather
conditionsareelusiveisthat small changesintheinitial conditionslead to drastic
changesinthefinal condition, and thusno changeisinsignificant, irrelevant, or
merely adissipation when the functionality of a system is concerned.

Aesthetically, the turbulence of such nature was asserted in various texts
even before James Gleick was born. Gordon Slethuag, who wrote Beautiful
Chaos (2001), explored theimplications of chaostheory in someliterary works.
He asserted that these writers explored the nuances of chaos and its aesthetic
conseguentiality of causing turbulence in a text. Slethaug asserted that texts
“are subject to turbulence at amost any point” (Slethaug 63). The writer of
Chaos Bound: Orderly Disorder in Contemporary Literature and Science
(2018), Katherine Hayles admitted that “writing isturbulence, or moreprecisely,
brings turbulence into being” (24). Such writers provide a direction in which
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intellectuals could witness the always already presence of chaosand itsvaried
nuances.

The purpose wasto attempt and etch variousformsin which chaos exhibits
its potentiality in atext. One such formisthe Turbulent flow, wherethe flow of
the narrative asserts asense of chaoswhich offersachance of inflicting meaning
upon atext which otherwise could not be attained. It isinspired deeply by the
worksof Gleick, Slethaug and Hayleswhen concerned with the scientific aspect
of the research and explored a way towards the aesthetics of chaos supplying
it with atheory that israrely needed but the exploration of which could supply
readers with an insight that would enhance their experience of the text.

Narrative gaps and ruptures may seem insignificant to an unaware mind,
but it is through them chaos flows into the text and extends the plurality of
meaning. These gaps, disturbances, and ruptureswere blatantly shunned by the
scientific discoursesfor along, long time. It was stated that “for most physicists,
turbulence wastoo dangerousto wastetimeon” (Gleick 121). Such statements
expressed the state of the human condition when sectionsof organicintellectuals
wished to explore the improper and immoral gaps of chaos in scientific and
literary narratives. Gleick elaborated the presence of turbulence in a stabilised
and controlled system through the example of water flow through a pipe. A
perfectly smooth pipe attached to a perfectly moduled source of water is
supposed to be perfectly shielded from vibrations and dissipations of any kind.
Theflow and ventsmay be controlled, but the turbulence of thewater isuntamed
when it comes out of the hose. Gleick observed the unrest that was caused in
physicistsasthey were unableto comprehend the empirical chaos of acontrolled
situation, and they wondered “ how can such aflow create something random?’
(122). One can wonder how humiliating it must have been for traditional
intellectualsin the scientific field to witness the eternal presence of dissipation
intheir deterministic system whilethey shunned its existence asirrelevant and
absent from a perfect system.

Thewriters of the Turbulent Flow adhereto the potential of dissipationin
the narrative flow. The gaps and ruptures in the narrative may seem immature
or irrelevant to the unaware reader, but they provide aesthetic experience to
those who patiently approach the realm of chaosin literature. Toni Morrison, in
her novel The Bluest Eye, fiddled with the linear flow of the narrative and
introduced turbulencein the narrative. Whileintroducing Mr. Henry in thenovel,
the subjectivity of the narrator intrudesthelinearity of the narrative. It impacted
the readers’ present understanding of the character himself by a conclusion
that is made from the events that happen later in the narrative. On seeing Mr.
Henry, Claudia stated her opinion in a manner that altered the way the reader
would negotiate with him, “We loved him. Even after what came later, there
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was no bitterness in our memory of him” (Morrison 14). The linearity of the
narrative is breached by a gap through which the effects and events of the
past, being recollected in the present scenario, alter the future negotiations of
the readers.

Morrison admitted that her intent in The Bluest Eye was to “break the
narrative into parts that had to be reassembled by the reader” (Introduction x).
These narrative gaps ensured that Morrison could dismantle the narrative only
for it to be reassembled by the readers in their own nonlinear manners of
existencewith which they affiliate meaning to thetext that waswithout dialogue
but with context to the lack of chronology of the narrative, which impacted the
interpretation that was bombarded on the characters of the narrative even without
their committing acrimewhilethey areintroduced as offenders. Hayles asserted
that a gap in the narrative is “never merely a void” (73), but is a “fold that
conceals or atear that reveals’ (73). Such atear in the narrative fabric is an
aesthetic gap and “through this gap chaos pours’ (73).

Clarissa' sintrospections of herself in Mrs Dalloway (1925) are designed
such by VirginiaWoolf that they cause arupturein the cognitivetrajectory that
rationality flaunts as a stable and deterministic. Woolf narrated about Clarrisa's
introspect: “ Perfect idiocy she knew (and now the policeman held up hishand)
for no one was ever for a second taken in” (13). The usage of commas and
other sentencesto capture the fleeting state of Clarissa’'smind could beused in
the narrative, but Woolf asserted her organicity to enablethereaders infeeling
the turbulent flow of Clarissa's cognition, the one each individual in a system
holds. The random nature of comprehension that humans hold towards the
events that unfurl around them is the natural state of being. It aids the
interpretative audacity of the readers who wish to approach the aura of a
character so intense and split in the situation she has been shaped by and for.

Slethaug explored the nuances of traffic and how each individual utterance
of a car’'s movement alters the manner in which the other cars state their
reality. Not only does, he says, “traffic piles up in unpredictable ways but their
very design, meant to minimize disorder, often contributesto chaotic behaviour”
(77). Despite the linear plans of engineers to decongest often intensify the
traffic pile-ups, they al'soinflict arealisation in thetraditional intellectua sthat
controlled circumstances, situations, and conditions do not always and eternally
unfurl controlled outcomes and patterns in a system. Turbulent Flow is the
embrace of turbulence in the narrative escape by various writers where they
respect and admire the effect of dissipative turbulence in their narrative and
how it sustains the character’s dynamicity in the text.

Morrison calmly introduced thetrajectorial conclusion of her narrativein
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the prologue she supplied to The Bluest Eye. She accorded the readers with
the knowledge that no marigoldsbloomed inthefall of 1941 and Claudianarrated,
“We thought, at the time, that it was because Pecola was having her father’s
baby that the marigoldsdid not grow” (3). An event that isvital in understanding
the actuality of the text is delivered to the readers in a manner where the
climax, in the context of the Aristotelian model, is nonlinearly situated in the
introductory briefing as such. Claudia’'s perspective statement conjured a sense
of pity and sympathy for Pecola and a sense of detest and contempt for her
father. Normalcy for the readers iswhen they host these emotions towards the
conclusion of the narrative. Such a breach in the narrative ensures that the
novel isread always and aready with ablue, painful eyeigniting more concern
towards the how rather than what occursin atotalitarian system for which the
writers provide an aesthetic expression of dissent.

Imposing incestuous inflictions on Pecola's father, Morrison hints at the
development of charactersthrough the context of Pecola ssituation, while Pecola
herself rarely claims a narrative space of dialogism. Morrison extended her
audacity and submitted the end of the narrative at the beginning itself in order
to sustain the blue eyes of the readersthroughout the narrative when she created
arupture through the articul ation of Claudia, “ Nothing remains but Pecolaand
the unyielding earth. Cholly Breedlove is dead; our innocence too” (4). The
destination of the narrativeis already deduced for the reader and the emphasis,
like any aesthetic expression and experiences, layson thejourney that isembarked
upon after being unsettled by such turbulent fissures in the narrative that
succumbed the readersto the conclusion while venturing theintroduction itself.

Morrison accepted, “But since why is difficult to handle, one must take
refugein how” (4) as she unfurled the consequentiality that led to the creation
of Pecola and her tragedy through the hands of those who inflicted her with
their version of reality and beauty rather than findingit in her. Morrison’sintent
of embarking Pecola as amute essence moul ded and shaped by the constraints
of the society designs itself through the turbulence of the narrative. Hayles
commented on the linearity of the narrative “When | return to the chapter’s
beginning with the foreknowledge of the end, | can see plainly enough that it
was al there in the beginning, had | only known how to read it” (Hayles 67).
Morrison folded the narrative in such a manner that the turbulence etched the
knowledge of the end at the beginning of the narrative in order to attain the
attention of the readerstowards the causes and reasonsfor acharacter’'smisery
rather than the culmination of her narrative asan individual. Pecolasufferedis
the fact that Morrison clarified, but the fictionalisation of the parameterswith
which her beauty was judged and rebuked remains the sole venture of the
readers to explore through the rupture caused by Morrison.
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Arthur Miller, in Death of a Salesman, fractured the stage settings and
directions, and through these gaps, he wished to nourish the narrative flow.
“The entire setting is wholly or, in some places, partialy transparent” (7), he
admitted about the setting in which he made hisplay flow. Thereisan apronin
the front which “serves as the backyard as well as the locale of al Willy's
imaginings’ (7). The events of the past are mostly designated to this area and
“whenever the action is in the present the actors observe the imaginary wall-
lines, entering the house only through itsdoor at theleft” (7). However, “in the
scenes of the past these boundaries are broken, and characters enter or leave
aroom by stepping ‘through’ awall on to theforestage” (7). The complexity of
the stage setting enabled him to harbour turbulencein his play without eternally
insisting adialogueto impose a Spatio-temporal shiftintheeventsof thenarrative.

The flow of events through these breaches of past and,nt enhance the
subtleplay of nonlinearity inthe narrativewhich, inturn, intensifiesthe dynamics
of the characters. Nonlinearity, as physicists observed in scientific models,
interferes with the linear flow of factors and values, and the result of such
interferencesisnot eternally catastrophic for the system or the elementswithin
the system. The American dream is negotiated in the play by Miller with the
emphasison thesplitin anindividual between the dream that isimposed through
the articulations of billboards and advertisements, and the potency of the
individual to beimaginative and dreamy. Willy regretted the present exclusively
in the context of the past that he cherished as a salesman. Each moment and
event in the present dwelled in him to create a presence of the past essences,
which he endured and laments in the present.

Miller introduced the rupture in Willy’'s personality through the
reminiscences he held of his son’sfixing of his car when Biff was young and
the present scenario where, in the present, Biff and Happy are upstairs from
their father and discussing therift that Biff haswith hisfather. It isfloated that
Biff often made Willy proud through his acts of intelligence in the past that
made Willy imagine a future for Biff as an impressive salesman like him. As
Biff grew up, he diverged from the linear trgjectory that his father anticipated
out of him and that caused the lament in Willy who lamented the glorified past.
While Biff and Happy are talking upstairs, Willy is downstairs and unaware
that heisaudibleto hissons:

HAPPY. You're not still sour on Dad, are you, Biff?

BIFF. He's al right, | guess.

WILLY. (underneath them, in the living-room). Yes, sir, eighty
thousand miles-
eighty-two thousand!
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BIFF. You smoking?

HAPPY. (holding out a pack of cigarettes). Want one?

BIFF (taking a cigarette). | can never sleep when | smell it.

WILLY. What asimonizing job, heh! (Miller14)
Willy hosted agap in his essentiality and that enhances the turbulent aspect of
the narrative. Therandom leaps of cognition that caused Willy asense of lament
and regret ruptured his mind. It was represented through the stage setting and
the flow of the narrative entirely for the audience to unravel the nonlinear
cognitive leaps of atroubled mind much liketheirsin empirical situationsthat
they face eternally intheir experiences of reality. Miller conceptualised that the
gaps he wishes to provide for the narrative, through them chaos shall pour
which shall aesthetically extend the debate and concern of modern human
parameters of linear progress while being reduced to unaware elementsin a
system. Like the smooth pipe that can, without utmost obviousness, supply a
happy and perfect flow, American dream progressed with asimilar claiminthe
consciousness that adhered to their trust and belief in its claim. Willy was a
consequence of the American dream, and he was turbulent even though the
claim of the dream was to bring linearity and happiness to the element who
wished to reach and arrive at it.

Miller comprehended the aspect of nonlinearity that shielded an element
through the afflictions of asystem. The conditional inability of Willy to negotiate
the contours of turbulence that bombard his mind causes him to be troubled and
bein agony throughout the narrative. Theflow of narrative depictsthe angst of
his personality and extendsthe aesthetic claim of nonlinearity asan embrace of
existencerather than itsdissipation. Willy was unwilling to embrace the divergent
trajectoriesof lifethat his sons had chosen in their lives. Without compromises,
Willy wished everything to be circular in motion and right in the linear trajectory
of existence. He denied the aspect of life which is dynamically unstable in
nature and defiles being routinely in the behaviour of any sort.

A puncturein the narrative floated the essence of Willy to arealm where
awoman isplaced in the context of hiswife, Linda. The presence of thewoman
gapes through a dialogue that Willy uttered as a praise for his wife while she
was present before him:

WILLY. You're the best there is, Linda, you're a pal, you know
that? On the road - on the road | want to grab you sometimes and
just kissthelife out of you. . . There's so much | want to make for-

THE WOMAN. Me? You didn’t make me, Willy. | picked you.
WILLY (pleased). You picked me?
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THE WOMAN (Who is quite proper-looking, Willy’'s age). | did.
(Miller 29)

Inthelinear tragjectory of the narrative, Willy’slament and guilt cause arupture
through which the relevance of the woman in the past is turbulently negotiated
through the emphasis of her aura being more than that of Lindain the present.
The aversion of asserting aflashback by Miller is crucia in understanding the
Turbulent Flow of the narrative. It isaknitting factor through which emotions
and feelings are associated. The ruptures cause the simultaneous existence of
the past in the present and vice versa. A human being is never consciously
devoid of hig'her past, and the organic nuances of his son caused turbulencein
the stabilised and perfect existence of Willy. Willy, pleasing the woman in the
stage presence of Linda, etches a zone of polarity between the past and the
present that are rarely distinct features and attributesin his mind. While being
seated in the dining area, Willy is placed in front of the audience as a voice
awaiting affiliation with context. Heis heard advising Biff towait for schooling
to be over:

Then when you're all set, there'll be plenty of girls for a boy like
you. (He smiles broadly at akitchen chair.) That so? The girls pay
for you? (Helaughs.) Boy you must really be makin’ a hit.

(WILLY is gradually addressing - physically - a point off stage,
speaking through the wall of the kitchen, and his voice has been
rising in volumeto that of anormal conversation). (Miller 21)

The knitting of two varied stands in the moments of observation by the reader
causes a sympathetic blend of the past and the future. To enhance and extend
the turbulence of the narrative, Miller depicted the entry and exit of Biff and
Happy through thewallsaswell, signifying the past essences of their character.
Young Biff asked Willy, whilelooking in thedirection of the car offstage, “How's
that, pop, professional?’ (22). The readers witness the presence of Biff and
Happy in the past of Willy not merely as abstractions but actual interactions
that intensify the unsettled attributions of Willy’s shattering cognition caused by
the deviation from the American dream.

Thetrigger of the pair of stockingsfoldsthetwowomeninthe assertively
unaffected flow of Willy. On seeing Lindamending the stockings, Willy bursts
in disappointment, “Will you stop mending stockings?At least whilel’minthe
house. It gets me nervous. | can't tell you. Please” (58), but Miller breached
the stage to let the chaos pour for the audience to witness:
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THE WOMAN. (He [Willy] suddenly grabs her and kisses her
roughly.) You kill me.

And thanks for the stockings. | love alot of stockings. Well, good
night.

WILLY. Good night. And keep your pores open!

THEWOMAN. Oh, Willy! (The WOMAN bursts out laughing, and
LINDA'slaughter blendsin. The WOMAN disappearsinto thedark.
Now the areaat the kitchen table brightens. LINDA issitting where
she was at the kitchen table, but now is mending a pair of her silk
stockings.)

LINDA. You are, Willy. The handsomest man. You’ ve got no reason
to feel that.

WILLY (coming out of the WOMAN’S dimming area and going
over to LINDA). I'll makeit al uptoyou, Linda, I'll -

LINDA. There'snothing to make up, dear. You' re doing fine, better
than -

WILLY (noticing her mending). What's that?
LINDA. Just mending my stockings. They’ re so expensive.

WILLY (angrily, taking them from her). | won’t have you mending
stockingsinthis

house! Now throw them out! (LINDA puts the stockings in her
pocket). (Miller 30)

The nipping visual of Linda stitching the damaged stockings also weaved the
strand of Willy’sguilt. Merging laughtersforeground the split in the reactions of
Willy on the same ornament. Miller’s fissured turbulence in the character of
Willy, being divergent and convergent of past and present, has narrative
references and affectuations, and he aesthetically insisted the turbulence neither
through the dial ogues of the characters which narrated the gap nor through the
distinct flashback involving the characters. He asserted the presence of the
past in the absence of the present, and that ruptured the narrative.

The aesthetic capacity of chaos that has been endured by literature sans
atheory for literature is in itself ajourney towards chaos. Literary texts that
embark beyond the spatio-temporal praxis of existence in which they
conceptualised owetheir survival to certain, willing or unwilling, chaotic essences
that sustain the text to be read and reread over the ages and regions. Turbulent
Flow isan audacious attempt by variouswritersto console the cognitive itches
of the readers and ensure them of the capacity of meaning-making even when
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there exists alack of linearity. The scientific field of enquiry in the twentieth-
century encompassed the divergent views of reality. Literature, however, has
articulated the marginal stances of existence from time immemorial to be
empathetic, senditive, and sensibletowardsthe empirical dynamicity of individuas
about whom it is about.

The providence of hopeis eternally towards humanity when the purpose
of literature is sought. In attaining such a sense of belonging, writers moved
towardsthe associative capacity of thereaders. They comprehended the capacity
of the readers to relate to the nonlinear leaps of the narrative exclusively to
providetheimaginative scapeinnumerableindividua shost in their consciousness
even when conditioned impeccably by the linear mannerisms of life. Chaosin
literature adheres to the form and design that causes a literary work to be
existent. It is often beyond the readers and the writers themselves. It is about
humanity.

Empirical experiences of humanity may be curtailed as abnormal if not
belonging to thetraditional linearity of the systeminwhich anindividua isborn
and rai sed. Organic writers accommodate the leap of chaotic endeavourswithin
the text to perforate the taut morality of existence that defies the dissipative
agency of cognition and imagination to be existent exclusively by claiming them
as immoral and decadent to the human state of existence. The immorality of
chaos, as defended by physicists as well, is an unhinged perspective that has
more to do with the morality of the self rather than the morality of the other.
The turbulent narrative may be offensive to the practitioners and protectors of
the linear flow of narrative, but it is dependent exclusively on the person who
witnesses it as what.

Chaos theory in literature celebrates the lack of totalitarian fixity and
reality exclusively to relate it to the dynamics of empirical life and not to the
diagrams of aliquid boiling in a vessel in perfect circles splitting right in the
middle at the surface. Reality is raw, ugly, and thawing with imperfections,
because thefissuresof dissipation arenot eternally departing towardsimmorality
but often a different morality that is subjective, highly, to the parameters with
which consciousness visits them. An individual’s morality may be posed as
immorality in asystem dislocated by time and space.

Chaos, thus, emphasises on the organicity of experience that may not
alwaysalready be encapsulated in the terminol ogy of expression that isflaunted
by the isolation of morality in any system. One should, as one must, imagine
chaos as a dialogical embrace of stability and instability with the intent to
celebrate thefluidity of static variablesand consonantsof life. It may beugly at
first, and in the last as well, but then what is beauty? One must ponder.
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Between Hammer and Pen: Variegated Hues of Gurdial
Singh in his Autobiography Kya Janu Mai Kaun

Jaishree Kapur

Ever sincethe Socratic dictum of “Know thyself”, St. Augustine's supplication
in Confessions” | beseech you, God, to show my full self to myself”, W. B.
Yesats's claim “| begin to study the only self that | can know, myself, and to
wind the thread upon the pern again” (Mythologies 364), Mahatma Gandhi’s
appeal in the introduction of Sory of my Experiments with Truth, “What |
want to achieve, what | have been striving and pining to achieve these thirty
years— is self-redlization, to see God face to face, to attain Moksha’, and the
emergence of subaltern autobiographies that attempt to assert one's margina
self, the genre of autobiography has traversed along way to self-explore, self-
understand and self-construct.

The notion of self-knowledge or atma jnana which has been one of the
coreelementsof Indian Metaphysicsisusually what the genre of autobiography
intends to capture. Within the western literary tradition, the traces of modern
lifewriting or autobiography that emerged during the sixteenth and seventeenth-
century emphasised on the notion of self asa* unique historical identity” (Smith
21) witha" conscious awareness of thesingularity of eachindividua life” (Gusdorf
29). However, while the high modernist and New Critics gave privilege to a
knowable self that isaunified entity, the post structuralists and postmodernists
emphasi zed creating versions of self asfragmented, de-centred and unknowable.
Psychoanalysts such as Jacques Lacan described self in terms of a continual
flux that is both transformational and discontinuous, C. J. Jung extended his
arguments to explicate human entity as a process instead of a settled state of
being. Interestingly, within the genre of autobiography, the possibility of human
identity constructionis contingent upon the notion of the narrative discourse of
the person-protagonist. If anarrative discourse according to theoristslike Mikhail
Bakhtin views human beings as alwaysin the process of making themselves, as
rejecting any definitive or fixed version of identity, thenlife narrativestoo, become
open, unending and availablefor multipleinterpretations. It becomes pertinent
to recall the famouslines of Bulleh Shah at this point:

Na Mei Mullah hu Masjid Ka

Maslak Kufr Nahihai Mera

Saathi Mai Nahi Ache Buro Ka

Mai firoon na mai musa

Bulla Kya Janu Mai Kaun (Epigraph, Singh)
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These lines appear as an epigraph of Gurdial Singh’s autobiography and the
phrase “Kya Janu Mei Kaun” indicates that the author identifies himself with
the philosophy of Bulleh Shah that is premised on the rejection of any fixed,
compartmentalised and rigid labelling of his identity within a prescribed
framework. Thisrefrain from limiting hisidentity allows hisreadersto witness
multiple facets of the author during the journey of his life narrative. Gurdial
Singh clearly underlines the objective behind writing an autobiography: he
separates the artists or authors from the common populace to underline how
theformer areborn with a“ streak of madness’ because of which every incident
leaves an indelible impact on them. By employing a couplet from Sant Kabir,
“Sukhiya sab sansar hai, khaveaursove; Dukhiya bas Kabir hai, jage
aur rove” (Singh 358) he underlineshow a*“thin-skinned” artist will continueto
“stay awake and weep” till the time suffering continues in the world. Other
than the major and minor incidents of hislife, he has been born into aparticul ar
family, aparticular cultural landscape and aparticular society—all thesefactors
that constitute hislocation has been the source of inspiration for hiswriting. It
is perhaps pertinent to remind ourselvesthat by the time he finished writing the
second part of hisautobiography, he was conferred with the prestigious Padma
Shri award in 1998 and the highest literary honour, the Jnanpith award in 1999.
Itisremarkable that throughout his autobiography, he doesn’t mentionasingle
award or honour asif they do not hold much relevanceto hisjourney. However,
he realisesthat an autobiography iswritten when a certain section of readersis
so invested in a personality that they have an urge to know the individual
responsible for creating these literary works. As a skilled author who is highly
awareof thewriting styleemployed inthisgenre, healmost theorisestheinterplay
of fact and fiction in the following words:

In this sense, autobiography isan amalgam of half-truthsand fiction.
First of al, the author of the autobiography selects those incidents
that influenced him the most. Then he evaluates the literary
significance of those incidents. These two steps are easy. But the
next step israther difficult. At thisstep, in addition to evaluating the
importance of past incidents, he has to recreate them from the
perspective of his present views, feelings and attitudes. It hasto be
done in such away that, while retaining the factual status of those
incidents from the past, the added fictional elements may give an
artistic form to the particular event—a form which augments the
perception of deeper meanings of lifeand leavesaspecia impression
on the mind of the reader. (Singh 5)

His autobiography has been divided into two sections, Pehli Dehi and Dusri
Dehi, indicative of the two phases of his life. The first phase resembles a
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memoir of past incidents, anecdotes, places and people that came in contact
with the author during his formative years. Interestingly, though the author is
the narrator here, heisnot the protagonist. Instead of him, the people associated
with him are highlighted while he maintains the position of an acute observer.
He reminiscences about these episodes as several “micro-narratives’, a
technique he followed throughout his literary works. The transition from
childhood to adolescent years also alters the narrative strategy as the focus
gradually comes closer to the person who triesto live away from his parents,
who is attracted by the opposite sex, who relishes the little moments in the
company of hisfriendsand bear the pangs of separation from themin thewake
of communal disharmony. During the second phase of hislifejourney, he first
becomes a skilled blacksmith and carpenter and then makes a departure from
hisfamily occupation. Documenting the persona account of hisstruggles, scarcity
and growth through the disposition of his skills and knowledge, he becomes
both the narrator as well as the protagonist in this phase, underlining in other
words, the completion of his transition from one phase to another. Between
these two phases of hislife, he mentions awell-renowned Punjabi proverb:

Bandia teria dus dehia,

Iko gayee viha, nau kidher gayia

[Man, life has ten phases fine,

Thefirst one blew you away

Where have gone the other nine?|

[Asquoted in the English translation] (Singh 185)

Out of the ten phases of a person’s life that the Punjabi folk mentions, he
suggeststhat he has been ableto lead only two phasesin hislife where although
he has changed his situation by becoming a writer and teacher in the second
phase, even at the age of sixty-seven (when he writes this autobiography), he
has not been able to achieve the physical comforts and a certain level of
contentment. Despite hisstruggles, he explains hisautobiography inaninterview
to thefamous Hindi critic Dr. Vinod Shahi by saying, “ Theway lifeisvast and
multi-layered; itisalso variegated and differentiated. | havetried to portray itin
al itsvariety and multiplicity, asbest as| could” (Singh 53). One of thewaysin
which this ‘variety’ and ‘multiplicity’ is depicted by Gurdial Singh involves
different facets of hispersonality that unravel in front of hisreadersthroughout
thestory of hislife. Furthermore, anindividual’slife narrativeisnever completely
her/his ‘own’ in the sensethat it is always conditioned by the cultural context
that has shaped a person. The effect of the cultural landscape of Punjab can be
easily witnessed in his autobiography.

Gurdial Singh was born on 10" January 1933 in a village called Bhaini
Fateh near Jaito into a family of Ramgarhia Sikhs. At the onset of the
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autobiography, readers come across the naive carefree world of a child who
has been deeply attached to the culture and soil. Going back in time, the author
recallshow merely at the age of three, he used to sing Punjabi coupletsin front
of hisfriends and afew yearslater, revel in inventing new gamesin the lap of
nature. The young Gurdial also grew up listening to the stories of his taya,
which impacted him so much so that they would |ose their form, becomefluid
and intermingle with each other in his dreams. Asachild, he had the ability to
convert real incidents into convincing stories in front of his friends asin the
case of his tayi’s fits where she cursed the chowdharies (which has caste,
classand gender implications). Thispreoccupation of employing red lifeinstances
as a catalyst to ignite one's active imagination has been employed by him
throughout in hisliterary oeuvre. His genius as a storyteller can be traced not
only from the manner in which he suffuses hislife narrative with myths, customs
and anecdotesbut al so with characterstelling storiesto each other. Furthermore,
the cultural storiesrooted in thetraditional narrativesof Punjab likethat of Jani-
chor, Roop-Basant, Nal-Damyanti and Sohni-Mahiwal are scattered over his
autobiography. In the article, “Narratives of National Identity as Group
Narratives: Patterns of Interpretive Cognition” (2001), Carol Fleisher Feldman
explicates profound connection between our personal stories, cultural stories
and the governing thoughts behind the larger fabric of the narrativeitself. The
vital rolethat culture has played in shaping Gurdial Singh asanindividual can be
witnessed from passing references to the River Jhelum or the Mawai dialect
spoken by several characters throughout the Hindi translation of the
autobiography. By extensively employing quotesfrom Gurbani, Quissas, local
songs, folk stories, couplets, idioms, local phrases and anecdotes, Gurdia Singh
underlineswhat Brockmeier and Freeman calls, “thefolk psychological canon”
(Freeman 288). His narrative is replete with ideas from Baba Sheikh Farid
Shakrganj, Guru Nanak Dev, Bulleh Shah and Amrita Pritam, and highlights
how the vastness of Punjabi literary tradition hasinfluenced hisliterary genius.

By the virtue (vice?) of being born in a family Ramgarhia Sikhs, who
were considered ‘ backward’ artisan clans dueto their traditional occupation as
carpenters, he occupied amarginal statusinthe socia hierarchy, animpediment
he endeavoured to transcend throughout hislife. It is because of histraditional
family occupation that his name was struck off from the school when he was
merely in the sixth standard, he was made to work for more than fourteen
hours in a day as an apprentice to his father and hold thrice the amount of
weight of his body on his shoulders. Going down the memory lane, he recalls
how ashamed he felt while trying to sell menial wooden items on the road and
sitsin absolute passivity astearsroll down hiseyeswhen heis caught by one of
his school friends. When at atender age of thirteen, he was burdened with the
family responsibilities as a husband and son; as afather, it became even more
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difficult for him to work laboriously as a carpenter or to makeiron trunks. Ina
documentary produced by SahityaAkademi, K. Satchidanandan underlinesthe
relevance of hard physical labour in the literary corpus of the author which
empowers his charactersto revolt against the i njustices enmeshed in the social
system and this emphasis on hard physical labour is a direct consequence of
the location of the author. Readers witness how his frail shoulders were not
only burdened because of the family responsibilities and economic deprivation
resulting from extreme physical labour, but more importantly, the work also
lacked any sense of honour or dignity. To add to his dismal worldthe physical
and emotional pain suffered by him were considered mere excuses of aslacker
by hisfather. The constant tantrums and societal pressure created by hisfather
at one point even made him feel suicidal. Hisdecision of discontinuing thework
of hisfather on the one hand and rekindling hislost lovefor education under the
guidance of hisschool Headmaster Madan M ohan Sharmaon the other, allowed
him to take adeparture from hisfamily occupation aswell as* carve’ adifferent
courseof lifefor himself. Itispertinent to notethat the rejection of histraditional
family occupation also hasimplication in terms of caste as occupation playsa
major role to keep the caste hierarchiesintact. In hisarticle, “Gurdial Singh: A
Storyteller Extraordinaire” (2012), Dr. Rana Nayar opines: “An inveterate
progressive, he subscribesto the Darwinian notion of continuous, uninterrupted
struggle with the environment/circumstances and also to the positivism of the
evolutionary principle minusitsruthless competitiveness...” (Nayar 13.)

This observation becomes relevant to understand Gurdia Singh's entire
life story too asthis ‘ continuous’ and ‘ uninterrupted’ struggle continues even
when heregjectshistraditional family occupation asacarpenter. It isnoteworthy
to recall that he left the work of alabourer after single-handedly finishing the
task of three months in one month and generating five hundred rupees for the
family. However, even after struggling to clear the matric exam after agap of
many years and getting appointed as a primary school teacher, he managed to
procure only sixty rupeesfor the family, apaltry sumthat led himtoindulgein
trand ation projects, churning out atranslator in him which remindsthereaders
of his commitment towards evolving irrespective of the circumstances. In an
interview to the Malayalam writer, Dr. Arzoo, herevealsthat hedid not translate
his works due to some external inspiration but because he earned sixty rupees
asateacher and “...it wasdifficult for meto run the house” with it (Singh 71).
Even when he was appointed as a lecturer, he earned three hundred rupees
which were inadequate to meet the higher educational needs of three children
along with their marriages, an impetusthat shaped him to view the ‘ microscopic
visons' of life and fostered him to become a short story writer in 1955 and a
well-known novelist by 1968. Histeaching, writing and trand ation projects kept
proceeding simultaneoudly. He retired from Punjabi University, Patiala as a
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reader in 1995. In an interview to Dr. Vinod Shahi he asserts, “If | had not
wielded a hammer, chisel and axe, | wouldn’'t have had so much of physical
strength as | have now. And probably, in that case, | wouldn’'t have wielded my
pen with the same sort of force” (Singh 50). It is because of this arduousness
that he has been able to garner such scholarly acclaim.

Intheessay, “Metaphysicsand Narrative: Singularitiesand Multiplicities
of Self” (2001), Rom Harré explicates multiplicity of self inthe second category
which is continuously changing, not merely through “skills and powers” that
might become stable but because, he argues, “knowledge is always being
augmented” (Harré 62) and reveal s how acquiring anew manual skill requires
learning which leads to changes in the nervous system of the learner which
constantly mouldsthe self. Gurdial Singh not merely acquired the skill of holding
ahammer and a pen but his childhood artistic impulses later manifested itself
through the immense mental satisfaction received after holding the paintbrush
tool as he craved to spill myriad hues on the canvas—a metaphor that can be
employed to understand the canvas of hislifeaswell. Unfortunately, dueto the
economic constraints, he could not incur the cost which painting as a hobby
demanded but neverthel ess, managed to somehow give private classesof painting
to students and make portraits of Gurudwarasfor the school inspector, therefore
fulfilling his desire to paint while simultaneously evolving himself. Another
dimension of his personality is revealed in front of the readers as he unfolds
how he learnt another art form by Dr. Bhatti who used to make idols from
plaster of Paris which fascinated him to the extent that he himself sculpted
Tolstoy’s bust and abeautiful naked woman. Readers are gradually acquainted
with different shades of an artist in his personality from his formative to the
mature years.

I nterestingly, within hisautobiographical journey, the motif of journey itself
recurs throughout his narrative. He can be witnessed as somebody who
constantly travels—to physical placesin search of work against which he gets
insufficiently paid, to teach, to training programmes, to find the burnt houses of
lost friends in the wake of partition of Punjab and ultimately, in his memories
that keep revisiting him from time to time throughout the journey of hislife.
While reading his autobiography, one observes that he not only revisits his
memory lane, but often juggles between incidents of the past that renders him
sentimental, anxious or sometimes even gloomy, but he doesn’t shy away from
accepting his feelings in the present and therefore, consistently forges the
journey.

In the documentary titled, Kalm Da Safar (2020), Gurdial Singh mentions
thevital rolethat histeacher Madan Mohan Sharmaplayed in shaping himinto
the person that he eventually became. Sharma painstakingly brought Gurdial

236



indraprasth

back to academics, took care of him when he fell ill before his matric exam,
warned him against continuing histemporary teaching job at aprivateinstitute
and instead asked him to go for higher studies. Calling himself Gurdia’s ' foster-
father’, he even asked one of his studentsfor ajob for Gurdial. Gurdial Singh,
in turn, played the role of atrue disciple as he passed on hisjoining letter into
the hands of his teacher with eyes full of gratitude and tears.

While his teacher and taya were his support system during the difficult
times, in afew deeply moving momentsin the autobiography, herecallshow his
family as an institution failed him as none of the relatives, not even his father
and mother came to ask about their whereabouts in years. The incident where
hiswife offersher Saggi Phul, the traditional emblem of prestige for awoman,
to be sold to buy milk for the children is marked by his emotional and
psychological turbulence. Instances such as these left an indelible mark on his
psyche and when he employed them as inspiration for his work (short story
Saggi Phul in this case), he gave voice to the larger marginalized sections of
the society. Thislifelong preoccupationwith portraying theworld of marginalized
has been clearly borne out of his own personal experiences. In fact, his entire
literary oeuvre reflects his deep commitment as a ‘critical realist’, a category
borrowed from Gyorgy Lukécs that he willingly aligns himself with. His most
acclaimed novel, Marhi Da Deeva (1968), became a landmark work in the
history of Punjabi literature for its successful attempt to throw light on the
suffering of thelow caste sections of the society which jolted the consciousness
of its readers as much as his autobiography does. The novel has been adapted
into an award-winning national film with the same name by Surinder Singhin
19809.

MARHI DA
DEEVA

o e e -

Figure 1. Poster of Marhi Da Deeva (1989).
Courtesy: National FilmArchivesof India.
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Figure2. Collage of stillsfrom Marhi Da Deeva (1989).
Courtesy: Nationa FilmArchivesof India.

In his autobiography, the personal becomes a pretext to unravel the collective
ashe creates such aminute picture of the social, religious, political and historical
milieu; he also becomesacritic of the prejudices prevaent in the society. Being
aminiaturist, he delvesinto thedetails of stifling caste prejudices, of malpractices
by sevadars within Gurudwara because of which he could not continueto sing
asaraagi in keertans, of political parties murdering their own party members
as aconsequence of religious bigotry, of the effect of the second world war on
ordinary men in villages, of the nostalgia of alost ‘Lahore’ in the wake of
Partition and of the gory details of slaughtering in the name of religion on each
side. It is beyond the scope of this paper to consider the entire background
against which he paints his autobiography but it becomesimperativeto reiterate
that his social interactions and an acute observation of injusticesimpelled him
to portray the world of the marginalized and oppressed sections of the society
inhisliterary works.

NS Tasneem in “Tradition and experiment in Punjabi Novel” (1974)
mentions, “A streak of sadness runs through all his creations...They [his
characters] have become hypersensitive in an unkind world. They are full of
passion, anger, hatred and jealousy but deep down in their souls there stirs an
intense longing for the soothing touch of love” (14). In asimilar vein, against
the personal crisis and barbaric external world that the author creates in his
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autobiography, some of the most appealing moments that present a “ soothing
touch of love” appear through simplest humane gestures which had indelible
impressionson him. When heisreminded of histaya’swordsat alifethreatening

moment, when histayi slidestwenty five rupeesinto his pocket without saying
aword about his financial condition, when Sharma has tears in his eyes after
looking at his joining letter, when a comfortable silence prevails between the
husband and wifein the times of crisisaswell asin peace, when he throws his
little girl up in the air who starts clapping in a moment of ecstasy, when he
tastes desighees weets as a primary school teacher after a lapse of many
years, are some of the many experiencesof Gurdial Singh that formsthe essence
of the person that he was.

Singh had been ableto mould himself into several roleswithout conforming
to any one of them and simultaneously document these experiences with an
objective eye of thewriter. Such an endeavour is contingent upon the ability to
surrender the pomposity of the self that manifestsitself in terms of ego. In the
words of the author, “Until a writer gets rid of his ego, he cannot reach the
depth of his own experience or his context. An ego islike a stone wall beyond
which you cannot see anything” (Singh 52). Randal Collin in Theoretical
Sociology (1988) assertsthat “We are compelled to have an individual self, not
because we actually have one but because social interaction requires us to act
asif we do” (256). Keneth Allan’s article, “A Postmodern Self; A theoretical
Consideration” analyses Collinsarguments on multiplicity of self by claiming,
“people play multiple and fleeting roles at any one given time and that those
roles may be played in doubl e fashion, simultaneously enacting and distancing
one's self from the role. Thus, multiple, fluctuating, and situational selvesis
normal” (3). Interestingly, his life itself can be understood as a mosaic of
‘variegated hues' which is seen differently by different people at different
juncturesof hislife. Besides playing therole of ason, husband and father in his
personal life, he became a future raagi in a Gurudwara for his uncle, a mere
slacker for hisfather, a skilled labourer for histaya, an emotional support for
Sarlaand Pushpa, adiscipleand ason for Sharma, atraveller for elderly people
yearning for alost Lahore, alost friend for Basheerain the wake of Partition,
apainter for the school inspector, asculptor for Prof. Bhatti, atrandlator for the
publisher of Gorky, aninvaluable Professor at Patiala University and one of the
greatest writers of our times. Heisat once all of it and none of it, leaving vast
interpretive possibilitiesfor hisreaderswithout conforming himself to any singular
unidimensional identity. Commenting on hisautobiography in aninterview to Dr
Vinod Shahi he says, “. . . you must figure out for yourself as to what kind of
person | am” (Singh 50). This reminds the readersto think more about thetitle
of his autobiography: Kya Jaanu Mei Kaun.
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Tailing the Tales of Love: Reading Rendition as
an Extension of Imagery in the Select Compositions
of S.D. Burman

Chetna Nassa

Humanity isuniversal and brings peopletogether, morethan religion ever did. It
is needed to sustain and nurture people through the permutations of life. It
becomes essential to address the ebb and flow of life and never allows the
stench of stagnant ideologies to gain any degree of importance. The select
songsthrough their lyricsand inherent melody present humanity asthe ultimate
design of love. Ranging from affection to passion, from the spontaneous
expression of embedded emotions to the pain of a yearning heart, each song
hasajourney of itsown. Enjoying the sombreness, splendour and textual grace,
compositions of S.D. Burman areinfused with joy and sorrow as elements of a
compositewhole.

The aliance of the two cultural surges of his parental origin, combined
with the hues of the mysticism of folk songs, rural and bhatiyali, nurtured by
theindulgent setting and environment of East Bengal and Tripura, aided Burman's
cultural growth and musical exploration. Intherestful night, when theflickering
birdswere lulled beside the stunted trees, knotted in their ssumber, there was a
sense of tranquillity in people’s mind which made them ook for not resources
or relief but for silence and truth, or the flute they had heard before in the
meadows nearby, asthelonely farmer aligned himself with atree, having earned
hisday’slabour, the song comforting hiswearied self. Itismusic, rhythmiclike
the pulsating loom, like his heart entwining the chords with his wisdom that
would foretell his prospect on ajourney to attain his God in music.

Young Sachin, later celebrated as the genius Burman Da, sitting alone at
night would smile at this moment of epiphany and let all music present around
him, the chatter of birds, glistening waves of Durgabari, the unfurling ragasin
his structured nursing of classical music, and his defying chase in the mud
spattered lanes after the Baul singers nurture his soul, for it was an expedition
to absorb generously what his surroundings had to offer in the form of music.
The natives of rural Bengal had in their own way sown the seeds of happiness
and suffering into the rustic tunes of the mystical colloguialism. With the newly
formed understanding of music, attuned with the ideals of Indian customs,
classical musicwith afineblend of rusticity of folk tunesfrom the muddy lanes
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by the Durgabari shore, the artistic quality and aesthetic susceptibility of S. D.
Burman’s music then received wide attention and unchained him from the
confines of the structured practice of classical music of hisroyal lineage.

Life's longing for itself — that is what a fine piece of music reflects
through its harmony. Hindu mythology offers the divine concept of Darshan
which is not just seeing a particular person or visiting a religious place but
experiencing of thereality of an idea, something higher and beyond, defined by
its aspects of eternity, sublimity, infinity, and absoluteness; the substantial and
theinternal in absolute connect— that is Darshan. Man will not find God if he
touches a specific stone, but he has the ability to connect with something or
nothing, sizable or ordinary, rare or every day, connecting with every inch of
space and reverting. Even a breeze blowing — what does it do to the person
feeling it and the entire space around, that iswhat is so magical about human
life and human spirit — a slight bump, faith, an acknowledgment of humanity
and being, time and its constant change, that isthe path towards adivine cosmic
reality, a harmonious totality that leads to Darshan.

Composing al of histunes through humming and murmuring of melody
and lyricsto himself, hewould respond to hismusic with the emotional inspiration
of the moment when alone. Enriched by the sacredness of these melodies,
these excerpts from the narrative of hislife stated above, trace the historicity
of theinstitution that S. D. Burman was. The paper is an attempt at tailing the
talesof loveinitsvariant formsthrough the study of selective compositionsand
renditionsof thelegend S. D. Burman, where hisrendition becomesthe extension
of imagery in the songs.

Music, when played using an instrument, creates its own energy, a
continuous motion, which does not stop in an instance when the harmony moves
back to bass. So to balance the harmony of the entire piece coda is used. An
Italian word with its literal trandation as ‘tail’, coda means an end piece of
something. For musical purposes, codaisrequired to reflect on the major portion
of the movement in some new way, like insightful commentaries, dramatic
reverse, or for acquiring a more harmonious ending.

S. D. Burman'’s rendition of his selective songs such as “Sun Mere
Bandhu Re’ from Sujata (1959) or “O Re Manjhi” from Bandini (1963) or
“Wahan Kaun Hai Tera” from Guide (1965) and “ Safal Hogi Teri Aradhana”
from Aradhana (1969) majorly deals with the female protagonists and their
varied emotions. These songsare like the coda in the narrative of the respective
films where the rendition itself becomes important, elevating the entire
composition, and al so balancing the storyline of thefilm. It mitigatesthe tangent,
thus altering the curvature of the story. With an autonomous standing of their
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own, these selective numbers would act as a fulcrum and change the entire
story of the film or steer it in a new direction like in Sujata and Aradhana or
act asaclimactic backdrop in Bandini or foretelling the fate of man in thefilm
guide.

A melody that breaks the barriers of the mundane and moves towards
harmony of the uncertain to grapple with the randomness of the concept of
love, the paper also traces the flow of thistraveller; addressing the question of
what makes S. D. Burman'’s rendition, a medium of interpretation with an
expression of the idea of love in its varied forms that is comprehensive yet
generic shall be the core attempt of this work. Studying the selected songs,
their narratives, composition and rendition, where nature was a constant
presence to inspire yet be a listener and to communicate through its various
elements. A poetic landscape offersitself most willingly to an interpretation as
asymbolising facet of man’'s inner being, where these stars and the river and
the moon are but the agents of the divine force of nature that is ever-present as
a companion for this unquenched soul as he wanders through the exotic
landscape where love is ever-present.

Starting with the fundamental concept of love and analytically exploring
the three stages of evolution of the concept of love through the human contours
as variables, participants and evolving entities, the analysis in terms of its
hypothesismovesfrom concreteto abstract, i.e., from beinginlove, thetrgjectory
of love and the experimental abstractions as an evolving concept of love. A
rebel isonewho’srandomly dissociated with the normsand the normativelove,
as ahuman manifest isredundant semiology of defined relationships and thus,
normative. On the other hand, experimental love israndom and thus, abstract.

Various forms of love and the evolving idea of the lover-beloved surface
when dealing with the selected songs and their context in the respective films.
Sujataisthewild, fleeting soul whose path ishindered by the obstacles of social
ill such asinequality yet, in contrast to this hierarchy, in her expression of love
through the song, we hear a sense of equality of emotional intimacy in the
relationship of man and woman wherethelover isnot just asaintly figure but a
friend (bandhu), a soul mate (mitwa), who is also a constant companion in this
journey of life (saathi).

When a composer and a musician of his stature experiments with the
attained knowledge of music and givesit an expression of thought and musicality,
itisonthelevel of ideological elevation that the maestro traverses through the
depths of knowledgeable oceans, thus finding the most precious of pearls. The
dilemma that comes along her birha finds its root in the displeasure and
restlessness that surface due to the distance:
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Mann ki kitaab se tum, mera naam hi mita dena
Gun to na tha koi bhi, avgun mere bhula dena
Mujhe aj ki bida ka, marke bhi rehta intezaar. (Tiwari 31)

Philosophy and poetry, as understood, are not opposed to each other, as Keats
establishes about beauty being truth (philosophy) and truth resembling beauty
initsvaried facets (poetry). The conceptual wholethat isformed with no dualities
inasynopticideathat isformed which bringstogether all termsand relationsis
a ground for spiritual vision. There is a constant struggle to reach from the
finiteto theinfinite, aiming at the spiritual core of beauty on earth that strives
for the beauty of the divine. Moving towardsindividualised reality or common
reality from personal angles, philosophy aimsto resolve and concretise, while
poetry aims to infuse and strive for abstraction.

Music and poetry attune our soul to the world. Aside from these native
influences on his music, there was an individualised philosophy and personal
interiority in Burman Da's music that blended many kinds and shades of love,
and revealed their harmonic interplay, as of light and shadow, or of shifting
colours. These diverse expressions of devotion, versified or deciphered through
music, often overlap in these songs, but the moments of creativeinspiration are
often recognised as a site for aesthetic offering to the divine or a dialogue with
it, though more often it was amotivational striving for the journey to achievea
purpose beyond the personal.

In profundity of the entailed emotion and sincerity of expression, they are
matchlesswhen Shailendracombinesin hislyrical versesthefiery imagination
and poetic intensity of the romantic sense of beauty. Yet intheir rhythmiclyrical
flights, they never fail to remember the world and its needs. His songs sing of
love, chanting tranquillity and serenity, calmnessand mystical solace.

Sensual and devotional formswhen combined in the unified state of love,
the songs that celebrated thislove grew as much in subtleness, asthey grew in
complexity. In these poignant tales of love, one could trace the desire to give
oneself and the anguish of not being ableto give oneself likein Bandini, “Mere
saajan hai us paar, mein mann maar hunisspaar...” or shades of separation
and sublimation of that pain when we hear wistfulness about love lost through
death or estrangement; we get a sense of love's deathlessness in one’s own
memory-filled mind as in Aradhana, “Safal hogi teri aradhana, kaahe ko
roye...”; or of unspoken words being expressed through singing (or flute-playing
as a metaphor for music and grace) like in the classic film Sujata, “Hota tu
peepal mein hoti amarlata teri...”; and we hear of unrequited love and of
past or love lost like in the film guide, “Beet gaye din, pyaar ke palchin,
sapna bani wo raatein...”. The songs witness the tales of love and longing
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that resound the yearning and parting but moreimportantly their beauty in the
journey of lovewith the silences of those memoriesin thistravel that accompany
the beloved, the Aradhana continues.

A great piece of artwork more often or not hints at the fact that there is
something, in the vicinity or at a distance, in the form of imperceptible and
inexpressible‘ other’, which isof much more significance than what isavailable
for our sensual perception. In our apprehension and delight of this, we almost
overlook the particul ars of adefinite work of art and move beyond theminto a
state of silence for it addresses not the ear but the spirit. In his stimulated
moment of creation, he sought after giving expression in music and words to
that other indefinite and yet dominant music which existsasit is.

With all recognition that filmmaker earns and deserves, herein the selected
films (Sujata, Bandini, guide and Aradhana), it is also the soulful melody and
rustic unearthing of those deeply embedded emotions of awoman’s heart that
S.D. Burman, as a musician, tackles with his composition and rendition. The
aromaof rural Bengal in Burman Da svoiceisso lingering that oneisreminded
of the pathos as it reverberates in Padma Nadir Manjhi and the romance of
thelilting waves, the sewing boats, the dancing oars, and the throbbing heart of
the beloved. These river narratives are co-terminus with these songs that a
contextual reading isnot only desirable but rather imperative. It should becandidly
submitted that at this juncture direct references to these texts as it provides
depth and rigour; it may introduce unigue dimensionswhich may not fall inthe
ambit of the present study.

The manjhi songs are acontemplative journey of awandering conscience,
which flow and march ahead like a lover who is a rebel, the one that never
arrivesat any particular destination asthey arein astate of continual departure.
But every man has his own path to travel and as he wrestles with the idea of
thejourney of hissoul through his harmonic piece of music, he must catch the
decisiveyet peculiar point in his pilgrimage that would ater hisentirejourney. A
life-work of serious aim is naturally developed from the first choice of things
that matter to the individuals, like a certain subject or theory or ideology as a
means of a statement. A fabric is provided, upon the resolution of which, all
changes of mood and occasion and artistic adventure may ultimately rest. The
divergent narratives of hislife converged in hismusic.

Burman’s rendition of these songs about journey adds to the destination
hues of otherwise subtly inserted songs in a narrative that acts like an
equivocation to the entire narration of the film. In Vijay Anand’s guide, the
song “ Wahan Kaun Hai Tera” starts the journey of afilm from the end of a
long journey undertaken by aman who would travel through numerouslivesin
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the course of a few hours on screen. Allah Megh De Paani De, based on a
classic Bengali folk song, inthe composer’svoicewith achoruslinejoiningin,
brings the entire work of film to completion, musically as well as through the
narrative. In many ways, guide was the encapsulation of an entire life.

“Here lies One Whose Name was writ in Water” (23), John Keats in his
epitaph would weave the warps of truth with the wefts of transient nature of
life and its echoes, are heard in the journey of Raju guide:

Kehte hain gyani, duniya hai faani

Paani pe likhi likhaayi

Hai sabki dekhi, hai sabki jaani

Haath kisi ke na aayi

Kuchh tera naa mera, musafir jayega kahan. (Tiwari 52)

Embedded in thefolk tradition, the song fluently transmitsthe mood of someone
wandering in search of one’s own self. Sachin Darenders the word musafir in
multitudinal style, knitting amagical web of music around. Therepeated emphasis
on the fundamental question of existence, the song evokes multiple debates
about the philosophy of life and afterwards that encapsulatesit all. A journey of
transformation iswitnessed in the character of Raju on the grounds of identity
and spiritual alterations.

Like these rebellious poets, the matured sensibility of acclaimed Burman
Dawas an amalgamation of romantic, spiritual philosophy of life and journey
beyond and the innocent lover who would communicate the experiences of
love and loss through his music, turning to a broader canvas of human life, a
higher redlity.

Derridawould put forth the idea that closure was not only not desirable,
but also not possible, and with thisideain mind the river becomes the perfect
symbol, for it never ends; rather it flowsinto other riversand eventually into the
sea. Just like ariver, bound by its straining banks, eventually findsits freedom
merging into the sea, the curiouslifein the otherworld, i.e., us paar isbelieved
to give one his’her own ingeniousliberty with agrowing sense of destiny that is
materialised in the movement of the river to the sea.

With an attempt at versifying the intensity of love that is engrained in
Sujata, Magjrooh Sultanpuri pens down this poetry of passion. It isin the
embodiment of her desiresin love that most intimate and personal associations
surface with the juxtaposition between the exhilaration of youthful desiresand
woe of despair, the passionate expressions of body with the symbolic touch of
nature, “Hota tu peepal, main hoti amar lata teri, tere gale maala ban ke,
padi muskaati re” (Burman 124). Songs of a broken heart have many hues,
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but a heart that yearns for its lover is like a blank canvas with probabilities
infinite. It becomes the site for al creations in abstraction. When a beloved
yearnsfor her lover, itisatwin philosophy of abeloved and adevotee longing
to be united with her lover or the Ultimate One; that yearning is Vandana's
Aradhana.

Kalyani believesherself married to an anarchist stranger who isrebellious
in hisnationalistic outlook, but it isKalyani who istruly arebel inlove, where
shechoosesto devote her lifefor thislove. She hasthisfaith that itisonly inthe
domain of love that she will attain any form of untainted joy and when at the
helm of life preet would steer her boat to send her off to her lover. Thisworld
isbut anillusion to her, but in this effort to find a perfect universe she does not
shun away the actuality in order to seek an escapeto adifferent world, aworld
where dreams create perfection, where faith is real, and no pretence prevails.
Rather whileidealing the other world, she encapsul ates through her character,
varied experiences of life, and does not shy away from feeling and expressing
all shades of human life and emotions creating an emotive spectrum that is
ever-evolving.

Mere saajan hain us paar,
Main mann maar hoon is paar
O mere manjhi abki baar,

Le chal paar. (Tiwari 107)

Thejourney of loveweaveswithin thetextures of un-fulfilment, inevitabletragedy,
to the extent that it ultimately becomes a celebration of the loss. The love, as
one comprehendsis unattainable; it becomes synonymousto an eternal longing
that inspires a poet to celebrate the sadnessin love. But thetruejourney of love
as devotion and suffering is of Vandanain Shakti Samanta's Aradhana (1965),
wherewheninlove sheregjoiceslikeafreebird that isunburdened in thisbrittle
world with the newfound wings of passion and happiness in the form of love.
But shetruly embarks on her journey when sheloses her lover Arun who, after
a brief episode of romance, dies in a plane crash and Vandana is all alone,
heartbroken and pregnant out of wedlock. His family rejects her too, but it is
with her father’ sdeath that shetruly isall alone, in want and vulnerable. Having
given birth to her son, she puts him up for adoption for a childless couple to
accept him.

Diyaa tute to hai maati, Jale to ye jyoti bane

Bahe aansu to hai Paani, Ruke to ye moti bane

Ye moti aankho ki, Punji hai ye na khoye

Safal hogi teri aradhana, Kaahe ko roye. (Burman 43)

Resolute to be an important aspect of hislife and watch him grow, she accepts
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thejob of becoming hisnanny. A vow to raisetheir son with all shades of virtue
and textures of morality, a vow to keep a dead man’s honour, it's a story of a
‘vow’ madeinlove. It'sajourney of that ‘ vow’ whichisaprocess of transience
that does not limit itself to any arrival point. It appearsto be what soul isto the
human body, where the body acts as a mere catalyst for the eternal journey of
the soul, and the phenomenon continuesto fusetimeinto astate of perpetuation,
a sanatan parampara.

In aesthetically portraying ‘invisible potential’ of a certain character or
ideaor asong or adivision of the narrative, from the selected filmswith strong
female protagonists, a powerful vision is employed that unfolds the hidden
emotional, sociological, artigtic, fictional aswell asfactual portion of thereality.
Sometimes, these songs present in the films not only serve the purpose of
entertainment, but also accent the curbed voices, or challenge the injustice
being done or very tactfully, express a certain character’s heartfelt emotions of
joy or sorrow, grief or merriment.

Meticulously embroidering the song, one traces in the complex human
emotions the textures of sadness with unalloyed innocence and hope for life.
With intentionsto move away from dimensions of thisworld of common sense
and practicality, these songs stand out in aform of dua or prayer to safeguard
humanity and man’s unblemished innocence. Efficiently contributing to the
thematic potential of the films, these songs also add to the aesthetic frame of
the entire narrative, where Burman Da had the tragic capacity to align with the
emotional vibrancy of the narrative through hisrendition.

Imaginetheideawhere everything isever-changing form, ever-evolving,
ever interacting with its surroundings by means of somedelicatelink likerustling
leaves, flowing water, abeating heart, ayoung girl lost in the spell of her dance—
this all becomes the core of the musical sound. Each movement, every act of
man or nature is a part being played for the unity of multiple illusionsin this
world to form a cosmic whole yet adifferent path chosen by each entity. What
isreguiredisin someway to nurture the continual advancement to this state, to
be recurrently in a state of approaching it, to be moved towards a sustained
approach.

Burman Da's perfect idea of the surroundings was not a mere structure
of thoughtful constructs but a powerful source of sublimity and cosmic energy
beyond the comprehensible limits of our senses, and therefore quiet and calm,
but more genuine and real than many of our sensory experiences. The soil had
something to do with it, the sound of water, and the rain as it speckled on the
earth hardened by the blazing sun. The moving breeze must have whispered to
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him too, as he strolled through the streets, the rising and falling voices of the
components of this universal whole met or watched from afar.

Fragrance and melody have a way of enduring. Facades of names and
faces and people may be forgotten, but atune, ataste, a specific odour and a
heartfelt melody never fades away. It can remain sheltered in memory, to rise
extemporaneously at the most unexpected times. It often happens that a tune
not recollected in years suddenly visits us one day, moving aside all weariness
of the mundane living and accompanies us for the rest of the day in dight
humming.

Intherenditions of Burman Da, words became the tone, emotionstook on
the rhythm, and desires became palpable through the magic of his voice. To
him, exploring thelanguage of musicwasaspiritua journey initself. Thisjourney
took him over into asphere where he put to the test both hisresponseto various
sounds and his beliefs. The traveller delved into the spiritual underpinnings of
thisterritory of music. The foundation being belief and imagination, the artistic
and spiritual heritage above all wasthe most potent binding force.

He attuned his harmony with music of nature, with the melodies coming
from the murmur of rushing water, from the songs of birds, from the rustling of
leaves. Natureisaconstant companion to man, and all novelty and creation are
inspired by its mere presence. Embarking on ajourney of their own, his songs
moved from affection to passion and spontaneous expression of embedded
emotionsandfinaly resided inthe pain of yearning for alost lover and afflictions
of truelove. Thelyricsof these songsareingrained in joy and sorrow aselements
of acomposite wholewhere each song travelsalong the narrative yet surrenders
to the journey of its melody. Enjoying the somberness, splendour, and textual
grace, Burman's music was never without the artistic liberty for changing
occasional notes and merging other innovations.

Sachin, as a young musician, had the courage and passion to choose his
path to travel. When being around the artistic pillars of classical music, he
roamed around the lanes to find his answers in the philosophy of the Baul and
the Bhatiyali music. Not only did he choose the path but also defined the
character of histravel. His songs have an autonomous standing of their own
whereif heard without the visual, one can imagine, through poetic imagery and
melodious scaling of this song, their own Kalyani that seems to tremble with
every emotion of love, every feeling of romance, every pang of longing and
every thrill of belonging.
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Hissongshave an equal amount of sensitivity for thetreatment of landscape,
where heimbues histrees and their rustle, flowers bl ossoming with feelings of
buoyancy giving another visud dimensionto the narrative with sound and imagery
that is very transparent in its poetic suggestion, yet add a layer of complexity
with its depth. The waves of river in Comilla had infused into his singing the
moods of flowing water and the glittering moonbeams playing with their
reflections, but now it was the sorrow of Vandana (Aradhana), the yearning of
Kalyani (Bandini) and Sujata’s desire to be one with her lover (Sujata) that
was reflected in hisrenditions.

Manijhi or the boatman survived as arecurrent metaphor for the guide or
guardian of destiny in varied literature that engaged in the theme of Indian
mysticism or spirituality. With a sense of cosmic joy, they are often addressed
to be the muse and steer the boat of thought or lifein the right direction. With
the cosmic musi ¢ resonating within one’ssoul, onefeelslike apart of the cosmic
whole that’s in harmony with the blissful worship of beauty, like a manjhi or
‘the eternal traveller’, whose ceasel ess motion in ajourney and significance of
change lies at the very core of life. A worship that yearns to escape the
internment, moving towards a sublimelight, asensation of reaching beyond the
constraints of binaries, an energy that finds expression in his songs.

Thecelebration of lossand longing hasto be reflected within the mind and
soul of the lover where the memories of their love are engraved. The aching
heart and the grieving soul shall find peacein the eternal longing of their purest
form of affection and in the journey to fulfill the promises made in love. This
state of unalloyed blissof yearning for thelost lover can never be comprehended
by the mindswith linear understanding. When the memories of love, desireand
yearning become the colours on the pal ette, the final work of art will be nothing
less than an expression of trueloveitself, the journey of love from ‘ melody of
tears' to ‘tiers of melody’.

For in that momentary and intense romantic happening, thereisonly the
outpouring of the heart, but in that poetic moment isthe fulfilment of one'svery
being. The beauty of that moment can only be captured in such elevated poetry
only to be extended exponentially in Burman Da's rendition.

These songs, though eternal in their own capacity, move away from the
timeline after fulfilling their purpose asapart of the narrativewhereit isrooted
inhistory, vision of afilmmaker, tune of acomposer and audience's perceptibility.
But their rendition was such that they kept coming back; revisiting us in our
memories, unannounced, with ever-flowing melody and harmony. The musicality
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of this thought is the journey of that melody and the listener who, travelling
towards each other like lost lovers meeting after ages, sit together and recall.

Kabhi rukhsat hui dhun ko wapas se sunna

Wb wahi khadi milegi gungunate hue

Choo kar uska haath, sadi ki baatein karna

Waapis usey bithana, uski taraf kadam bhadhaate huye. (Puri)
Thus sang Burman Da and his echoes stain the clear water.
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The Curious Case of the Indian Muslim: Assessing
Significance of Physical Spaces in the (re) Definition
of Identity
Hiba Ahmed

The Indian Muslim’sidentity has been in an unprecedented flux ever since the
country was wrecked by the violence of partition. The history of Muslim’s
existence in India, since partition, is pockmarked with events of communal
violence. Theviolence hasbeen of al kinds: socia, political, physical aswell as
verbal, but what binds all of these is the common method in the madness of
violence. This method makes the possibility of its reoccurrence more severe,
and this possibility has nearly always been turned into actuality. Muslims who
have faced physical violence or have watched it closely, naturally redefined
themselves post it, some in order to cope with it, others to save themselves
fromitinfuture, still others asameans of retaliation. But even those Muslims
who are spatially and/or temporally removed from violence tend to redefine
themselves in India with each episode of violence. This paper looks at
contemporary Indian Muslimsand their history post the Babri Magjid demolition
through some major episodes of physical violencethat lead to their re-definitions.
These include Mumbai 1992-93, Gujarat 2002, and the violence that erupted
from the fiasco of the Babri-Magjid-Ramjanmbhoomi case in 1992. These
episodesdidin noway alter thelivesof just the people of Ayodhya, Mumbai, or
Gujarat, but Muslims all over Indiawere pushed behind new borders and into
newer margins. Muslims, asaresult, related to the violence despite their distance
from it, due to the symbolic nature of this violence. The perpetrators ensured
that these attacks were clear as attacks on the entire community even when
only a certain section was actually physically affected.

It has been firmly established that an individual is the subject of severa
overlapping identities; this research paper looks at the factors that have led to
religiousidentity taking precedence over all others. In an atmosphere of growing
communalism, and owing to perpetual alienation of a religious community,
individualswho affiliate themsel ves with the given community, areidentified as
members of that group and also, in turn, begin to define themselvesin terms of
their communal identity. Group identities seem to be formed through and exist
within over-arching narratives that employ events lived through post-memory.
Despite regional, class, and caste differences, the violence faced by Muslims
has led them to feel connected as a community on the basis of their shared
religiousidentity.

| talk of the Indian Muslim as part of a group, the identity of whichisa
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culmination of acommon narrative. This paper analyses how physical spaces
seem to be aninextricable part of the Indian Muslim'’sidentity. In Saeed Nagvi's
memoir, we see how the physical spaces on India’'s map were proof of the
country’s syncretism before the partition. As the discord grew, segregation of
physical spaces became the most pronounced markers of ethnic strife. Nagvi
explains how the conflict in Ayodhyawas “ not (between) two belief systems.
.. but rather the use of religion to expand territories’. What Nagvi says next
highlights the question of status and class, which isgradually situating itself at
the core of the Indian Muslim’sidentity. “1t (the Ayodhya Conflict) was about
status (and) as far as the Indian Muslim was concerned, it was status reversal
all theway” (1). Muslimsin Indiaare especialy the heirsto adivision of land
and reminders of a boundary on the map. With the gradual rise of Hindu
Nationalism, which isfounded on the Otherisation of Muslims, territories have
become ever moreimportant. Ashutosh Varshney talks of the“two simultaneous
impulses’ of “Hindu nationalism” which are “acommitment to the territorial
integrity of India. . . (besides) apolitical commitment to Hinduism” (228).

Ever since partition, the Indian Muslim has been forced to redefine not
just himself, but the spaces he inhabits. Arundhati Roy’s Ministry of Utmost
Happiness (2017) isanovel situated in Old Delhi, an areawhich isunmistakably
Muslim. Roy traces the trajectories of her characters lives within the confines
of the old city, and we can see how religiousidentity isintertwined with lifein
thewalled city. Roy remarksin her novel how some people viewed these areas
“withatingeof relief that Delhi’s Muslim popul ation seemed content enoughin
itsvibrant ghetto. Still, others viewed them as proof that Muslims did not wish
to ‘integrate’ and were very busy breeding and organising themselves, and
would soon become a threat to Hindu-India’ (14). Roy’s commentary on the
condition of Shahjahanabad, the ‘Muslim-area’, and how it is viewed by the
‘outsiders’ can be extended to segregated Muslim colonies all over India. All
these coloniesare similarly called ‘ Pakistan’ by these ‘outsiders’ . The Muslim
in Indiais taunted to be a Pakistani and all areas he inhabits are symbolically
pushed acrossthe border. Rowena Robinson bringsto light ashocking revelation
that highlights the ingrained nature of this Pakistan-phobia. She writes how
she heard peoplein North Indiareferring to toilets as ‘ Pakistan’. Pakistan has
been established as a hate-worthy symbol and associating the members of a
community with it leadsto a*“brutal communal discourse” inwhich all Indian
Muslims are Pakistanis (13).

Almost every scholar or writer who enters the discursive space of the
Indian Muslim’sidentity also entersthe issue of physical spaces. Being called
Pakistan, Muslim spaces are perennially haunted by the ghost of partition that
ensuresthat the Indian Muslim never forgetswhat he hasinherited. Rakshanda
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Jalil in her memoir, But You Don't Look like a Muslim (2019), dedicates an
entire chapter to the area shelivesin. Certainly, she must havefelt it central to
her identity asan Indian Musdlim. Jalil writes, “living in the Jamianeighbourhood
has always been tough . . . an exercisein fortitude.” Though not attempting to
distinguish between aghetto and an ethnic enclave, something that thisresearch
will conclusively answer after a detailed analysis, Jalil laments how “coping
with aghettoisation that is not entirely of one’s own choiceis no easy matter”

(8).

This paper analyses and bases its observations on two surveys done to
access spaces segregated on communal lines. One was done by Rowena
Raobinson and published in 2005 whilethe other was published in 2013 by Nida
Kirmani. The dates of the two books and the surveys entailed are used here to
exhibit their contemporaneity and to realise how thetime-gap would be beneficia
to study how violence affects people who are temporally distanced from it and
those who have it fresh in their minds.

Robinson’sresearch assesses“ the physical re-organization of urban spaces
that has altered Mumbai inthe years after 1992-93 and . . . other cities such as
Baroda and Ahmedabad sites in 2002, of orchestrated attacks on Muslims’
(39). While people directly hit by violence are bound to redefine their habitat
and shift residence, in the survey by Nida Kirmani, we see how people far
removed from violence al so shifted and redefined boundaries. While Muslims
have continuously been pushed to the margins, there now also seemsto be a
voluntary distancing from the mainstream. The growing aienation has led to
the creation of defence mechanisms, which rarely works in anyone’s favour.

Raobinson, in her survey of post-violence Gujarat, studies“the brutal and
tragic re-organisations of self, community, themateria world, social and physical
spacethat are the outcome of communal riots and other forms of violent group
engagements” (19) and“. . . enquire(s) into how Muslim victimsand survivors
reconstruct their modes of being brutalised by actual and symbolic violence’
(22). Robinson’sresearch reveal sthat the Muslim victims of violence not only
moulded their outward symbolsand structures of existence but also re-structured
their beliefs. Tragic as it is, a heterogeneous mass of different individualsis
united by athread of violence. VeenaDas questions, “How does onerender the
relation between possibility and actuality; and further, between the actual and
the eventua ?’ (59). This gap between the possibility of the eventual and the
actuality of it is where group identities are formulated post-violence. While
some are redefining themselves due to actual violence, others do it due to the
eventual violence that has a growing possibility of occurring due to severa
factors. It isaquestion of post-memory that finds mention in Kirmani’s work
when she talks to residents redefining themselves in response to violence that
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they had not themselves experienced but only heard of. Kirmani, taking from
Das, writes how post-memory functions through stories and experiences of
violent eventsthat are passed on from one generation to the next. We see how
these events are employed in the narrative of the Indian Muslims that leads to
a further concretisation of their group identity. According to Kirmani, these
narratives are what lead to the “necessity of living in a Muslim locality, thus
contributing to the construction of shared insecurity and identity — both of
which were mutually constitutive” (85).

It is all aresult of the formation of a narrative that starts at different
pointsintime for different people but connects each of them to an overarching
structure. No Muslim in India (or elsewhere) existsin political isolation, and
thereforeit iseasier to put them all in one category, that of the Indian Muslim,
due to an inevitable awareness of their religious identity. A growing sense of
community isalso being felt asviolent events at theinternational level arealso
becoming part of the Indian Muslim’snarrative. Margaret R. Somerstalks about
the narrative construction of identity in her The Narrative Constitution of
I dentity (1994). She says that several scholars have established the argument
that all individuals* cometo be, who [they] are (however ephemeral, multiple,
and changing) by being located or locating [themsel ves] (usually unconsciously)
in socia narratives rarely of our own making” (606). Somers' idea of ‘casual
employment’ is also referred to by Robinson, who sayswritesitis“useful . . .
in understanding how particular events are converted into episodes in the
narration of group identities’. Thiscomesto light in the descriptions of violence
in the stories of people Robinson talks to. These individuals who have seen
violence up close and personally relate these episodesin different ways, thereby
constructing differing narratives that reformulate their identities. For the
construction of the Indian Mudlim’sidentity, these“ particular events’ are events
of violence that Muslims as a minority have been subjected to overtime.
Raobinson’s survey triesto answer several questions: one of the most important
of them ishow acommunity that is* Othered’ definesitself in relation to those
itis‘Othered’ by. It issimilar to the imperial dilemmawhere colonies forever
struggleto redefine themselvesto rise out of their Eurocentric plight but rarely
do they succeed in creating an identity that is not relational to the Imperial
power. Or how women struggle not to define themselvesin terms of men while
fighting against patriarchy. The story isthe samefor all Others. How Muslims
redefine themselves other than as not-Hindu because this is how they are
described in the dominant discourse that |eads to their Otherisation.

Besides this, Robinson also highlights the difference between how men
and women recount the violence, how they redefine themselves, and how
differently they formulate their narratives. She concludesthat the narratives of
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the male survivors of violence operatein alarger political space and construct
the “image of a community injured and attacked by others and by the State,”
whereas the women counterparts of these men view the same violence more
domestically (34). What Robinson perhaps failsto realise or highlight, due to
an inescapable limitation of the survey, is that such distinctions between male
and female outlook are also the result of class distinctions. Robinson surveys
mostly thelower and lower-middleclass Muslimsin areas rendered unstable by
violence. Thekind of differencein outlooks of men and women seems moreto
do with the degree of political awareness where men are more aware because
of the public spaces they traverse in and women are secluded in the private
sphere. The violence affects women personally because that is the scale they
see it being operated at, while men are (made) aware of the larger scale. This
is also the reason why fewer women from this section would seek to redefine
any fundamentals of their identity. To state it more clearly, people who are
politically unaware, in this case women, are unable to see the symbolism of the
violence they are faced with. They see the violence as not one in a chain of
events but as an outstanding event, which they also think could have been
avoided at their personal level. Tabassum Appaisawoman Robinson interviews
who lost her child in an event of communal violence, and in whose narration we
seethisnarrow view of communal violence. Robinson writesthat in her survey,
she came across several individualswho failed to “ place their losseswithin the
framework of the overall violence that engulfed their city” (62). Tabassum
Appais one such person who views this violence only in the limited scope of
her losing her soninit. Robinson callsthis“domestication” of narrativefor the
reason that it isthe domestic space within whichitis viewed and placed, while
theviolence'strue overall effect existsin oblivion for theseindividuals.

Aresas affected directly by violence, like those surveyed by Robinson,
show an involuntary and forced segregation of spaces. People who could not
afford to shift the base of their homes and work-space were forcibly made
refugees in other parts of their cities. Here we also see how voluntary
segregation, to ensure safety, can act out as a tragic privilege, examples of
whichwe seein Kirmani’ssurvey of Zakir Nagar. Robinson talks of unmistakably
Muslim pockets in Ahmedabad, some of which were created in the aftermath
of the Gujarat violence, while others that existed before were made more
prominent. Talking about Ahmedabad and Baroda, Robinson writes, “in both
cities, Muslim mohallas could be readily identified. Practically every episode
of violence . . . worked to make the spatial boundaries between Hindus and
Muslims a little sharper.” The segregation following violence is always
methodical as several factors make surethe persecuted classisunableto return
in any form, material or symbol. Robinson talks about Juhapura, a Muslim
mohalla in Ahmedabad that saw an influx of Muslims from even elite
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neighbourhoods. Gradually, real estate prices of these areas also increased and
measures were taken to ensure that these areas remained “closed to Muslims,
regardless of class’ (48).

It is worth noting that even though all classes are severely attacked, the
lower class is the worst affected. For many, the violence costs life as well as
livelihood. It ispertinent for the discussion to produce two instances of working-
class men from Robinson’s research here as evidence of the systematic
segregation and the existence of extremely clear-cut boundaries between areas
designated as Hindu and Muslim. Oneinstance involved aman in awheelchair
who used to repair cigarette lighters in the segregated area of Bapu Nagar.
This person recounted to Robinson how he was once threatened by some Hindus
and told to steer clear of this ‘border area’ (47).

The other instance is of an auto rickshaw driver who ferried a passenger
to the Gurukul area. Gurukul is one of the colonies that was completely closed
off to Muslims after the carnage of 2002. It lies west to the river Sabarmati
which Robinson callsa“ symbolic dividefor areasdesignated ‘Mudim’ or ‘Hindu’
(48-49). Once the auto-rickshaw driver set-down a passenger, he was told,
“Abhi Musalmaan ka pul ke is paar koi kaam nahi hai [Now Muslims do
not have any excuse to be on this (western) side of the Sabarmati]” (49).

These instances highlight the untraversable boundaries resembling the
border between India and Pakistan that have been created between Muslim
and Non-Muslim areas in States stricken by communal violence. There are
several Muslim ghettos in all cities and villages of India, but each treats its
residents differently. For instance, the ghettos formed post-violence in
Ahmedabad, Baroda, and Mumbai seemed to shackle those who were forced
toresidewithinit. They were not allowed to leave evenif they wanted toand in
no way did these ghettos accord any security to the residents. They, in fact,
heightened the chances of being attacked as clustered in one place; it was
easier for perpetrators to trigger any sort of violence without fear of harming
any of their own community members. On the other hand, areas such as Jamia
Nagar in New Delhi, which was surveyed by Kirmani, foreground the questions
of choiceand security. In Kirmani’sresearch, amost all the residents questioned
cited security as the primary reason for their ‘ choice’ to reside in these areas.
Though Jamia Nagar and various Muslim-areas within it, like Zakir Nagar,
Batla House, and Okhla, are usually termed ghettos, it seems to be wrongful
labelling; the key issue being of ‘choice’ here. Kirmani calls areas of Jamia
Nagar ‘ethnic-enclaves'. Her distinguishing definition arises from Peter
Marcuse'sdefinitions of an ethnic enclave and aghetto. According to Marcuse,
a‘ghetto’ isdifferent from an ‘ ethnic enclave’ on the basis of ‘ choice’. Where
‘ghetto’ isan areaof spatial concentration that isdeliberately used by dominant
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forces to separate a particular population that is categorised as inferior based
on ethnic or racial characteristics. . . [an] ‘ethnic enclave’, [is] where people
choose to congregate ‘ as ameans of protecting and enhancing their economic,
socia, political, and/or cultural development’ (62).

Thisdistinction isclearly visible in the areas that Robinson and Kirmani
survey. While Robinson traverses Muslim ghettos in areas directly stricken by
communal violence, Kirmani movesthrough the ethnic enclavesof JamiaNagar.
Theresidents' narrativesare atestimony to the degree of choicethat isaccorded
to them due to the different kinds of segregated areas they inhabit. However,
the question we need to ask is, how much of itisachoiceif the people choosing
to congregatein such ethnic enclaves see no other option to ensure their safety.
There are undoubtedly several differences between direct victims of violence
and those muslims who take decisions as a result of their knowledge of the
violenceof whichthereisonly aplausibility of it occurring for them. The actuality
and possibility of violencelead to asimilar segregation of spacesbetween Hindus
and Muslims, and yet the re-definitions are different for residents of both these
spaces. While the dominant tropein the narrative of residents of ghettosistheir
helplessness at not being able to return to their earlier habitats, residents of
ethnic enclaves are focused on how their areas could be made better for
residence asthey usually have no intentionsto leaveit but are bothered by the
lack of amenities. Jalil writesin her memoir while contemplating why Muslims
“comeindrovesto livein some of these over-congested, ill-equipped localities’.
Shesays, “ A great many muslims no doubt prefer to livein Muslim-dominated
neighbourhoods of Shaheen Bagh, Gaffar Manzil, Noor Nagar, Zakir Nagar,
BatlaHouse, Abul Fazal Enclave, et a for reasons of * security’, many | suspect,
do so because they are left with no choice” (emphasis added, 11).

Raobinson mentions an instance which makes clear how the retaliatory
tacticsof thoseliving in Muslim ghettosin violence-stricken areas comprise of
attempts to reclaim their spaces outside their margins. Continuously pushed
behind boundaries, thefear of being attacked exists but iscombated with courage
taking over the persecuted community. When rock bottom is hit, the process of
rising up begins. Robinson talks about a Muslim activist, who is one of many
who refuseto accept the polarisation of spaces. The activist told Robinson how
one of the forms of their protestsisto occupy the spaces they are not allowed
in. They put up protests in areas that they are ailmost debarred from entering.
They say that if they do not do this, they will soon be “forced to remain inside
(their) houses. Not able to go out at all. We have to confront them in those
very spaces’ (Kirmani 50, emphasis added).

Creation of ghettos in India leads to the formation of a vicious cycle of
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depriving Muslimstheir fundamental rightsand privilegesand then feeding into
the same stereotypes that |ead to their Otherisation in thefirst place. Robinson
and Kirmani, both note in the surveys of their respective areas how Muslim
ghettos and ethnic enclaves are markedly different from other areas due to the
lack of basic civil amenities. Robinson notes how “such conditions feed
continuously into popular images of Muslims as dirty and unhygienic and, in
more ways than one, therefore, dispensable” (51).

The distinction is so acute that these deprived colonies could exist at the
border of various posh colonies and yet be extended with no benefits that the
elite colonies enjoy. Robinson saysthat even though all Slumsare more or less
similarly deprived, Muslim ghettos are even more deprived than spaces occupied
by “Dalits and the mass of the urban poor” (50). Kirmani noteshow “. .. New
Friends Colony is quite clearly separated from Zakir Nagar . . . (and how this)
speaks to the conflation of religion and class in the creation of socio-spatial
divisions and the privileging of religion as a marker of difference” (35). New
Friends Colony is an area that offers residence to not just non-Muslims, but
also only those who belong to the elite, upper-middle-class. Issues of religion
and class, therefore, often overlap when segregation of spaces is analysed.
The contrast between such areas as New Friends Colony and Zakir Nagar,
whileit should not, still appears surprising to many. Kirmani quotes one of the
residents of Zakir Nagar lamenting this (un)usual contrast. “We never imagined
that Zakir Nagar would become like this, that it would become like Old Delhi.
Because it was adjacent to New Friends Colony, we thought it would be like
that, that kind of crowd, but now look at the contrast (Sadaf, 31 December
2004)” (Kirmani 46-47).

For Muslims attempting to move up the social ladder in Zakir Nagar would
mean shifting residence to New Friends Colony. This privilege of attempt is
accorded to the residents of a Muslim ethnic-enclave, but not to those of a
ghetto like Juhapurain Ahmedabad. Though class distinctions exist within the
Muslim community, each member of thiscommunity is*Muslim enough’ to be
at the receiving end of ‘suspicion and mistrust’. It is not an unknown fact that
most colonies are unofficialy out of bounds for the Indian Muslim. Personal
experiences of individual Muslims can well be called universal. To recount
Jalil’s attempts at finding a home to live in a non-Muslim colony near her
workplace that uncovered the great divide that had crept into Indian Society.
Jalil writes: | spent ten torturous months looking for a house in nearby New
Friends Colony, Sukhdev Vihar and Sarita Vihar. Perfectly decent peoplein
their perfectly middle-class drawing rooms froze us off when they saw our
business cards or heard our names. Othersreneged on dealsworked out through
property dealers saying they wanted ‘ vegetarian tenants' (11).
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Jalil’sdistress swiftly takesusto Skybaaba s short storiesin hisbook Vegetarians
Only: Sories of Telugu Muslims (2015). The title suggests that it is triggered
by instances of discrimination inthe process of housing for Muslims even though
the book is a compilation of stories covering several themes of the Telugu
Muslim’s everyday existence. Vegetarians Only is also the title of the short
story which recountsthe prejudiced treatment meted out to acouple who roamed
the streets in search of aplace to live. Skybaabatells us this was an educated
couple and the woman also did not wear the purdah, so they did not showcase
any markersof Muslimidentity at all. They also spoke Telugu which made one
of the landlords assume they were Hindus. The landlord tells them without
mincing any words, “| thought you were one of our people going by the Telugu
you spoke. | am sorry but we can't rent out to muslims” (34).

The contrast between Muslim colonies and those others that they are
surrounded by is so acute that the borders between these prominently stand out
without any labelling. The stark contrast between Zakir Nagar and New Friends
Colony istouted as an “ugly disparity” between “pockets of abysmal neglect”
and “oases of privilege” that “exist cheek-by-jowl” (Jalil 11). Saeed Nagvi
laments hisrealisation of thisfact in the epilogue of hismemoir when hewrites,
“we have lived in a state of un-ingtitutionalized apartheid for decades, even
centuries’ (209).

While Robinson talks to Muslims from the lower classes of society, we
see how their issues are markedly different from the Muslims that Kirmani
interacts with. The most important for amajority of residents from the ghettos
in Ahmedabad and Mumbai were questions of survival and hel plessness at not
being able to move out and conduct business as usual. On the other hand, the
middle-classresidents of Zakir Nagar lamented the influx of people from lower
classes who, according to them, were responsible for the decline of the
neighbourhood. The changing demographic of Zakir Nagar turned it from a
society earlier known for the educated middle class to now being labelled asa
Muslim-Ghetto. For this reason, while the Muslims residing in Zakir Nagar,
redefined themselves in newer ways, they made sure they were viewed as
different from the new residentswho were mostly uneducated. This* uneducated’
classis blamed for the area’s gradual deterioration resulting in the residents
unhappiness. If not for this, residing in aMuslim ethnic enclave was absol utely
fine for those who chose to stay there. Kirmani records several residents who
told her how the educated Muslims were moving away and out of the area
because of the growing numbers of this “class of ‘uneducated and ignorant’
people” (48). To quote one Mrs. Rahim from Kirmani’ssurvey, “their numbers
started growing, and they grew so rapidly that we stopped liking this place. The
colony was ruined” (48, emphasis added).
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Thevocabulary used for these residents that the majority distanced itself
from, and therefore ‘othered’ in this process, is the same that is used by the
victims for the perpetrators of violence, and vice versa. When the binary of
‘us’ versus ‘them’ is established, the ‘other’ becomes a faceless mass and
losesindividuality. Itis, therefore, easier to attack and also increase the propensity
of the attack by gaining a symbolic nature. By attacking a part, the whole is
damaged. So, even though the major re-definitionsfor Muslims constitute their
differences from the majority, middle class, ‘educated’ muslims, also
simultaneously distance themsel vesfrom their own community memberswhom
they believe to be ‘ruining’ society. It is intriguing to see how the choice of
giving classidentity precedence over religiousidentity isalso aprivileged choice,
which, despiteitslimitations, still exists. For the members of theworking lower
class, areviolently reduced to just oneidentity, that of being Muslims.

Theresearch paper assessed and analysed how re-defined physical spaces
inthewake of communa violencelead to there-definition of the Indian Muslim’s
identity. The vicious cycle of alienation resulting in a stricter redrawing of
boundaries between ‘us and ‘them’, hasled Muslimsto define the spacesthey
inhabit and being defined by those spacesin return.
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Sights and Sites of Communal Violence: Reading
Memory through Temporality

Chetna Karnani

| saw the debris and debris of all the dain soldiers of the war,
But | saw they were not as was thought,

They themselves were fully at rest, they suffer’d not,
Theliving remain’d and suffer’d, the mother suffer’d,

And the wife and the child and the musing comrade suffer’d,
And the armies that remain’d suffer’d.

- Walt Whitman, “When Lilacs Last in the Dooryard Bloom’ d”

Tojustify the magnitude of itsviolence, war may bejustified in order to restore
the virtuousin theworld, but the discourse of sufferingin ataleasgreat asthe
Mahabharata does not limit to five Pandavas or a hundred Kauravas—for the
catastrophe in the yuddh was not merely of brothers against each other but
also the defeat of soldiersfrom both ends. In this battle of dharma and adharma,
they were merely pawns, and regardless of the side he fights from, the defeat
of asoldier is destined as and when he enters the battlefield. The battle called
Partition may have been locked into a void, but it is certainly not a closed
chapter. These fears and anguish of the Collective are reinforced when such
historical events create ripples across its present. The Hydra that Partition
was, propagated riotslike the Babri Masjid bloodbath, the anti-Sikh carnage of
1984 or Godhra riots of 2002, which were not violent acts autonomous of
Partition, but were reflections of, and also impending channelisations of the
revulsion religious groups had for each other. The histories of these barbaric
acts carried under the garb of religion belonged to another history, and thisis
how violence does not allow itself to evaporate. This Hydra serpent keeps
springing into its multiple dueto indifference and indifferent approaches made
towardsthetragedy of mankind, and great literatureisborn out of thiscollective
human suffering.

A communal tragedy where daggers, blood, and hatred entered places of
worship and still refuse to leave extends its collectivisation to the spatiality of
the present. Three decades hence, extremism engulfed the state of Punjab
during the 1970s. Fundamentalists had begun the separatist movement of
Khalistan, which gained momentum in the 1980s. These separatists, driven by
the collective conscience that their religion was under grave threat, took the
path of violenceto achievetheir means. Asaway to maintain the social integrity
of the nation-state intact, the then Prime Minister Indira Gandhi executed
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Operation Bluestar—the military attack on the holy Sikh shrine Golden Temple
in order to execute Jarnail Singh Bhindranwale and his alies. Between the
crossfire of the army and those rebelling them, thousands of innocent pilgrims
were held captive and killed. The desecration of their holiest shrine and the
killing of innocent Sikhs hurt collective Sikh sentiments. Later that year, Prime
Minister Indira Gandhi was slain by her two Sikh bodyguards on October 31,
1984. As aresult, the assassination triggered subjective and targeted violence
against Sikhsin northern India, majorly Delhi, Punjab and Kanpur. Hindu mobs
with the political support of Congressleaders burnt Sikh households, shops, and
people. Men of each household were pulled out by the hair and burnt alive, and
their women raped. Motherswould chop their sons' hair so that therioter would
not know it isaSikh child. Those whose bodieswere unharmed had their hearts
tittered in pieces. He, who had | eft his heart in hishomeland during the exodus
of 1947, now faced another separation from his people. This time, the Sikh
innocent man was betrayed by his own state. It was Partition again, for the
daggers were out this time too—this time not to kill the Muslim but the Sikh
brother. The moral complexity of the anti-Sikh carnage of 1984 lied in the
impressionistic spreading of rumoursand raising of slogans against Sikhswhich
opinionated Hindu mobsto loot and kill, whererationality was suspended by a
collective hyper-political being. Life was reduced thus to a mere slogan.

Themutilation of Akhand Bhar at was one such problematised propaganda
which carried with itself the suffering of the Collective, regardless of the borders
created on the grounds of the land and the mind. The affliction of Partition is
not limited to the physical brutality read and reread over the years but scatters
over to the psychological and emational capturing per se. Physical brutality is
the lowest form of violence—for once you are dead, you are relieved of the
sorrow. Grimmer isthe suffering which is not physical, for even if the wounds
fade away with time, the scars on the psyche of the survivor remain. Tragedy
isajoy to the man who dies.

Anevent of the past, especially acommunally charged political event like
Partition or the genocide of 1984, can be broadly spoken of, without juxtaposing
into binaries, in two ways—through the historian’s history or the accounts of
the survivor. The portrayal of community or nation’s history will always be
incomplete and astray due to the politics of its representation, and it will only
glorify the oppressor for heisthe onewho holdsthe pen until the victim chooses
to write his own narrative. These narratives in the form of memoirs and
testimonies provide an alternate perspective about the crisiswhich history often
omitsinits narrative. Personal documentations have their gullible nature, but
when intertwined with aesthetics of life credo, they turninto great literature of
suffering. While the official history chooses to ignore the grim realities of the
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unrest, real andfictional narrativesarefragmented and oscillatory storiesinflicted
with silence and often incomprehensible.

History shall always elevate one and condemn the other, but literature
through itsfictional or non-fictional representation puts on the reader’s plate
an often unbiased take on suffering, which transcends from individual to
collective through literature. What makes literature greater than the partial
official history is its palimpsest nature of speaking undernesth the silences.
Each violent upheaval reflectsits past, and for the creation of amaster narrative
of each community that tracesitstrajectory, itiscrucial to unify all voicesinto
asingle social text. The master narrative of the Sikhsin independent Indiathat
absorbs all voices, and even the silences, cannot be created without a little
ateration, delineation, and forgetting of the experientia reality. The amnesia
then also silences the bond between Hindus and Sikhs—which was a long
journey of shared worship and mythology, cultural integration and exchange,
language, and everyday lifestyle. Similarly, the equally close bond that Sikhs
shared with Muslims has been eradicated through the communal violence of
the late fortiesin Punjab.

In a multicultural and pluralistic society like India, the problem of
communalism and religious extremism gained momentum ever sincethe nation
acquired independencein 1947, and simultaneously raised wallsto aland apart
of its own. Post-independence, rising communalism has directly victimised
women and ethno-religious minoritiesin particular. And while each Indian citizen
carriesmultipleidentitiesbased ontheir affiliationsto caste, palitics, andreligion,
unruly becomesthe governance when theseinclinationsturn into ideologiesand
conflictsin the public sphere, staining the very fabric of democracy with the
Saffron and Green of their own.

Literature written on the Partition of Indiaor the Sikh genocide of 1984 is
an exploration of scribed violence through its silences, texts and textures of
which are caught up between speech and silences. The paper attempts to read
how and when memory turnsinto silences and these silences after along journey
of anxiety transmute into courageous articulation. These silences, with time,
gain space into confessions to the Self, and are woven into a social text by the
community’sact of collectivisation.

Violence, of any kind, leadsto two possible conditionings of the victim—
either they withdraw from speech to silence and don’t articulate the suffering
a all, or they live in the denial and nostalgia of the past marked before the
violent disruption. Memory is always collective, and so is suffering. But the
entire act of inflicting the history and triumph of one’s community on the body
that belongs to the other subjects the victim’s body as a contested national and
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gendered space. This collective memory involves simultaneous remembering
and forgetting. And its simultaneity places history and traumanot in the space
of causal factor but as elements that shape the narrative of a heterogeneous
society. Thus, collective memory is the language of traumathat either resorts
to silence completely or confronts colonial or communal victimisation by means
of unified individual narratives, not recollected in tranquillity but amidst the
creaking silences in the chaos of the ‘foreign land’ that the displaced person
continually failsto call home. Krishna Sobti assertsin Partition Dialogues: “I,
wrote Zindaginama thirty years after the Partition, even though | had made
the first draft in 1952. Time is a strange chemistry. First we wanted to forget
and then we wanted to relive the time that was!” (qgtd. in Bhalla 103), which
further problematises the complexities of the displaced refugee.

Trauma, whether in the past or the present never ceases to haunt the
victim. It resurfaces itself in the form of extended hatred, detestation, and
silence as a form of reluctance. As aresult of the colonial hangover, silence
further leviesitself upon both theinstigator and the victim, both for redemption
and reacceptance in the society. Silenceisthe State’s tool to rework and mend
the victim’'s experiential history to mint a master narrative glorious and
unblemished of the displacement of the victim. Asaresult of this conditioning
at the centre, to thrust the voice of the victim majoritarian at the periphery, ina
rather appalling moment of violence, the victim drapes the garb of silence,
voluntarily or involuntarily. It then serves as acoping mechanismfor thevictim,
which ultimately results in them muting their discourse to negotiate the gap
between their pre-traumaand post-traumalife. At the sametime, this muteness
also worksasashadow under which theinstigator victimises. Silenceisparanoia
Silenceisdeliberate. Theideaisto read violence and traumathrough memory,
not histories, the contours of which demand deep and continual excavationin
academia.

Veena Das questions the ways of mourning found in the discourse of
independent India that seek to recreate or alter the world, to this, she
regressively suggests: In the normal process of mourning, grievous harm is
inflicted by women on their own bodies, while the acoustic and linguistic codes
such as that of mourning laments makes the loss public. Upon asking women
to narrate their experiences of the Partition she found azone of silence around
the event (Das 84).

Repressed memory—whether quietened in public or shunned in private,
often operates like amechanism to cope with itstraumathrough the trgj ectory/
reminiscing of pre-trauma memories, some choose to silence their narrative
instead of placing it on the surface. This adapted silence is aso often imposed
on thevictim by the orchestrators of organised violence. Thevictim also recalls
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their personal history through two ways of contesting or romanticising—their
memories of mortification are eventually turned into tales of martyrdom and
these biographies become social texts with the collective nature of memories
of the community. Urvashi Butaliawritesin The Other Sde of Slence (2000):
“It took 1984 to make me understand how ever-present partition was in our
livestoo, to recognisethat it could not be so easily put away inside the covers of
history books. | could no longer pretend that thiswas a history that belonged to
another time, to someone else” (23). The incoherence of social and relational
matrices caused in Indiaof 1947 levied themselves as collateral damageto the
anti-Sikh carnage of 1984, which also tested humanness to redefine morality
and views humankind on moral, ethical, and aesthetic grounds. The discourses
of pre-violence memories, or tales of bravery and victory likein the case of the
Sikh militant discourse, keep the identity of the community alive and preserve
its culture while also simultaneously integrating the history of violencein the
post-trauma memory., The mark made on the victim’'s psyche is undeniably
unalterable, but thisprocess of collectivisation—converging the divergent local,
personal, and authentic histories and cultural collectivisation bridgethegap in
thevictim’'spsyche, trying at the very least to repair theinability to fathom trust
in another individual, providing an escape, however little, from the suffering.
There is solace in empathy when one himself isin a state of negotiation with
the times and spaces he livesin.

The myth, tradition, and history of the community play avital rolewhile
talking about violence and memory. They speed up the communal drive in
contemporary Indiabesides succeeding to uniteindividual memoriesof suffering
into a collective narrative of the community—which does not fade away but
only manifestsitself again in another riot, another violent upheaval. The memory
of the victim is claimed by the community, not through mere historical
factualisation but isalso bases of on the mythical and religious narratives. For
instance, the instigation of riots of Ayodhyalay on the mythical narrative of
Ayodhya as the birthplace of Lord Rama.

Thisconflict of memorialising history or willing to forget it also causesin
somethe problem of fragmentation of expression. Emotionally expressing oneself
is another way of coping with suffering. While Manto’s Sakeena incorporates
silence after being brutally raped, and Munawwar Rana describes the pangs
of Partition by wearing on his sleeve theidentity of being amuhaajir, thereare
also peoplein abundancelike Joginder Paul’s Deewane Maulvi, who surrenders
to cynicism asaresult of stunning suffering impending on him.

The truthfulness of the events of 1947 and 1984 state facts placed by the
government on the psyche of public identity, but silence and memory play a
digpassionately dominant rolehere. If at all theHindu isexpressive of theviolence
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inflicted on them during Partition, seldom would they accept tying atyreto a
Sikh’'s neck during the carnage of 1984—silence as a strategy also becomes a
garb the victimiser wears, oft also becoming his redemptive shelter. Silenceis
the shadow under which Manto’s Ishwar Singh from “ Thanda Ghosht” rapesa
Muslim woman, the muteness of which disturbs his relational matrix in the
course of the story. It isthe garb under which the victimiser hides his shaming
reality.

To curtail anindividual from reminiscing their cherished past isdifficult.
However, being unableto placeitin our memory isagonising. Lifeisbut along
journey of excruciating partitions. Our imagination isintertwined with words,
which dies out when words fade away with age. The nuances of the past are
bottled up in the memory of the victim which may well be called the ‘ grecian
urn’ of human emotionswith abrasions of unpleasant memories on its surface,
but most of thetimeit does not find the right channel to articulate. Memory isa
land, and a nation is an idea with no boundary or physical contours. For the
victim, the reality before the disruption becomes inaccessible both in memory
and reality. With time, memory gets deprived of a space to surface itself. The
signifier which signifiesthe happiness or remorse of the refugee dieswith age.
Language and emotion used to resurface nostalgia and memories go under
constant accretion. This discontinuity and rupture between the signifier and
signified create a gap which results in nostalgia as trauma. The pull between
experiential memory and reality numbs them to their suffering. The sufferers
are then in constant negotiation with their past and present.

The victim diesin the gap of desolate present and arelatively smoother
past. The past isnot a‘foreign land,’ rather isthe space where one belongs but
only irretrievably distantintime. The present is, what Rushdie states, “ el sawhere”
(Rushdie 3). The refugee’s words to reminisce the experience of violence
fossilize out with time when they do not find the channel to articul ate, or when
the memory of the experience is often controlled and curtailed in the name of
religious consciousness or when theimplicationsor signifiersof the space have
died out with time, and this inability to place the land of memory on a space
creates a silent spectrum of insanity for the victim doubly displaced.

Studying one's psyche extendsitself from reading the spaces of silences,
memories, and memorialisation. The “collective amnesia’ (Pandey 7) found
among refugees and survivors of Partition riots was not only consistent with
forgetting colonial injustice but also the indignities sprouted from communal
hatred. Doubly subjugated victims of communal hatred arewomen, whoselives
were atered and re-narrated by the State in the massacre of 1984. As Butalia
states: “this collection of memories, individual and collective, familial and
historical, are what make up the reality of Partition. They illuminate what one
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might call the ‘underside’ of its history. They are the ways in which we can
know this event. In many senses, they are the history of the event” (8).

There have been heterogeneous responsesfor treating traumaand turning
it into ideas of remembrance and memorialisation. Archives, historical sites,
and monuments that mark the ‘martyrdom’ of fighters are sites of tangible
memory, opposing which Butalia mentions in The Other Sde of Slence that
victims of Partition “have no monuments’ (40). The very site of traumatic
memory isitself the nation. Theland on which memories of traumaare scribed
happen to be the body and the nation—al so manifested through theiconicity of
Bharat Mata. Theline of partition, often pictured asthe dismemberment of the
sacrosanct Bharat Mata, was drawn across the body of the woman, not only
rupturing her bosom but also leaving adeep scar on her psyche. After acertain
stage of shaming the Self due to failures they believe they brought to the
community by allowing thevictimiser to‘mark’ them, it becomescrucial to give
the pain an expression. But victims, and especially women, internalisethe pain
to unfathomabl e depths of inexpressible privacy. When the voice of the victim
is muted during any violent disruption, the absence of a personal narrative
mani pulatesthe larger text of democracy. Languageisinherently important for
the creation of acommunity or State’s history, but an event of violence leaves
thereality devoid of any courage and figures of speech. The only language that
remainsisthat of silence. Somewho fail to endure the bolts of disruption clutch
to selective or total silence, which perpetuatesin thelife of these survivorsuntil
their ability to wear the scars of grief burns out. Sometimes the individual
biography of the victim becomes the voice of lament for the entire community,
and sometimes such storiesare erased from the social text and collective memory
of the community—all in the name of bringing back thelost glory.

An individual who has been captured becomes an individual who has
been marked. Inthetimesof crisis, by the culprit or the society, amark isput on
the psyche of the individual. Thus, the mark thus becomes a hindrance to
forgetting—the body becomesamemory, atestimony of the disparity of society.
Veena Das, in her essay “Transactions in the Construction of Pain” (1996)
mentions how the collective experience of women’s suffering never entered
the public discourse. Bodies of any victims, male or female, are sights of
testimonies of the indignities caused to them—they speak for themselves, not
inpublic, but inthe private spaces of their minds, “ monochromatically” (Rushdie
3).

Another stance of the victim's history that sprouts from the violence is
that the victim recovers from his survivor-conflicts until the Self, which is

raptured, is reintegrated into normalcy. Here crops the need to align trauma of
the Self to the nation’s course of history. The failure to do so produces a Toba
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Tek Singh, a Deewane Maulvi, and a Ratan ki maa along with innumerable
peopletowhom silence and denial sprawled asresultsof ground shaking violence.
Silence hasitsown cynicism. Theway history isspace and man partia towards
its representation because of theimpossibility of compl ete representation—any
historical document will always be a non-sequential fragment. This lack of
sequence marks the trauma and difficulty of recalling, a reliving of time past
even astime present flowsthrough the past, when recollecting, Ratan’s mother
in Asghar Wajahat's Jis Lahore Ni Vekheya... (2006) says, “ Jis Lahore ni

vekheya oh jammeya he nai..” (Wajahat 6), not for the Lahore of time present
but of the time past—of a Lahore where her son Ratan was still alive and
where she was not seen as a kaafir. Each victim’'s story is a story of suffering
that extendsitself to bringing the pieces together, and how they have arranged
their present within the horizons of their past. It is characters like Deewane
Maulvi in Joginder Paul’s Seepwalkers (1998), living in the juxtaposition of
their time and space, with an eventual knowledge of the loss levied on them.
Lucknow for Deewane Maulvi isasignifier of belongingnessas much asLahore
isfor Ratan’s mother. The feelings are stagnant and static while the space has
changed, the only differencethat lay between the two charactersisthat Maulvi
isphysically displaced, but hismental spaceisacquired by thetime of L ucknow
and its nawabi culture before the violence and displacement, rendered in a
state of placelessness. On the other hand, Ratan’s mother does not live in
denial of her son’sdeath, but theimplications of the spacein which she continues
to live and the signification derived out of it has changed with time. These
heterotopic spaces of Lucknow and Lahore remain as mere spaces of the
heart, not of geopalitics, thus marking adeparture from topol ogy to topography.

What does history ook like when seen through the eyes of avictim? How
does history represent itself or memory recall itself when told by a Sikh to a
Hindu or aHindu to aMudlim? Retelling and recounting memories has haphazard
and unnatural ties with time present and past. These recollections may or may
not contradict the primary feelings of undergoing the experiences emerging
through lapses of time. Sometimes, memory can also refuse to manifest itself
into speech. Some memories are extensively described, some neglected, and
some never brought on the surface at all. Of the totality of life that underwent
the pre-partition daysof harmony and post-partition yearsof exile, only afragment
of the oscillation is offered to the second or third generations, whichisan act of
rebellion to confront with the past one could never accept as the present. The
silence that envel ops abducted women often compels them to “re-narrativize
their relationship to the state, community, and their own identities’” (Didur 138)
to compromise and weave a meaning of the violence which creates scars on
their bodies. This negotiation, however another constituent for trauma, becomes
crucial for survival.
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Therearemany similaritiesintheway inwhich motifsare stitched together
and aworld created through storytelling in the oral discourse of the Sikh militant
and the way in which these stories are woven and the militant disguised as a
victim, which forgesasense of |egitimisation of histerrorism asrevolution. The
idea of Sikh history as a series of martyrdoms for social well-being further
deceives the militant into transforming the Self into a heroic figure. The Sikh
militant discourse elevates the biography of the Self into a social text, which
ultimately makes him believe that the community isin grave threat. Thus, the
imperative of defending the community’s pride by means of violenceisframed
by institutionalisation of memory. It is not only the nation-state that tries to
regulate collective memory in amanner that makes the individual die and kill
for the cause; there are also communities which, in the process of emerging as
political actors, try to control and fix memory inasimilar pattern. In the process
of reconstruction and fixation of memory of acollective (especially acommunity),
myths play an impactful role. Myths are a way of constructing the past like
history is. Myths that run through the Sikh community are the tool of
empowerment for religiousand political extremists, wherethey draw inspiration
from talesand sacrificial traditions of bravery amongst the gurus and the tenets
of Sikhism. At the sametime, the phenomenon of forgetting works asthe master
narrativethat associatesthe Sikh suffering to the colossal Sikhidentity asalways
being a preserver of honour and sacrificial to the predicament of Hindus and
Muslims. The separatists could not retain that this bravery was for a causa
event and involved selflessness. So the Khalistan Movement, under the garb of
welfare, pushed to death the accused and innocent alike. The agitation of
separatism has been justified through the betrayal and agony of the state, but
the meansto achieve demands have not. But one cannot counter myth to history
as truth to falsehood. Factuality of events stated in a mythical story may not
have a spatio-historical reference, but are placed within the realms of theworld
and reality. They talk about the world symbolically and metaphorically. For
something that cannot be backed up through historical justification isput through
the course of myth, an example of which isthe long-standing dispute of Babri-
Ramjanmabhoomi in ademocratic, communal India.

Theflood of communal violence sweepsthe mass and itshopes associated
with one’s future, one's faith in one’'s religion, beliefs, and one’s own self.
Morality inthecarnagethat followed PrimeMinister IndiraGandhi’ sassassination
wastossed in the sky that smelled of blood and fell on streetsfull of corpses of
those who didn’t know why they had been targeted, ripped off their dastaar
and dignity, and put ablaze. Those who had shaved their heads to guise as
Hindus also fractured hearts out of their bodies. The Sikh man left alive was
left to ponder how long would it take for him to feel apart of the nation—from
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1947 to 1984—and many betrayals by the state apart, with a seemingly never-
ending journey of thirty-seven yearsin search of peace, dignity, and communal
harmony.

The only empathy that this complexity hints towards is that instead of
demanding complete autonomy over its people and creating a melting pot of
homogeneity, it is essential for a community to unify its members by being
denotive of tradition, revitalisation, and nostalgia, and create a space of peaceful
coexistencefor itsmembers. While collective survival isessential, the members
autonomy to refuse any claims made on them by the community isalso pivotal,
just how the community has, under no obligation, theright to contest the claims
of the state. The silences, however fragmented in nature, need to be addressed
and preserved like a legacy.
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Monological Inflictions on the Margins of Existence:
The Design of Madness in The Bluest Eye

Nikita Sharma

There can’t be anyone, | am sure, who doesn’'t know what it feels
liketo bedidiked, even rgjected, momentarily or for sustained periods
of time

— Morrison, The Bluest Eye

The universal disposition of being marginalised has, since time immemorial,
been the basi ¢ categorisation of individual s based on certain parameterswhich
were initially on the basis of roles assigned for convenience and parameters
defined for segregation. But as humans evolved, it became the parentheses of
the way they began to assume themselves and the people of their kind with a
self-imposed sense of classification. It is the fixation of order and its forced
reinforcement which made the human slashes of existenceto beimplicated and
followed thoroughly. With the advent of birth, the principlesof naming followed
by caste, race, colour, etc. becomefactors of identity asthe source of origin. In
thisdiabolic disposition of theindividual, asense of self beginsto embellishinto
an ornamental being wherethe prescribed authority staysand stagesthe human’s
defined and routine existence.

Thedominanceof oneindividua over the other and thus attai ning autonomy
ismulti-fold when the system appreci ates one element whileit dismissesanother.
These divisions are noticed by Toni Morrison, in her work The Bluest Eye
(1970), as in the above-mentioned statement she addressed the concerning
issues of acceptancein the terms ‘dislike’, and ‘rejected” where no individual
could be said to have never hosted such an emotion. It isthe essence of feeling,
a subtle sense of touch that enriches the soul like a dewdrop in a desert and
reaches the core of a shadowed tree which never had a green leaf. Such isthe
metaphysical aspect of human existence where the formidable idea of Self is
governed by a set of principlesthe given system operates with. It isthe system
of monologues where the vacancy of speech is prevalent under an authority,
and all are mere subjects to power politics.

A monologue, asMikhail M. Bakhtin agrees, “ pretendsto bethe ultimate
word ... it closes down the represented world and the represented persons”
(293). It becomes the standard of understanding where the praxis of cause and
effect isdefined only by the monologue. Theauthority it asserts, inturn, subverts
the presence of anything that is beyond its control and definition of existence.

272



indraprasth

Thus, it is at the margins that madness arrives as a phenomenon where that
which fails to empirically belong to the system is termed as mad. The idea of
madness as an ailment highlights how doubts are addressed in a system. The
need to crush and silence these voices is done by the monologue in order to
sustain its authority. With the lack of vibrancies, individual s sustain the rol e of
being submissiveasthey follow and are in accord with the professed parameters
of the system, while the madman hasto be pushed outside the boundaries of the
system as madness is propagated as initiation of threat for those who do not
wish to exercise free will.

The imaginative leaps, which are able to flourish when there is freedom
of expression, become consigned with the monological approach asit triesto
control the natural dynamicity of the Self. The authority of amonologue makes
the elements believe that the nuances of existence which do not belong to the
system are unnatural and immoral. Such a version of reality, where certain
jurisdictions are made by thosein power, ensuresthat asystem flourishesblind
faith on the parameters which etch the boundaries between right and wrong in
apredestined manner and not as the hollow constructionsthey empirically are.
The spur of being natural is considered irrationa where a correction model
needs to be adopted as a measuring scale to qualify the human self as human.
One should comprehend that no individual or group of individuals have the
supremacy of defining acceptability parametersthat remain persistent eternally.
Thedoubt on such apostulation isbleak when humans endlessly seek the aspects
of locating normalcy in their life and in thelife of their loved ones. Those who
remain varied from the urge of being endlessly at the centre or willing to be at
the cent of the system are abnormal, and their self-imposed sense of abnormality
causes them to be mad.

Madness is deployed by writers as a narrative technique where, instead
of placing it disparities of black and white, it is insisted as the grey zone of
existence, which is aesthetically competent and potential but is doomed to be
interpreted as a fallen state of existence that must be endlessly abhorred and
detested by the normal human beings of a system. The consequential madness
in character entails the attention of the reader as a factor that is pushed to the
margins through the channels of the centrality of a system. The monologue
triesto hold and subvert the madman’svoice by emphasising theimmorality of
the madman and his/her inability to belong to the natural order of being. A
defiant state of being marginal hasthe capacity to bombard the madman with a
sense of regret. In an attempt to belong to the centrality of asystem, the madman
etches a desperate urge to be affiliated with the parameters of monological
impositionsthat define the attributes of belonging in a system.
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Morrison, in The Bluest Eye, expressed the creation of monological stances
wherethe already acknowledged system of black people began to reflect upon
themsel ves as dark-skinned individual swho are barbaric in comparison to their
white counterparts. She explored the nuances with which the conviction gained
its deep-rooted sense of naturality in the mind of the white aswell as the black
human beings on both sides of the slash. The view of black people about their
own selvesreflects how the supremacy of amonologueisestablished. A culture
fluent and flourished before theintervention of ahigher order of being becomes
thevictim of the colour prejudice, where white becomes pure and clean whereas
black stands for dark and evil. The African-American experience of reality
changes when they are confined to a system of power. The heightened self of
awarenessfindsitsorigin, asin hisessay “ Signs Taken for Wonder”, Homi K.
Bhabha explains it, through the concept of ‘The Book’ upon the arrival of
colonialism as an authority which wished to be spread from the first utterance
itself: “Thediscovery of thebook is, at onceamoment of originality and authority,
aswell asaprocess of displacement that, paradoxically, makesthe presence of
the book wondrous to the extent to which it is repeated, translated, misread,
displaced” (38). Therefore, with the appearance of ‘ The Book’, it becomes a
standpoint for all theliterature created. The mad metaphor of superiority governs
that any creative venture taken post the discovery of the great book will always
be considered as submissiveto the origina with regard to the originality and the
dynamicity of the ideathat was always already conceptualised and negotiated
by the mora stances of morality that govern the system. This is the same
authority with which the blacks were referred to as counterparts to their fair-
skinned masters. It ishere, with theimpositions of a superior, the establishment
of amonologue occurs to the consciousness of the people.

The writers of literature thus wish to bring focus on these reasons and
parameters as to why someone considers himself or herself as marginal. It
triesto enlighten the idea of the ‘ other’ as equivalent to the self where with the
presence of madnessasaliterary tool, it brings approximationsto the monologue.
The sense of ultimate reality that lies beyond the constructed hands of a few,
when experienced, determines the scope of defiance present in the subjects.
With the eradication of the system, as Jacques Derrida stated, highlights the
presence of aporiasin the system which celebrates the humanistic approach to
life. Itisintheruptures of the absolute autonomy that life happens. Thefissures
make it possible, if not to knock down the system, to at least create spaces of
creative natural stancesthat humans have the potent capacity to claim for their
own selves. The aesthetics of beauty is present in those crevices which etch
for it being recognisable in the eyes of the readers as in its natural appeal it
arrives.
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The sense of beauty when unapproachable makes it difficult to grasp as
in the case of Pecola who craved for acceptance. It was the need for beauty
that made her an apparatus of the monologue wherein her madness for the
bluest eyes urges her to become symbolic of the conception of seeking approval
and hence avictim of the monologue. Pecola conceived the lack of love asan
extension of her destined body lacking those beautiful blue eyes. Thesignifiers
of beauty, when it is situated as the pivotal standpoint for affection, show the
degradation of an emotional self. It befits the physical sense of beauty as the
significatory triggers making her believethat it isonly through the attainment of
those blue eyesthat she could be potent and capable enough to beloved. Such
derogatory receptors of standardised beauty are workings of the system which
formulate the ceremonial aspects of beauty in its fixed shape rather than
negotiating the actuality of itsform which isbeyond mundanetriggersof colour,
tone, etc. The structurality of abuilding, when compared to the maddened flow
of theriver initsnatural form, depicts how nature can be beautiful whilst being
threatening and unshaped. The customisation is not eternally and always
necessary. It is such a notion which writers of literature urge their readers to
comprehend in their empirical reality and claim a perspective beyond the
stringency of asystem’sstructurality towards parameters of belongingnessand
normalcy.

Morrison, as a writer, rarely propagated in the text but ensured that the
readers observed Pecola as a madwoman whose madness was consequential
through theinfliction of the monol oguein the context of beauty and happiness.
Madness becomes the metaphor for those at the margins as they crave
inhumanely to belong to the human essences of life and be apart of the society
that is gleaming with happiness, progress, and affection. Pecolaasked Claudia,
“How do you do that?| mean, how do you get somebody toloveyou?’ (Morrison
30). It manifests the conception of love as a thing to be obtained through
obedience towards mannerisms and also traits of the former of which can be
attained through mirroring attempts of institutions, but the latter is an aspect
that isexternally imposed on ahuman being since birth. With the materialisation
of an emotion, a child suffers at the hands of a system while the white, pretty
Shirely Temples of the world, are adorned with affection and areidolised as a
state that is to be achieved by each child to be an acceptable woman that shall
be suited for a capable man in the coming years of her life. It isthe stimulation
of certain defined aspects of beauty which arouses and ensures the death of
self-esteem in many like Pecola. The cruelty of such distancing is doubled as
Pauline, Pecola’ s mother, herself rejects Pecolaas an ugly abhorrence. Pauline,
in her affiliationsto her daughter, was confined as Pecolawas heard calling her
mother as Mrs. Breedlove and nothing else. The sense of the system and the
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heightened sense of being where an innocent child is made the scapegoat for
the entire community is observed by Claudia:

All of our waste which we dumped on her and which she absorbed.
And al of our beauty, which was hers first and which she gave to
us. All of usall who knew her-felt so wholesome after we cleaned
ourselves on her. We were so beautiful when we stood astride her
ugliness. . . Her inarti cul ateness made us believe we were el oquent.
(Morrison 203)

It registers the concept of beauty forced upon the community. The thriving
thirst for power subverted the instincts between a mother and her child. It is
this establishment of mad monologues which turns rogue and entraps those
who are not shrewd in the dynamics of subjugating the other to maketheir own
self hierarchically superior in such adial ogue.

Madness, therefore, includes shelling of an element which in order to
survive, seeks contemplation. Itisinthisself-reflection that, if not the character,
thereadersare able to witnessin the reality of what they have articulated upon
those elements which do not overtly belong through thefilters of acceptability.
Thedoubt initiated afeeling and sense of disgust as aninnocent child becomes
a puppet and is made to believe she lacks parameters that quantify her to
deserve love. Pecola's silent acceptance of the system as the natural order of
being imposed the blind urge in humans to follow the monologic version of
reality. Here madness becomes a necessity to go through with the disease of
appearance. T.S. Eliot in “The Love Song of J. Alfred Prufrock” etches the
visionsof redlity as, “ Therewill betime, therewill betime/ To prepare afaceto
meet the faces that you meet” (lines 26-27) while indicating the duplicity that
liesin thefaces prepared to meet other consciousness of asystem. The pretense
of beauty that beholds the eye is appreciated more in contrast to the natural
beauty of the soul. The monologue establishes the gaze of a consciousness
essence as the standard parameter of acceptability and belongingness.

The supremacy of the system is expressed by Bhaktin as “Monologism,
at itsextreme, deniesthe existence outsideitself of another consciousnesswith
equal rightsand equal responsibilities’ (292). It explains how the system thrives
on hegemony and objects to the presence of any other consciousness that can
claim authenticity to adivergent version of reality. Morrison explored adimension
of madness and its predominance through Claudia, whose rolein the narrative
was to observe the politics and dominance of the monologue. She elaborates
on the constructed ways in which adults appropriate the young essences of a
system, “ Adultsdo not talk to us—they give usdirections..... They issue orders
without providing information” (Morrison 8). Morrison manifeststhe presence
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of a monarch who sets a definitive charter of existence in order to rule and
governwithout noticing the parallel universe of identitiesasdiverse consciousness
but interprets them only asimmoral instances of existence.

The idea of authority as Claudia stated, “When we discovered that she
clearly did not want to dominate us, we liked her” (Morrison 17), prompts the
constructed notion of the other as a threat. When they met Pecola, it was the
fear of the unknown that made Claudiaand her sister doubt Pecola’ sviewpoint,
but it soon subsided when she became their friend. Claudia matters to the
marginal dynamics for she understood that the approach of Pecola was not to
appropriate them but to celebrate them by accepting them along with their
dynamicity and diversity. The madness of identity creation, and the need to
assesstheideaof threat, highlights the nuancesin which human beings operate
in active relational positions. Claudiabecomesamirror to the objective self in
the narrative who displayed thereality asit is, “ The master had said, ‘ You are
ugly peopl€e . They had looked about themselves and saw nothing to contradict
the statement; saw, in fact, support for it learning at them from every billboard,
every movie, every glance. ‘ Yes,” they had said. ‘ You areright’ (Morrison 37).

The ahility to contradict has been taken from them in order to establish a
monopoly. It isthe sense of the self as better that led to the deterioration of the
other. The parameters that etch an individual as a self or the other is through
the notions of the monologue's conceptualisation of reality. The version of
acceptance and self-imposition of black inferiority is shown in the meek
submission of * You areright’ signifying that which remainsis absol utely wrong.

Morrison depicted the intricacy of her culture when the chance to be a
natural existenceis not taken but rather submitted by the blacks as adisplay of
how the paradigm of silence occurs from the surface of an aesthetically potent
community. The acceptance of a belief as truth is deadening to the human
praxisof being sensitiveand sensible. Therealisation of oppression asthe ultimate
reality isresponsible for the murder of the selvesin characters like Pecola and
many othersfor whom the presumed system of predominance isworthier than
nature. It is here that madness enriches the humane side of the Self, which
believes in the possibility of an error in the system as also natural and moral.
Thereasonwhy aninnocent childisportrayed at thethreshold of thismonological
stancein the novel isexplained as, “ The death of self-esteem can occur quickly,
easily in children, beforetheir ego has‘legs™” (Morrison 8) foregrounding how
theinitial seeds of consent in the young minds are sown to follow the system.
Theversion of redlity propagated by the monologueisof established sovereignty
at whose command orders are disposed of whiletheindividua sbecome subjects
of theadministration.
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Theversion of thisestablishment isvisiblein Paulinefor whom the search
for beauty was only possible outside the black town as she began working for
awhite family. “She found beauty, order, cleanliness and praise” (Morrison
125) in the Fisher’s househol d which reflects how symbolically her own house
became dirty, ugly, and filthy like the peopleit was surrounded with. The sense
of acceptancein being amaid in awhite house rather than the owner of ablack
house depicts how seeds of abandonment are sown in the ground reality
exclusively in aquest to be affiliated to, and in proximity with, the meaning-
making praxis. Her rejection of her own family made her achieve a sense of
liberty as now, “the creditors and service people who humiliated her when she
went to them on her own behalf respected her, were even intimidated by her,
when she spokefor the Fishers’ (126). Theaffiliations of white as better choices
of being existent in society continues to haunt the natural self as it offered a
sense of comfort to be uplifted away from the decadent state of the margins.
Pauline scolded her own daughter in the Fisher’s house when she spilt the
blueberry cake on the floor. Her affection towards the white child and rejection
of her own daughter disturbed the readers as the nuance of discardment she
offers for a particular skin colour. She was enchanted by the films where the
beauty of life is depicted in the glamour of lights and dreams through the
constructed triggers of beauty and the American manner of dreams through
products and possessions. Her keenness was to achieve that clean, neat, and
beautiful household as propagated by the monologue. The madnessfor beauty
made her confessfor her own daughter, “But | knowed shewas ugly. Head full
of pretty hair, but Lord she was ugly” (124). The fact that she gave up on her
own house and daughter mirrors the hypocrisy of the system. The sensethat it
turnsinvisible to see the child as beautiful apart from the standardised form of
creation as done by the monologue. It was this instance which made Pecola
realise the need for beauty in order to be accepted not only by the people of the
society but even the members of her family.

Morrison, in the narrative, described the brown people as those who
“married ‘up,’ lightening the family complexion and thinning out the family
features’ (166). It portrayed their need in them to get rid of the innate yet
external trigger of darkness they were born with. The aspiring nature, where
the black would prefer to become a hint akin to the white element instead of
remaining asadark entity, bothersthe cognitiverationality of thereaderswhere
it seems as acertain state of madnessin itself where the drastic nature of steps
taken to belong areintensely gruesome, unnatural, and sometimes even forced
without basic contemplation. The pressure of the mob mentality where what
the administration ismoved and supported at the command of theleader arethe
undertones in a monologue. M adness becomes important because it cravesits
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own understanding of the dialogue as the issue of natural and unnatural is
addressed. The essence of a madman lies in recognition of the Self which
individuals like Pauline, in her own mad monological manner of pursuing
parameters of beauty, was unable to witness and observe. It is here that the
readers focus on how mad norma human beings are in their rationality, also
subjectiveto the perspectivewith which their actionsare scrutinised and received.

The madnessfor beauty, nationalism, identity, or love, whereit becomesa
need in humans, istheresult of thelack the madman suffersfrom. Stereotypical
madness is more applicable to the normal elements of the system, while those
at the margins have an aesthetic beauty in them. Pecola began to belong to this
sense of beauty as she never became heroic in her stance against the monologue.
All she ever wanted to be was natural. The realisation of “Pecola’s voice was
no more than asigh” (65) makes her essence as humane in contrast to the loud
and voca monologues.

Thus, madness becomes an empirical actuality of existencefor thosewho
do not belong. The free will of a predestined orientation finds its root in the
organic sense of abeing, which is possibly the concept of conviction. It isthe
basic reason which is dependent on how the trust of human beings works on
the linear and deterministic systems of reality and its ideas. Madness is the
journey through which one departstowards arealm where the rationality of the
madman is not always already irrational and insane but avaried version of the
rationality that might offer much more sense beyond the spatio-temporal
experiences of aparticular system. Writers negotiate madness as amethod and
as adesign through which guestions are surfaced in the cognitive realm of the
readers. Pecola may have been effaced by the monologue of beauty, but she
nonethel ess extends the aesthetics of her madness as a dire condition that was
forced upon her through no fault of her own.
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Beyond Heteronormativity: An Interrogation of
Homosocial Desire in Science Fiction

Sheena Lama

Science Fiction (SF) isknown to imagine transgressive representati ons through
its extrapolatory potential. It is a (sub)genre of Speculative Fiction and has
arguably been ‘ahead of itstime’ ever sinceitsinception. The model on which
SF developsisaconcoction of science and technology (ever-evolvingin nature),
real or imaginative, in aplausible setting. With the magnitude of advancement
in technology and science, it has become possible to have virtual experiences
which givea“rea” life effect. Besides, any work of art produced in a specific
era, more often than not, reflects the society in the given time. Morethan ever,
the use of online technology has become pertinent during the global pandemic
whilst we face the lockdown. The society has drawn itself towards different
forms of virtual experiences, from online gaming to online streaming. Taking
into consideration an episodeviz. “ Striking Vipers’ (from Netflix’sBlack Mirror)
combines the narrative of online streaming and gaming, this paper aims to
interrogate the space provided by SF to explore the unexplored, that is, look
beyond the notion of heteronormativity.

“The boundary between science fiction and social reality is an optical
illusion” (Haraway “A Cyborg Manifesto”). Over the years, online streaming
has gained raging popul arity acrosstheworld. Both recorded, and live broadcast
of content has become accessible to the viewers on their devices with viable
internet connections. From the plethora of available streaming websites, the
viewers are spoilt for choice. However, in recent years, Netflix has topped the
charts of streaming services, offering origina content as well as distributing
additional content. The subscribers can choose from the ambit of series, shows,
movies, documentaries, etc. This paper aims to study an episode from one of
the most celebrated series, viz. Black Mirror, a Science Fiction (SF) television
series created by Charlie Brooker. Initially, the series of standal one episodes
ran on television for two years (2011-13), before Netflix purchased it in 2015.
Thereafter, the series has had five successful seasons with different episodes
and amovie of the same moniker.

The show revolves around the impact of modern technology on human
society, analysing repercussions of scientific and technological advancements,
often depicting itsdark side. Thetitle of the series called Black Mirror perhaps
highlights the idea that it is meant to reflect the cataclysmic elements of a
technologically advanced society. Darko Suvin in Metamorphosis of Science
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Fiction (1979) states that SF is “not only a reflection of reality but aso on
reality” (10). Incidentaly, this SF series intends to disseminate the same.
Moreover, as SF develops on the real or imagined science and/or technology
setinaplausible context, it dwaystendsto bein astate of flux. For the principles
of science and/or technology are ever-evolving and allow the speculation to
takeflight. In other words, something that isasubject of wild speculationin our
empirical world may become, due to advancement in science and technology, a
real subject in yearsto come (Lama 108).

For instance, a couple of decades back, advanced technological devices
like computers or mobile phones were not in existence; likewise, who would
have thought of an online streaming technology like Netflix? In contemporary
society, such advancements becomeinspiration and motif for SF, shaped by the
interaction of “estrangement and cognition” underlined by Suvin. Interestingly,
SF has been ahead of its time ever since its inception and has been known to
exploreall possible aspectsof the society, normative and/or alternative. However,
it hasal so been noted that “ SF hastraditional ly been better at imagining machines
and their conjunctions than it has been at imagining bodies and their possible
relationships’ (Pearson 150). Keeping the same in consideration, this paper
aims to assess and examine the space beyond the normative representation of
bodies, identities, and desires. In order to do so, episode one of thefifth season
of Black Mirror will be studied to interrogate the idea of homosaocial desirein
SF. Firstly, an attempt will be madeto discusstheideaof homosocial desireand
secondly, an extension of the same discussion will be madein conjunction with
SF, that is, the idea of homosocial desirein SF will be delineated. It must be
noted that homosocial is not equivalent to homosexual; the former happensto
be aneologism derived from thelatter. In thewords of Eve K osofsky Sedgwick
noted in Between Men: English Literature and Male Homosocial Desire
(1985):

It describes social bonds between persons of the same sex; it isa
neologism, obviously formed by analogy with “homosexual,” and
just as obviously meant to be distinguished from “homosexual.” In
fact, itisapplied to such activitiesas“male bonding,” which may, as
in our society, be characterized by intense homophobia, fear and
hatred of homosexuality. To draw the “homosocia” back into the
orbit of “desire,” of the potentially erotic, then, isto hypothesizethe
potential unbrokenness of a continuum between homosocia and
homosexual—a continuum whose visihility, for men, in our society,
isradically disrupted. (1-2)

Additionally, when wetalk about the depiction of bodies, identities, and desires
in SF, the result mostly oscillates amidst the “normative” orbit. Even if one
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dares to talk about the portrayal of alternative forms, one may stretch one's
imagination and/or understanding to the extent of looking at “alternative’
sexualitiesin the same old binary, homosexual as opposed to the “normative”
heterosexual. Moreover, categorisation is as dangerous and as misleading as
profiling, for not all homosocial bonds are homosexual relationsand vice versa,
that is, “homosexual activity can be either supportive of or oppositional to
homosaocial bonding” (Sedgwick 6). Thisunderstanding needsto berevisedin
order to provide space to a more nuanced understanding of bodies, identities,
and desires. Queer theory provides a novel and more inclusive scope for the
much-needed re-evaluation. “In science fiction, the body (whether human or
other) isatabularasa, capable of multipleand contradictory readings’ (Wheeler
210).

As mentioned above, in this paper episode one of the fifth season of
Black Mirror will be taken into consideration. The episode, like all the other
episodes, is astandal one episode with no reference and/or connection with any
other episode of the series. On June 5, 2019, the episode was released on
Netflix, titled “ Striking Vipers’ written by Charlie Brooker and directed by
Owen Harris. It lays bare the nuances of desire, homosocial desire, per se. The
plot underlines ahomosocial bond between two old friends (Danny Parker and
Karl Houghton) over avirtual reality fighting game. However, the story turns
out to be much more convoluted as it proceeds further.

Owingtotherulesof virtua reality, one undergoes asimulated experience
which may or may not be an expression of reality. Also, onewitness's physical
presence is simulated in a virtual environment which may involve a certain
degree of sensory experience. The term, if closely looked at, is an oxymoron
where virtual is something which is not factual and exists only in essence or
effect as opposed to reality which exists in actuality. Interestingly, the term
‘Science Fiction’ also gives asimilar effect; further, as quoted in the epigraph
of thispaper, Science Fiction and social reality isseparated by an optical illusion.
That optical illusion, in the aforementioned episode, seems to be provided by
the novum. As defined by Darko Suvin, a novum is an innovation which is
scientifically plausible, validated by thelogic of cognitive estrangement, that is,
a new thing “deviating from author’s implied reader’s norm of reality” (63-
64).

Albeit, the idea of haptic sensation in virtual reality may possibly have
been anovum afew decades back, perhaps when aqueer cyberpunk novel like
Melissa Scott’s Trouble and her Friends (1994) was published. Scott’s novel
underlinesthe story of Cerise, Troubl€e'sex-partner, who virtually consummates
with another woman (Silk) on theinternet wherethewoman in the virtual body
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turns out to be a teenage boy in real life. But, in 2019, avirtual reality video
game wherethe players can feel physical sensationsisnot quite aninnovation.
In that situation, what can be considered the novum possibly? Well, the answer
liesin the experiences of thevirtual body inthevirtual reality game when seen
through the lens of queer theory. Thetwo friendstake two virtual bodies, Danny
and Karl play as Lance (a virtual male form) and Roxette (a virtual female
form). Betwixt the fight, the virtual bodies are consumed by erotic desire,
surprisingly fulfilling for two straight men. Asboth snap back to the realisation,
they mutually switch off the game, seeking avalid explanation.

The virtual bodies happen to exhibit their emotionsin the virtua reality
game where Danny and Karl project an aternative (virtual) desire. However,
the show takes a step ahead by extrapolating bodies, identities and desires
instead of the players empirical redlity altogether. In other words, the technol ogy,
that is, the virtual reality game itself becomes a mode of deviating Danny and
Karl from their “norm of reality.” The show builds over the idea of reality and
hyperreality, interrogating possibilities beyond the rigidity of corporeality. As
stated above, according to Pat Wheeler, in SF the bodies (human or other) are
capable of multiple readings and representations. In SF, “protagonists can
‘perform’ gender, they can be male or female, they can be neuters, have no
definable sexual category, be intersexed or switch between genders’ (210).

Here, the protagonists, after coming into terms with the discovery of
homoerotic desireinthevirtual reality game, continueto live doublelife. Before
the discovery, both the men were aready in committed relations with women
outside the game, which they continue to maintain while playing the game
simultaneoudly. Thiscallsattention to the notion of infidelity for Karl and Danny
when they continuetheir liaison in the name of male bonding whiletheir partners
remain unaware of the same. However, the connection of desire between them
remainscompletely virtual, which makesthe matter more complex than it sounds.
Any argument to be made in order to defend or refute the notion of infidelity
would require deep thought, for one has to think of the regulations of virtual
bodies which technically do not exist and prevail only due to technological
intervention. The line of thought is interesting but beyond the scope of this
paper, for it alignswith the principles of ethics and may be discussed under the
banner of human ethics and technology. After all, the consummation remains
limited to the virtual bodies.

Further, the obvious thought strikes the two of them as their respective
real-life relations begin to deteriorate. They ponder upon the possibility of
homosexuality and try to confirm facts. As soon as they attempt to act upon it,
they realise that it is not working; they do not experience what they felt in the
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virtual world. This provides the characters as well as the viewers to explore
what lies beyond heteronormativity. Another point which needsto be noted is
that Karl triesto replicate the experience with the same combination of virtual
bodieswith other players but fails. It is his bond with Danny which makes the
experience what it is, which iswhy this paper looks at homosocial desire, the
bonding between two people of the same sex, not necessarily homosexual. SF
provides a space to bloom “the potential unbrokenness of continuum” between
homosocia and homaosexual : acontinuum which remainsdisrupted in the society,
as noted by Eve Sedgwick (1-2).

Intoto, both of them are seen craving for physical gratification beyond the
virtua reality game, but the desireremainslimited towards peopl e of the opposite
sex, and they practically never act upon it. In addition, the two do not display
any signsof homoeroticismintheir real bodies. Thisiswhere the nuanced idea
of bodies, identities, and desires come to the surface. To recapitul ate, two men
who happen to be the best of friends bond over avirtual reality fighting game
wherethey take virtual bodies (Lance and Roxette), end up being consumed by
erotic desire and failing to understand the situation, they try to recreate the
experienceinreal lifeto check for an alternative possibility of sexuality but all
invain.

Also, it must be noted that amidst the virtual reality game, when the
two characters consummate, they have virtual bodies of a man and awoman,
which makesit a heterosexual encounter. Whereas, beyond the game, they are
cisgender men, which technically makes their virtual experience homosexual
in nature. Furthermore, any possibility of homosexuality isruled out when the
two try to consummate as an experiment in the real world. Given their
circumstances, if they were to have the same experience in the real world too,
then perhaps one could have thought of possible bisexuality, but evidently, that
does not happen.

While this seems as complicated as it appears when one watches the
show, theideathat is brought home underlinesthe fact that gender, sex, desire,
identity, and body are complex ideas. It cannot be limited to binaries of black
and white: it isabout timeto explorethe grey. Asthe episode reachesitsclimax
when the two decide to meet and confirm facts, the meeting leads to an
altercation where they end up beating each other. Interestingly, the adrenaline
rush does not lead to anything close to what they had experienced during a
similar intense fight in the game. On the contrary, they get arrested for getting
into an ugly fight. What follows next is equally intriguing as Theo (Danny’s
wife) comes to her husband’s rescue and on her request, Danny confesses the
truth. The episode concludes with a mutual agreement between Danny and
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Theo wheretheformer can continueto play Striking Viperswith Karl while still
being married to and being inlovewith Theoinred life.

While the notion of the homosocia bond is being discussed, the activity
which bindsthe bond al so needs to be scrutinised to understand the working of
therelationship shared by Danny and Karl. It must be noted that the two middle-
aged men bond over hypermasculinefighting (virtual reality) video gameswhere
the virtual bodies are built to perfection. Danny, who otherwise suffersfrom a
knee ailment, finds himself in the virile body of Lance (male virtual avatar),
capable of participating in extreme physical activities. And Karl takes up the
avatar of Roxette (femalevirtua body), extremely attractiveand young. Initialy,
when the two have a conversation about their experience, they seem to be
visibly disturbed. Whilethey fail to fathom what goes around, the possibility of
a“wishfulfilment” situation can betaken into consideration. From the vantage
point of the patriarchal society, there must exist anideal situation of compulsory
heterosexuality, seeking refuge from the societal expectations, the two find an
expression of their repressed desiresin thevirtual reality. But, the bottomlineis
that the desire is not necessarily homosexual; the interpretation is open to the
viewersastheir relation remainsfluid stimul ated by homosocial bonding.

Besides, thishighlightstheideaof performativity discussed by Judith Butler
in Undoing Gender (2004) where she mentions that gender is a kind of
performance where oneis acting in aconcert organised by the society. In other
words, gender is a construction maintained by various social factors. One can
define and understand one's identity only to a certain extent regulated by the
definitionsgiven by the social constructs. Itisakind of “doing” or aperformance
by anindividual who is negotiating between the possihilities defined by society
(7). She further advocates that if this“doing” is dependent on what is doneto
anindividual, how can one possibly have asense of their gender? Therefore, do
desires really originate in one's personhood? Is one really the author of their
body, gender and desire? Posing such thought-provoking questions, she appeals
to “undo” gender norms (1).

Evidently, in“Striking Vipers’ both Danny and Karl are performing inthe
virtual bodiesof Lance and Roxette but the question is, arethey not performing
beyond thevirtual reality? Thevirtua reality providesthem with the potentia to
tear down therigid wallsof fixed identity. However, the performancelastsonly
in thevirtual reality game. As soon asthey get back to reality, they get back to
“perform” their identities as Danny and Karl, cisgender heterosexual men.
“Indeed, stories which are sympathetic to homosexuality do not necessarily
involve any sort of unsettling of a heteronormative regime; at the same time,
stories which interrogate alternative possibilities for sexual-social structures
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are not necessarily sympathetic to alternative sexualities’ (Pearson 150). This
happens to be one of the most intriguing things about “ Striking Vipers’ where
the viewers never get a concrete insight to the characters' sense of desire as
the characters themself are exploring possibilities of the same. As the ending
remains open, the viewers come into terms with the nuances of bodies and
desires where the notion of performativity holds water.

Thepotentia of SFtoimaginetransgressiverepresentationsand interrogate
possible alternatives pose a challenge to both constructivists (who hold abelief
that the expression of human desire, identity, and sex is acquired from society
and culture) and essentialists (who are of the opinion that human desire, identity
and sex isinnate). By default, SF offers endless opportunitiesto study, question
and explore myriad possibilities, only limited by logic of extrapolation and
imagination aided by the effect of “cognitive estrangement.” When aided by
gueer theory, SF hasthe potential to transcend the liminality of fixed identities
asqueer theory opposesall claimsof rigidity. “ Sciencefiction’stask, often, isto
make visible to us the unthinking assumptions that limit human potentiality;
epistemologies of sexuality are just as blinding and just as important to the
construction of any future society as are epistemologies of science” (Pearson
157). Moreover, SF is capable of depicting and commenting on social issues,
guestioning the obvious and deconstructing the normin order to provide space
to the concerns otherwise pushed to the periphery. In that light, the SF series
examined in this paper aimed at reflecting the dark (read hidden) characteristics
of society in the light of modern technology. The episode, more specifically,
manages to initiate a discourse on myriad possibilities which exist beyond the
heteronormative sphere.
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Socio-L ogic of the Capitalist World: A Reading
of Machiavelli’s The Prince

Avani Bhatnagar

The fingers of a hand with feathered sleeves holding the golden pommel of a
sword, carved and designed for a man of authority and power, connotatively
suggeststhat it isthe closest tool to aman for immediate useto function, which
can be further deliberated to understand his instantaneous need to operate,
using it. The feathered sleeves may suggest the kingly stature of the man
surrounded by the articles of flamboyance. It isthe engaging grace of the hand
and the unseen other half of the sword which invites curiosity. The hidden
intentions and the upper view of thevisual givesit adepth and takesit insideto
see the depth of the sword which is unknown.

The cover page of Machiavelli’s The Prince (1984), the Penguin Classics
edition, assembles a visual composition to be read and reread for the text to
communicate the ideas established in the written text, in the political treatise.
Itsintense close-up view focuses on the concentrated ideaof The Prince, which
establishesthe guidelines and givesaframework for a Princeto comein power
and maintain it. The basic premise of the text is based on attaining power to
control the State. Therefore, the sword as atool of grace in the hands of the
Prince suggests hisway of operatein the sphere of politics. Machiavelli gives
adetailed account of the psychology of the Kings and the survival strategy of
the rulers to stay in power. He systematically records the account about the
interaction and negation of an individual with the collective psychology of the
political rulers as well as the masses.

Finding itsroots at the time of Renaissance, the Machiavellian argument
is built on the independent unit of an individual who makes a choice beyond
moral deliberations and restructuresthe paradigm of the political world. When
human beings became the centre of everything, society went through the process
of rebirth at various levels. A lot of faith was bestowed in human endeavours,
and thelimitless exploration and expedition becameanintegral part of the system
to experience the shift in the outlook. Renai ssance began from Florence, Italy,
and therefore, the Renaissance spirit was experienced in Italy more intensely
than any other country. Moral debates were in question, yet human beings
started to exhaust every field of knowledge, having confidencein their capacity.
Therefore, to make a choice without any imposition and fear gave agency to
the being to be ableto takethe bridle of lifein one'shand. Pico dellaMirandola
writesin his essay “ The Dignity of Man” redefines the position of man as the
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privileged one, “You, who are confined by no limitsshall determinefor yourself
your own nature, in accordance with your own freewill, in whose hands| have
placed you” (2). Herel ocates the human potential and directsit towards curiosity
and inquisitive nature of the human self.

Renaissance, when interpreted sans moral and ethical complexity,
undergoes a praxis of Machiavellian ways which can lead to unidirectional
rationality. The philosophical coordinates of human existence, when left |oose,
create a crude framework which lacks the elements working towards human
cognition. Knowledge when not aligned with human cognition will fail to create
wisdom. Hence, for the evol utionary movement of the human being, there comes
a need to be inclusive. The strategic framework when recorded, creates a
possibility of being an established norm for the society to function. The paper is
an attempt to read the Machiavellian model as a norm of the capitalist world
which seeped into the society through the interaction of the capitalist forces
and started to define the way of life.

Not disregarding the merits of the historical context of Machiavelli’s The
Prince, this paper brings the socio-economic influences of the text on the
contemporary corporateworld; it readsthe capitalist functioning in today’stime
asaderivative of the Machiavellian paradigm, and studiesMartin Scorsese’s The
Wolf of Wall Sreet (2013) and Shyam Benegal’s Kalyug (1981). Literature
and films, being the modes of representation of life, become a subject to reflect
on the changing trajectory of human civilisation. Therefore, the above-mentioned
filmswill become the binding thread for life and reflection for the paper.

The boundaries of the discourse of The Prince, which once contained its
engagement within political domains, have expanded to penetrate the lives of
the people. It no longer enjoysitslimited space, because it has started to share
the space with other fields of knowledge to be able to redefine the functioning
of humanity at large. This paper is an attempt to understand the reach of the
discoursein the economic domain, which hasbecometheway of lifein capitalist
society. To understand this, one needs to gauge through the socio-economic
conditionswhich form the basis of penetration and re-establishes human beings
to be socio-poalitical beingsonly and takes away the philosophical nectar of their
fundamental existence. This paper reflects on the influences of Machiavelli on
our contemporary corporate sector which regulatesthe market and hence controls
not just the movement of the capital but also the movement of human desires.

Theword capitalism derivesitsorigin from the L atin word caput meaning
‘head,” and hence it carriesin itself the dynamics of power and control. In the
guise of afree play market, capitalism actually offers a monopolistic market,
letting the few control the capital flow and human drives. Similarly, the political
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treatise of Machiavelli redefines the political world from the point of view of
the Prince seeking power. His survival strategy is based on the premise of
using and mani pul ating the weak and eliminating the stronger. Manipul ating the
psychology of others for retaining power is what the Machiavellian character
does. To exercise power and also to be able to control and exploit the tools of
power iswhat the political philosopher highlightsin thetext.

The premise of the political treatisefunctionsdevoid of any moral concerns.
Machiavelli arguesthat the strategy works in the domain of thereal world and
is not the utopian idea with philosophical insights. His argument shows the
contrast between the empirical world rooted in reality and the philosophical
world of the pursuit of ideals. Unlike the theories of political philosopherslike
Pato and Aristotle, whoseideas on politics never eiminated theissuesof morality,
Machiavelli’s The Prince reformed the political regimesby ratifying theimmoral
actions of a ruler with his ideas of an ideal leader in his attempt to portray
Roman history. For him “ Christian principleswere admirable, but not applicable
for politiciansin certain circumstances, theideathat all human behaviour could
be assessed in relation to one set of valueswas naive and utopian” (Introduction
XXV).

Asapurestrategy and arational linear argument, hethrivesonanimmoral
world of cruelty, injustice, self-serving shrewdness, and a world based on the
calculative movesto attain and retain power. Machiavelli establishesthe human
being as a power-seeking animal who must adapt to the vices which he/sheis
bound to commit and further dehumani sesthe discourse of the political treatise.
Inthe*“Introduction”, Tim Parkswrites, “Machiavelli wasto present |eadership
and nation-building as creative processes that should be judged not morally but
aesthetically” (Introduction xxix). But the primary concern remains: istheidea
of aesthetics devoid of the human element? Or can the discourse devoid of
mora complexity contribute to the growth of human civilisation?

Aristotle in Nicomachean Ethics divides the knowledge under politics
into three categories, namely, theoretical, practical, and productive, which aim
at contemplation, creation, and action, respectively. All threefunctionstogether
make it a more scientific process whose praxis in the real world will find a
direction for the materialisation of the theoretical world. He, therefore, brings
the utopian world close to reality, not making it an ideational impossibility. He
closely linksthe idea of human ethics with politics making it more inclusively
complex working in thedirection of civilisational growth. Aristotle establishes,
“And on this account nothing but a good moral training can qualify a man to
study what isnaoble and just— in aword, to study questions of Politics’ (6). The
onewho entersinto theworld of justice hasto beinlovewith justice and pursue
the actions manifested in excellence as per Aristotle.
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Ethics work under the collective human functioning of the society and
therefore, itsprimacy in the evolution of human civilisation or itsinsignificance
asdirected by Machiavelli astwo varied positionswill create different choices
to decide the trgjectory for beings. For aruler, Machiavelli writes:

...he mustn’t be concerned about the bad reputation that comes with
those negative qualities that are almost essential if heisto hold on to
power. If you think about it, there’ll always be something that 1ooks
morally right but would actually lead aruler to disaster, and something
elsethat looks wrong but will bring security and success. (61)

The choiceto reject morality defineshisposition asapolitical philosopher.
He eliminates the questions of reflection and introspection, as hisargument is
not bound by any obligation or responsibility of a governing agent. His ideas
work in the domain of the Prince asaruler who wantsto ruleto hold a position
of privilegein the society. The choices holding ethical positions are outrightly
rejected by Machiavelli as his presumptions fail to see the success of aruler
who isethically bound to serve the subjects. Under thelight of the above quote,
theruler does not function under challenging circumstances of human cognition
asan engaging force, because one of the elements of responsibility iseliminated.
The idea of success is defined in the attainment of unhindered power. The
Machiavellian utopiais another dysfunctional model which shows no patterns
of extrapolation as it lacks the elements of uncertainty and unpredictability,
whichisapart of any political functioning rooted in the subject of human beings.
Causational assumptions of the Machiavellian model limit its dimensions and
political discourse hence becomes devoid of its complexity when the other
important coordinates of operation are ignored.

Similarly, theideaof acapitalist society isbased onthe economic development
of a country. The idea of power operates through economy under capitalism.
Competition, supply, demand and self-interest as per Adam Smith, the phil osopher
of economics, are the forces of a free market. The idea of a free market is
seen asaguise under the play of monopoly. The demand and supply isactually
regulated by the capitalist forces; therefore, these forces manipul ate and reshape
the consumer behaviour to earn profit, which is the ultimate objective. The
paradigm shifts from social growth to making profit for self-interest changed
the centre of humanity, aligning money with growth and success.

This lopsided movement changed the socio-economic structures of the
society which, in turn, is seen as a new norm replacing the ideas of human
evolution with human growth. Asthisworkswith little or no regulation, it gives
freedom to the capitalist forcesto access their liberty to operate and shape the
S0ci 0-economic structureswith the motive to earn profit. Nation-states building
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their supremacy on the basis of economic possession entered into the world of
economic war for power. V.B. Singh, in the essay “Adam Smith’s Theory of
Economic Development” (1959), describesAdam Smith’stheory asnot to give
much importance to the idea of benevolence as a regulator of harmony. He
highlights that law and magistracy are aways on the side of the trader, which
reflectsthat the trader has an extended freedom of operation. In Adam Smith’s
view, the idea of natural philosophy which gives human beings the freedom to
function. Categorical specialisation under thedivision of |abour createsaworld
of freedom for the producer who could use the yardstick to measure and
manipulate according to their own requirements. It also created a world of
exclusivity with the idea of focused knowledge which redefined the idea of
efficiency, making things categorical instead of inclusive and comprehensive.

The strategies are used by the capitalist to entrap the consumer. And in
the garb of a consumer-centric working environment, corporate offers what it
intendsto offer and further controlsthe collective desire. It captivatesthe taste
of the consumer and reduces the shelf life of the product forcing the consumer
to be a part of the nexus offered. The political treatise of Machiavelli has
become the treatise of the political economy today. To criticaly view the
Machiavellian model, the paper has been divided into three sectionswhich will
specifically talk about the basis of the idea of power which thrives on pure
rationality as a way of life, and it has taken the course of linear progression
dramatically. Thevalues of the Machiavellian model can be broadly seen under
thefollowing classified systems.

Quantifiable Expansion

Invading to conquer to acquire power on thebasis of territorial augmentation
empowersthe Prince to access maximum control. Thistopographical expansion
restrains the topol ogical mooring of the Prince, and hence the measurable land
control becomes adefining principle of quantifiable extensions. To possessand
access control directsthe waystowards the power-struck mappable elaboration
of the Prince. “Move the money from your clients pocket to your pocket” (The
Wolf of Wall Sreet 00:08:50-52). Maximisation of profit and holding maximum
money using minimum timeframeisthe principle of the capitalist working which
again, reiterates the quantifiable norms of expansion. Hence, we see that the
idea of the unseen human expansion does not fit in the frames of both the
models.

Thefascinating idea of earning three million dollarsin three hoursin the
film The Wolf of Wall Street puts acompulsion on the vulnerable stock brokers
of Wall Street to extend their access to be able to suck the money out of their
customers under the strategic working of employing the immoral ways of life.
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Jordan Belfrot, along with Donnie Azof who befriendshim, islured by the amount
of quick money his profession offers and they use their pump and dump scam
to capture the speculative market. They are well-versed with the market’s
mechanism and further use it and manipulate it in order to control the money
floating there. In today’s capitalist world, the idea of money commands the
lives of the people. Mark Hanna, a professional stock broker already working
on Wall Street, lures Belfrot in the sex and drugs filled world of stockbrokers
by enticing him in the money-making world when he convincingly tells him,
“Wherethe money isto bereinvested and the client gets addicted to it and then
give more and more and moving money to which will go into the pockets of
investors. Client will think heis getting what will be true on papers but not in
reality” (00:27:23-30).

For the corporate industry profit maximisation becomes the bottom line
where they choose to overlook the other more humane aspects which add
valueto life. When this blinkered worldview governslife, people soon forget to
enrich their existence by the ignored factors. Belfrot in the film The Wolf of
Wall Street says, “I want you to go out there and | want you to ram Steve
Madden stock down your client’s throats until they fucking choke on it”
(01:21:20-34). Considering money, the only and the ultimate factor for growth
and happiness makes them untouched by the more profound factors of life.
Ultimately, money becomesthe socio-logic of the capitalist society empowering
the corporate world and ultimately the politicianswho are the hidden governing
bodies of this empire. The economic terrain is driven by the American empire
which stands at the centre as the market-driven force. Belfrot saysin the film,
“But of all the drugs and God'’s blue heaven, there is one that is my absolute
favouriteyou see... Enough of thisshit will makeyou invincible. Ableto conquer
the world and eviscerate your enemies’ (00:03:50- 00:04:07). Money here
becomes atool for power. It isnot money but the power one gains with money
that requires attention.

To conquer the economy to redefine the power structuresiswhat we see
in the above-mentioned lines. The Machiavellian ideas of invincibility and
obliteration are the continuing forces of the capitalist world. Whereas in the
film Erin Brokovich (2000) we observe Erin’s understanding of expansion in
direct contrast to the PG& E’s unethical ways of earning money. Their use of
Hexavalent chromium contaminated the drinking water which further caused
terminal diseasesto the Hinkley plaintiffs. The primary business ethics of PG& E
involved deception, bribery, harm to the environment, and the idea of distrust.
This case was the largest direct-action lawsuit in the history of the United
States, which revealed their socio-economic functioning under the light of
degenerated actions. This quantifiable expansion is measurable and so is the
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expansion of Machiavellian power.

Human expansion is the unseen extrapolation of the being which adds to
the evolutionary journey of civilisation growth. Che Guevara sjourney of Latin
America in the travelogue The Motorcycle Diaries can be mapped, but can
we map the constantly evolving Self of the man who became arevolutionary?
The changing consciousness cannot be mapped, nor can the thoughts, but the
measurable land and money can be, by which one derives a sense of power.
The modes of exercising power and deriving a sense of power need to be
redefined for the unseen human expansion to be able to find its roads. From a
dreamer to aman of action who shed himself of “1” to identify with the world
waiting for himto be“we” isthat unseen human expanse. Thejourney from“1”
to “we” isof an untraceable human self who not only contributed in thefield of
leprosy under the identity of a doctor, but rose for humanity at large with his
empathetic temperament. The song “ Jeenalsi kaNaam hai” (1958), written by
Shailendra, holdsliterary sensibility and reiteratesthe purpose of lifeand designs
the civilisational fabric through his poetic rendition by Mukesh:

Mitte jo pyaar k lie vo zindagi
Jalebahar k lie vo zindagi

Kisi ko ho na ho Hume to aitbar
Jeenaisi ka naam hai (13-16)

Life of love, compassion, and empathy infuses the mundane working with
the romance to delineate the consciously engaging human endeavours with
humanenessfor the unseen progression. Theworld of Machiavelli and capitalism
works on the ideas of distrust and deceiving. Therefore, aitbar as a missing
force in the above-mentioned works makes it a fragmented and a tumbled
structure.

Palitical Morality in the Capitalist World

But since it is difficult for aruler to be both feared and loved, it is
much safer to befeared than loved, if one of thetwo must belacking.
For this can generally be said of men: that they are ungrateful, fickle,
liars and deceivers, avoiders of danger, greedy for profit; and as
long asyou servetheir welfare, they areentirely yours, offering you
their blood, possessions, life and children...when the occasion to do
so isnot in sight; but when you are faced with it, they turn against
you. And that Prince who lays his foundations on their promises
alone, finding himself stripped of other preparations, fallstoruin...

For men areless concerned with hurting someonewho makes himself
loved than one who makes himself feared, because love is held by
alink of obligation which, since men are wretched creatures, is
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broken every timetheir own interests are at stake; but fear is held
by adread of punishment whichwill never leaveyou. (Machiavelli
31)

In the above lines, the Machiavellian morality re-establishes the ways of
convenient vices. Hisargument isprimarily based on the non-humane, separatist
ethos. Inthe capitalist society, the means of production are used in amanner to
generate profit to hold power, which is constant in the entire process of the
working of any corporate firm. And Machiavelli talks about maximisation of
political power to rule. Therefore, we see that exploitation is one of the
consequences of profit-making and demands aspecific morality. The modes of
operation of capitalistic forcesasrepresented in the filmsagain show a human
vice manifested in action. The film Kalyug by Shyam Benegal is an argument
of Mahabharata under capitalist decadence. The scandalous battle between
families of thetwo brothersleadsto thefall of both the families. Thefight to get
the contract for the STS project worth 27 crores leads to a series of self-
planted unfortunate circumstances. In one of the conversations between Dhanrgj
and Karna where they plan to strategise against their rival family so that the
STSproject isfinally taken by their company, they say:

DHANRAJ : Baat ban gai. Lockout ho gya.

KARNA . Good, Yani filhaal factory se humari machines
jane ka Sawal nai uthta (1:12:00-07)

With amotive to not let the cousin take the contract they tried to sabotage the
working of their factory so that the contact remainswith them. Human relations
take a backseat and the greed to earn more and more money takes over. Also,
the subcontext of Mahabharata gives a mythological in-depth to the plot. To
protect their own working, they plant an impediment for the other company.
This continues when Karna again says “Production factories mein scandals
kibooh jab government to milegi to unka STS project khatre mein padh
jaega aur sath hi banking circles aur stock market mein unki prestige
girjaegi” (1:17:12-20). Thepalitical morality of Machiavelli demands the need
to act pretentiously and work for one’s own profit-making process at the cost
of the ethical commands of life. Revenge through murders, which ultimately
lead to the ruin of both the families and the tragic state of Bharat and Dhanrgj
and deaths of al the other people involved in the game, created a space for
unfair practices where the characters had different motivations outside the
ethical code. The hijacking of thetrucksloaded with productsso that it doesn’t
reach in time and then to secretly tell the police about the return of the trucks
with the motive to gain the insurance claim money would bring bad reputation
to Bharat and the family business.
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Theideaof mordity isindividual, whereas ethicsdeal with the collective
human civilisational responsibility and growth, which are fundamental to human
existence. Individual morality can lead to subjective choices, but ethically
deliberated philosophical positions are embedded in the process of creation
itself. Machiavelli sanctionsthe Prince to have thetraits of alion and awolf at
the same time and therefore allows cruel means to take shape in politics. He
writes: “The reader should bear in mind that there are two ways of doing a
battle: using the laws and animal force. But since playing by the law often
proves inadequate, it makes sense to resort to force as well” (69). Hence it
approves of the animalistic behaviour on the part of the public figure of the
Prince. Machiavelli goesto the extent of saying:

Fortune varies but men go on regardless. When their approach suits
the times they’re successful, and when it doesn’'t they’re not. My
opinion on the matter isthis: it'sbetter to beimpulsivethan cautious;
fortune is female and if you want to stay on top of her you have to
dap andthrust. You' Il see she’'smorelikely toyield that way thanto
men who go about her coldly. And being awoman shelikesher men
young, becausethey’ re not so cagey, they’ rewilder and more daring
when they master her. (101)

Similarly, the capitalists in the film The Wolf of Wall Sreet are able to attain
their aimed goals, while they function in the sex and drug-filled environment.
I ssues of human dignity aligned with theideas of gender debates are portrayed
elaborately in the film. Theill- treatment towards the sales assistant, Daniel
Harrison, whom he pays $10,000 to shave her head before the office staff
portrays his pleasure-deriving principles based on the cruelty of his actions.
The treatment of women in the film and the Machiavellian discourseis highly
debatable. Beyond gender is human dignity which gives the right to every
being to live a life of respect. Denying that to anyone causes a sense of
dissatisfaction and al so unhappy human existence.

Vertical Movement of Regressive Progression

The conclusiveand definitiveargument of Machiavelli takesall the probable
combinationsas per hisunderstanding of the design. According to Machiavelli,
morality is not for the rulers to deliberate upon, but it is for the masses who
function onit. Creating these hierarchies, hefailsto think of horizontal stretching
of thefabric of the political argument. Spatially or temporally, the Machiavellian
paradigm will function in the independent units of these two domains. It will,
therefore, never function in the space of spatio-temporal complexity. Hence,
the aesthetic design of the model which needsto consider the uncertainty principle
that contributesto the evolutionary process of theories, thoughts, and actionsis
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absent from the framework. Hence, it lacks the evol ution of an aesthetic design
of thecollectivecivilization.

The framework shows the structural skeleton, whereastheidea of design
isan evolved term contributing to the aesthetics of creation. With human el ements
missing in the discourse and reiteration on the strategic and unidirectionally
linear argument, the Machiavellian and capitalist discourses are devoid of the
aesthetic pleasure of literary sensibility and sensitivity. According to him,
“Morality was for ordinary people and not the rulers. “Political leaders are
above law” (Introduction xvi). Rejecting a particular section of the society,
Machiavelli writesfrom the point of view of theruler only. His positional value
takes away the peoplefrom different strata of the society and hisideaof growth
isindividual which failsto bring different sectionstogether. Machiavelli gives
man the power to surviveinitsfull capacity against the idea of fortune which
becomes a hindrance in human endeavours.

Machiavellian certainty rejectsfortune against virtu. Inthe“Introduction”
tothetext, Tim Parks says “ The modern, positivist attitude, where thought and
analysis serve in so far as they produce decisive action, rather than abstract
concepts, lies at the heart of The Prince” (“Introduction” xv). Deductive
reasoning has led to an inferential progression. The exactness of information
and detailed concretisation of the known has attuned the human mind for
precision. Dependency on the seen world isan admirable endeavour to venture
into the minutest of the attributes of nature, and on the other hand, it has taken
the poeticimagination of artistic yearning for abstractionsof universal significance
away from human comprehension. It has built confidence for progression but
has reduced the field of evolution of human civilisation. The mystery of the
unseen iscomprehensive and needs the imagination to be deciphered. Obsession
with exactness, therefore, takes away the romance of holistic nature.

Machiavelli says, “War is just when there's no alternative and arms are
sacred when they are your only hope” (23). In the film Corporate (2006) by
Madhur Bhandarkar, launching the toxic drink was the only alternative to hold
the market. But then the question comes how far can we consider the efficacy
of the above statement? The industry workstowards sustaining the liquid flow
of money in aunidirectional manner, therefore, homogenising the process and
simplifying it. From the eyes of the two company workers, we get to know how
the people in power live and how they feed themselves with the unfair means
of earning the luxuries of life. During one of the conversations one of them
says.

Sala Company k paise se har do mahine mein London ja
rehta hai. Our aapne to Lonavia k bhai lalle hai... ye fab VP,
CEO'S, Executives, ye say haina company k paise se jalve karte
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hai. Aur ye shanna har 6 mahine mei apni secretary badalta
hai. Kya hai apne desh me in biwi nahi badal saktena, is lie ye
secretary badalta hai. (1:38:50-1:39:13)

Feeding on themoney of the common people, thetop-notch exploitsthe subjects.
In Kalyug, the company workers ignite under a strategy by Dhanrgj, and the
leader of the worker’s union, who in the garb of protecting the rights of the
workers, carves out a way for his own matives. He befools the workers for
earning money and makes a deal with the company to materialise his own
motives. He tells Bharat “Lekin workers ko ye yakeen dilana hoga k
management se bonus ki baat chal rai hai” (1:16:13-18). In the hands of the
company and also the middleman, the workers suffer. Their innocence is used
by others to keep their pace with money and the competitive world of the
imperialist forces. They are exploited under afake attack planned to set their
anger on fire so that the company faces anarchy and their production stops.

Capitalism advocates self-governed societies with voluntary institutions
opposing the hierarchical organisation inthe conduct of human relationswhich
isdistorted asinequality isan inevitable conseguence of economic growthina
capitalist economy. The resulting concentration of wealth can destabilise
democratic societies and it undermines the ideal s of social justice upon which
they are built. There aretimeswhen the surplus produced needsto be all ocated
to the right consumers and to materialise the purpose when the need is not
therein the market, acapitalist createsthe need by exploiting the subjects. This
prompts the following reflection from The Prince, “that many people reckon
that when the opportunity presentsitself a smart ruler will shrewdly provoke
hostility so that he can then increase his reputation by crushing it” (55).

The saddened state of human existence today can be seen in the form of
colours in Pablo Picasso’'s The Weeping Woman (1937), which represents the
collective suffering of humanity. The “still sad music of humanity” resonates
the narrative of the collected water stuck in a pond, longing to meet the river
and flow eternally (“Lines Composed a Few Miles above Tintern Abbey” 93).
The helpless hand with a handkerchief in the mouth shows the anxious being.
Thebright, vibrant yellow, blue, red and green arein direct contrast to the black
and white inner face. The inner face shows the core of the human being in the
form of a mouth which is infected and pale. If we continue to adopt the
unempathetic ways of life as functionary forces of human civilisation, the
complex philosophical being will bein adoomed state of unseen anarchy which
will become a metaphor of distortion for the human state.

Itisnot alwaysactioninitsphysicality that isneeded. Hamlet’sinactionin
the state of crisis was an act of a cognitive being who travelled through the
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crevices of hardships. Action without a beautiful idea of a cognitive mind will
make the world full of lagos and Bosolas. The capitalist corporate is working
like arehat, a Persian wheel which sucks the water from one side and drains
out to the other side. Capital under corporate and power under imperia forces
conjoined at the top to suck up the fundamentals of a human being leaves the
common humanity parched. Perhaps, the aesthetics of ethicswill weavein the
threads of humanity for society to drape the fabric of collective evolution.
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The Muse and the Music: The Sory of Loveand Lossin
Agra Bazaar and Umrao Jaan

Kanika Puri

Habib Tanvir’'s play Agra Bazaar is set in Kinari Bazaar of early nineteenth
century Agra (which was then called Akbarabad). As far as stage setting is
concerned, the brothel or the kotha finds a place in the centre of the market
standing tall between the extreme poles of the bookseller’sand thekite seller’s
shop. This brothel of Benazir, the courtesan, stands as a sea and the worlds of
the kite seller and the bookseller come out as seashores, coexisting but never
intersecting. On the one side, in the words of Patangwala, there are “ Shero
shayari par jaan dene wale” (Tanvir 58) and on other side, “ Shero Shayari
ka karobar karnewale” (58). Here, just like Nazir, Benazir also gets bifurcated
and divided in terms of how these two worlds saw her. As a courtesan, shewas
afigure of gaze, but the gaze differed as far asthese two different worldswere
concerned.

Kitab Wala, Maulvi, and the Shayar scoff at Nazir’s poetry and his way
of lifewhich consisted of going to the kotha and cherishing, and also celebrating
itsempirical culture. In one of the instances, the Shayar expresses his version
of Nazir's approach towards reality and existence, “Ab to khair aakhiri umar
mein ek soofi saafi kii jindgi basar karne lagey hain. |smat-e-beebist az
bechadri ki misaal hai.Varna suna hai ahde shabab mein ye alam tha ki
bazaar ke laundon ke sath gaate bajaate aur kothon ke chakkar lagaate
the” (50). Such linesreflect the way Nazir’s life was considered wayward and
how knitting experiences by going to the kotha was considered a marginally
dishonorable aspect of aesthetics by them. However, the kite seller, just like
Nazir, took utmost pridein attending “ Tairaki ke Mele” (72) and also in being
apart of Agra's empirical culture of which kothas (brothels) were an integral
part. One can observe that these two diverging worlds or corners of the bazaar
had different views of the kotha that stood between them.

If one considersthetemporal backdrop of theplay, asitissetin 1810, one
realises the humongous transformation Agrawas undergoing. The Mughal Era
was declining, and the Britishers were getting a hold on this city. Economic
situationswereweak, resulting in afeeling of hopelessnessand futility in society.
In thisextremely chaotic situation, one place which was booming despite the
economic situations of the city was the kotha or the brothel where it became
“houseof illusions’ asin Jean Genet’s The Balcony. In Genet’ s play, the brothel
serves as an escape from reality for its customers where they indulge in
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momentary fissures from the hideousnessthat was outside. Outside the brothel,
on the streets arevolution is going on, but the customers were flocking to the
brothel, putting their lives at stake. A similar situation can bewitnessed in Agra
Bazaar, wherethe society and the peopleinhabiting it might befacing adownturn,
but that fails to affect the business and the booming of the kotha.

The kotha has two distinct worlds surrounding it, and it also supplies a
chance where divergent consciousness of people like Shauda and Daroga hold
aphysical presence under the same roof. The knitting beauty of the kotha has
an empirical beauty of celebration and delight, where binary positioning of
existence succumbs to basic human aspirations and desires. The Kotha emerges
asahub of peoplewho are apart of asystem and the peoplewho aid in running
it. It culminates in an interactive and dialogic space for people to assert their
presence whether they hold acentral or marginal position in the system. These
people perhaps find solace and pleasure in the company of Benazir and her
kotha. It perhaps serves as a sea to them in which they want to divein, where
the hue and cries of thisdisordered society remain calm and unheard and instead,
they hear the musicality of the waves. The musicality of Agra Bazaar or for
that matter the whole of Agra and its culture has been muted in this era of the
early nineteenth-century. Apart from providing an anchor to its customers, the
kotha served the purpose of securing the culture of Agra, which waslosing its
roots and its diversifying experiences. The kotha somewhere might be seen as
one of the factors that were helping in keeping the rhythm of the culture alive
and thriving through the tumultuous time.

A similar sense of nostalgia can also be talked about in reference to the
film Umrao Jaan by Muzaffar Ali. In the Treaty of 1801, Saadat Ali Khan, a
puppet king, yielded half of Awadh to the East India Company while aso
agreeing to disband his own troops in favour of a highly expensive British
controlled army. Thistreaty allowed theBritishers accessto Awadh's treasuries.
The Nawabs were ceremonial kings, busy with pomp and show but with little
influence over matters of state. By the mid-nineteenth century, however, the
British had grown impatient with the arrangement and demanded direct control
over Awadh. In 1856, the East India Company first moved its troops to the
border and then annexed the state under the Doctrine of Lapse. Awadh was
placed under chief commissioner Sir Henry Lawrence. Wajid Ali Shah, then
Nawab, wasimprisoned then exiled by the East India Company. | n the subsequent
rebellion of 1857, his son was killed, and his wife, Begum Hazrat Mahal and
other rebel leaders fled to Nepal.

Culturally, Lucknow aso had a tradition of courtesans, and it was the
tradition and the culture of mehfilsand dancing, singing, and revelry that L ucknow
lost when the Britishers gained control over the city. This is the collective
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nostalgia of tehzeeb. The silence, not only of longing but also of a place left
empty, an era bygone, the silence of those kothas from which people had to
flee and ensure their own survival when the pangs of despair throttled their
existence, filled Lucknow

Umrao Jaan is empathetically capable of connecting to such nostalgia of
the historical past through one character in the film, Faiz Ali, enacted by Raj
Babbar. Heisthe character who narrates about the Britishers and the pompous
ways of the Nawabs to Umrao. He is the thread that leads Umrao to share a
collective historical nostalgia. He is a man who not only loves her but aso
elopeswith her. The song at the end when she goesto her birthplace, Faizabad,
beautifully captures her loss and the sudden unfamiliarity she feelsfor aplace
so dear to her heart, “Ye kya jagah hai doston, ye kaun sa dayaar hai,
Hadd-e -nigaah tak k jahaan gubaar hi gubaarhai” (Umrao Jaan 2:20:00-
2:20:30).

According to thetransl ation of the song, thelyricsare*“Whichisthisplace
my friends, which is this region/ where, till the eyes can see there are only
clouds of dust”. Theselinesfunction at two levels. First, for Umrao maybethis
region isfull of dust storms, i.e., the nostalgiaisthere, aslater in the song she
asks whether someone is calling her from behind the curtain. That longing is
also there, but maybe the memories have become a bit hazy like a dust storm.
Secondly, this song can also be negotiated in the light of people like Khannum
Jaan and others who have to leave their homes due to the political unrest and
are going to different, new places, and feel the strangeness of a new place.

The gust of memories also cyclones in her heart where the past is hazy,
but eyesarefull of tears. The sandisatricky textureto hold, but it pincheshard
when a whiff of it gets into the eye. The vision becomes unclear, and one
struggles to see the complete picture. It isasif Umrao is suddenly unaware of
her own heart as she delves into the depth of it. She uses the word ‘ doston’ to
addressin the song. Perhaps what she really misses here is the companionship
where sheislost inthefamiliar waters. There are certain questionsin her mind
which she is troubled by, so she throws this dilemma over to the people
surrounding her. Perhaps she seeks to connect with the audience through
theselines. Here, the film works as amedium of communication through which
the search of Umrao extends towards the viewers who as humans might share
her woes.

The song by Shiv Kumar Batalvi, “Maaye ni maaye mere geetan di
naina wich virhan di radhika pavey” beautifully captures the emotions of
Umrao. Theselineslend avision and animage to asong and show fluidity (and
lack of it), amemory provided to the musicality of life. The pangs of separation
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mostly do not hurt like pelted stones; rather they pinch like sand granuleswhich
aremoreunnerving. These flashes of memoriesarein pieces, and asahuman,
one struggle to make amosaic out of them. Umrao feelsamyriad of emotions
which is an amalgamation of happy and sad notes. At Khannum Jaan’s place,
sheisasuccessful and beloved courtesan and so are her songs, but intherealm
of her past memories, even her songs have a grainy texture, and they lament
thelosswhich is personal aswell as collective. The unfamiliarity of the long-
known dayaar pierces Umrao but apart from that, the gust of uncertainty
(gubaar) is aso shared by people like Khannum and several others who are
saddened because of the land and the life they have left behind.

In Agra Bazaar, the business of the kotha al so flourishes because, unlike
the feriwallaswhose simple plain voicesto sell their stuff fall on deaf ears, the
music of the kotha rushes forth as a humanitarian refuge of sensitivity and
sensbility. It fillsthevoidsin thelives of peoplewho locate themselvesin horrid
experiences caused by the power structures around them. The nostalgia and
the longing are there, but perhaps they are muted because of the cacophony of
chaos. Therhythm and the musicality, similar to the kotha, are perhaps desired
by the street vendors in Agra Bazaar. One, in the literal sense, where the
kakdiwala or cucumber seller is on a frantic lookout for a shayar who can
writeafew lines of shayari on hiscucumbers, and second, they want to acquire
the musicality of normalcy, thelost rhythm of thelife, where the sur of thelife
is somewhere shaken.

Benazir, a courtesan at the kotha, is a woman who has seen Nazir come
to her place apart from other characterslike Shauda and Daroga, and she even
sings Nazir’'s nazms in her kotha. One might say she becomes a tool for
helping Tanvir portray certain characteristics of Nazir aswell as his poetry and
how they mattered to the consciousness of the people around the kotha. Through
Benazir, one comesto know about the people who cherished the dynamics and
aesthetics of his poetry. When Benazir sings nazm of Nazir as her * Aapbeseti’,
Shauda says, “Waah waah kaisi achi aapbeeti sunayi hai/ Ye Miyaan Nazr
bhi ajeeb karishmon ke aadmi hain” (100). In this Bazaar, not many female
characters are seen. Yet, the two important characters have got their due as
far astheir relevancein the play isconcerned. The portrayal of Benazir aswell
as the grand-daughter of Nazir, that is the character of Nawasi, becomes a
beautiful mouthpiece for Nazir, hisway of life, and his poetry.

Patangwala is also one such character who is a friend of Nazir and a
lover of his poetry and thus becomes an important mouthpiece of Nazir. But,
Vilaayti Begum, the granddaughter of Nazir, and Benazir are two important
female characters and are subtle yet effective reminders of Nazir’s poetry. I
Nawasi reminds one of Nazir through the recital of the nazm ‘choohon ka
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achaar’ to the Pansaari, Benazir sustains Nazir’s poetry by singing his nazms
at her kotha and sensitizing the people who cherish her embrace like poetry.
On the one hand, it is the note that Nawasi brought to the Pansaari:

Fir garam hua aanke achaar choohon ka,
Humne bhi kiya khwanchaa taiyar choohon ka,
Sar paaon kuchal koot ke do char choohon ka,
Jaldi se kachhoomar sa kiya do char choohon ka,
Kya jor mazedar hai achaar choohon ka (79)

On the other hand, it is the nazm sung by Benazir:

Khhorej karishma, naaz sitam gamjon ki jhukawat waisi hai,

Mizgaan ki sinaa, nazron ki anni, abroo ki khichawat waisi
hai,

Ayyar nazar, makkar ada, tevri ki charawat waisi hai,

Kattaal nigah, aur dusht gazab, aankhon ki lagawat waisi hai,

Palkon ki jhapak, putli ki fitrat, surme ki ghulawat waisi hai.
(99)

Both these instances show how Benazir and Nawasi helpin bringing to thefore
what Tanvir was attempting to showcase in his play, the presence of Nazir
without giving himaphysical presenceinthe play. Through thelinesthat Benazir
sings, loveisalso foregrounded asto how love can be beautifully encapsul ated
inwords.

Benazir as a courtesan had no dearth of customers, especially at atime
when all other structures of the economy were collapsing. Her kotha and her
business remains unaffected. In the context of this play, in 1810, kotha and
Benazir were the much-needed escapades for the customers of the kotha.
The number of women charactersin the play doesnot go unnoticed, but Tanvir
perhaps had something in his mind when he portrayed Benazir as one of the
mouthpieces of Nazir, however indirect and subtle. Tanvir somewhere knew
the position of women at that time, especialy courtesans, and the way they
were seen by the supposed intell ectuals. Through Benazir, perhaps, he tried to
giveaplatformtothevoiceof thewomenin society and that voiceisstrengthened
by the voice and the character of Nawasi, who in her childhood as well she
carried the parcels of Nazir's poetry to people.

EricaWaldin her article, “From Begums and Bibisto Abandoned Females
and Idle Women: Sexual Relationships, Venereal Disease and the Redefinition
of Progtitution in Early Nineteenth Century, India’ observesthe position of the
early nineteenth century women, specifically prostitutes who were considered
as‘diseased’ and transmitters of venereal diseases. This concept started when,
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during the British Rule, European sol diers started rel ationshipswith Indian women
and venereal diseases were seen as one of the threats to the Company in these
relationships. In the early nineteenth-century, Lal Bazaars were established
along with the Lock hospital s system. According to the above-mentioned article,
“Lal Bazaar was the term most frequently used to denote the area of a
cantonment Bazaar dedicated to regulated prostitutes’ (Wald 13). This idea
was combined with that of alock hospital, a venereal disease hospital, where
Bazaar women who were considered diseased, would be sent for treatment
and detention until they were cured of their diseases. Tanvir, by designing a
central position for a kotha in Agra Bazaar, perhaps also wanted to indicate
towards the practice of Lal Bazaars that was prevalent in the early nineteenth-
century.

Though the kotha of Benazir runswell as a place of business, yet her
being an object of male desire cannot be ruled out. The power struggle to
obtain her asan object isquite evident in the way in which Shaudaand Daroga
fight for Benazir. For instance, when Daroga comes to the kotha and sees
Shauda, he says, “Aap kaun naat-e-shareef hain? Koi nayi chidiya maaloom
hoti hai. Barkhuddar abhi tum humein pehchante nahin ho” (Tanvir 102).
To which Shaudareplies, “ Bhaanp raha hoon. Mauka dijiye to abhi pehchan
leta hoon. Aeeye ho jaaye do-do haath” (102).

This power struggle intensifies when Daroga, making use of his power,
gets Shaudaarrested for being apart of afeud in the market which was actually
a fabricated case. Shauda reprimands Daroga and says, “Abey bada namard
nikla tera Daroga ka bachha. Hum samjhe the mukabla raavan se hai.
Seeta haran hoga, do-do haath honge” (103).

This statement is very powerful as far as the position of Benazir is
concerned. The phrase “ Seeta haran hoga” points to the fact that women in
that era were seen as objects to be possessed and be proud of. On one hand,
Benazir has these two characters of Daroga and Shauda who fight for her
possession and on the other hand the play has Manzur Hussain, who seemsto
be an insane person to people. But in the words of Benazir, Hussain has
surpassed that petty level of supposed love that Daroga and Shauda show her
and she says to Daroga “\Wbh ragabat ki manzil se guzar chuke hain” (Tanvir
118).

Through the character of Manzur Hussain, Tanvir perhaps gave that era
apossibility of humanness, apossibility of loving awoman, evento acourtesan,
irrespective of her statusin the society. But towardsthe end, thispossibility sort
of dwindles, where the loud shout of Darogato Hussain as*Manzur Hussain”
instills a feeling of fear in Hussain, and he hurriedly leaves. Perhaps Tanvir
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wished to convey that in the erain which the play is set, looking at awoman as
ahuman being, capable of being loved, that too aprogtitute might not beimpossible
but still had along way to go.

Umrao Jaan asacinematic text also tugs at thefeeling of lovefor beloved
or thelover. Ali, asthedirector, beautifully weaves an angle of loveinthelife of
a courtesan. Whether this love would amount to something or would fade far
away isaquestion to grapplewith. In one of the scenes, Maulvi sahabissitting
with Umrao and is explaining to her how true love happens and what are the
conditionsthat areto befulfilledtocall it truelove. Hetalksin termsof bekhabri.
He saysin true love, nothing remains— Be it the beloved, thelover, or feeling
of loveitself. Everything just becomes one, and that too goes into the shadow
of bekhabri, which isabeautiful emotion of being completely lost inlove. The
silence that comes with this feeling aso brings the serenity and the calmness
where one is reduced to nothing yet he or she has everything.

This is not the type of love which Mirza Gauhar is seeking. In fact, it
cannot be called love as he somewhere only seemsto take physical or material
pleasure from Umrao. Later in the movie, she herself says when he comes to
her “[..] kya asharfiyaan khatam ho gayin?’ (Umrao Jaan 2:00:01-2:00:07).
It shows that Gauhar is only concerned about his personal gains. Incidentaly,
when Umrao and he come close and are caught by Khanum Jaan, he deters
owning up and puts the blame on Umrao instead. It signifies that Umrao isa
mere commodity, another material wealth for Gauhar to possess, to accumul ate.
He, perhaps, looked at Umrao as trade and not as someone who could be a
worthy companion.

Another silence in terms of love, lover, and beloved is that enchanting
silence, where Umrao gets another space to grapple with the possihilities of
love with the Nawab, who is played by Farooq Sheikh. This love is sort of a
trajectory which is associated with words or their absence. This maze of
presence and absence of wordsisinteresting becauseit can invoke afeeling of
awe as well as denote the piercing silence of arelationship which has nothing
left. The silences that were there in their relationship denote the different
junctures that their love encounters.

When Umrao and Nawab are with each other, the sher is uttered: “Jab
aap saamne hain to kuch bhi nahin hai yaad, varna kuch aapse kehna
zaroor tha” (00:57:50-00:57:58). Hereisadesireto express|ove but the moment
thereisan encounter with the person one loves, everything fades away, except
for the image of the beloved. Further, when Nawab and Umrao come close to
each other physically, Umrao asks Nawab to listen to her ghazal to which the
Nawab replies that he is already listening to one, and describes the different
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body parts of Umrao as a complete, beautiful ghazal. He hears an unspoken
ghazal and the absence of wordstakes abeautiful form wherethey are swapped
for silent compassion. Thissilenceis perhapsthefeeling of awethat isinspired
in the Nawab.

Further, when the Nawab is tensed about talks of his marriage into his
father’sfamily and issilent when Umrao comesto meet him, thissilence pricks
her. Then she questions the Nawab about her not being dear to him as heis not
sharing his worry or problem with her. Due to this silence, she questions her
worthinessintheeyesof theNawab. Thefinal silence comesinto thisrelationship
when the Nawab keeps silent on his relationship with Umrao and agrees to
marry another girl who, later on finds, is the same girl who met Umrao when
she was abducted. This silence of the Nawab unsettles Umrao, and in afrenzy,
she tears off the Nawab's clothes and she cries her heart out. The man she
loved with all her heart chose to be silent, and the silence crumbled her world.
He came as aray of hope in her world and instead, left her heart in darkness.

At apoint in the film, Husseini also shares her idea of love with Umrao
and Gauhar. She says, “Yaa to kissi ko apna banaa lo, ya to kissi ke ho 10"
(01:30:01-01:30:03). She combines nostalgia with love when she says that if
trueloverswerethere, then it wasin her era. In her golden days, lovers used to
completely give themselves to love; there was peace and satisfaction in
completely belonging to someone.

In conclusion, asHemingway says, “ All cowardice comesfrom not loving
or not loving well, which is the same thing” (Midnight in Paris 00:34:54-
00:34:56). These courtesans got a chance at love or perhaps they too were
seeking it somewhere. Benazir was the bright and eye-catching sight right in
the middle of abustling market who people sought refugein, and she was left
as a possession to acquire. The courage of a prospective lover fails her
somewhere when Manzoor Hussain who, according to her, is above all the
petty competitivenessthat her other customers have for her. She perhapslongs
for the sense of belongingness as awoman capable of love, but it might be the
lack of courage on the part of the lover.

However, if one tries to understand the time that it was, can one really
blame the person or is the situation to be blamed? Has courage nothing to do
with thetimesthat the personisliving in? Perhapsit is easy to love acourtesan,
but what about the fulfilment that she craves which goes beyond the physical
aspect of existence? Similarly, Umrao also gives ample chances to love and
with the character of the Nawab, she dreams of practising love as she used to
sing about it in her songs. Eventualy she is left with no one. She perhaps
realizesthat in her world theideaof loveisbeautiful, but practising it, committing
toit, receiving loyalty from the other person, and being worthy of the courage
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that this type of love demands is not easy. In both the texts discussed, love
somewhere travels its journey through verses, whether it is Benazir singing,
Nazir's poems, or Umrao singing the songs at her kotha.

These verses are an anchor to these courtesans in a way, where the
emotion of love perhapsis not able to provide afirm grounding to them. They
have a long way to tread before they get hold of the companionship they
desire. However, the sense of loss that they possess is perhaps a priceless
feeling to hold onto. Lossinloveisnot necessarily afeeling to lament. It can be
celebratory asbeing in love is a festival in itself. It is a carnival where the
whole world seemsto be in revelry. But the loss of love is afestival of one's
own. It isacyclone, awhirlwind where the choice is between getting stuck in
that hazy but fierce engulfment of remorse or reveling and dancing inthat circular
milieu where the mystique of one's contentment will help him or her achieve
sublimity. Here, on€e's existence becomes one with love more than the lover.
Thesong of lifeand lovethen goesfar away from the push and pull of happiness
aswell as sorrow, and instead becomes a melody initself. It isamelody with
the strength to twirl and dance in the mysticism of being born, living alifefor
love and because of love. Thismelody surely hastunes of longing, but perhaps
it containsalingering hope. It takes the form of amosaic where the museisnot
life or feeling of love aone but is amyriad of experiences that a person goes
through in the journey of love. This journey fuses the muse and music, and a
melody isborn.
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Interdisciplinarity as Epistemic Expansion:
Contextualizing the Debate in Indian Context

Anup Singh Beniwal

Interdisciplinarity asapedagogical and epistemic practice hasacquired an added
focus, especialy with the advent and predominance of postmodern thought and
praxis. A contemporary buzzword, though in no way an altogether new
phenomenon, interdisciplinarity has become anew mantrafor the organisation
and dissemination of knowledgeininstitutes of higher learningin India. While
this hasled to much-needed convergence of disciplines by denting departmental
insularities, it also has tended to — wherever it has been adopted mechanically
or asan epistemic fashion— obfuscate the disciplinary distinctiveness and focus.
Conseguently, the debate on and around ‘ disciplinarity’, its meaning, purpose
and practice, hasbeen underlined by asense of apocal yptic premonition, cautious
optimism, pedagogical holism and epistemic utopianism at the same time. As
Joe Moran has averred, today this debate has been marked by an “intense
crises of knowledgeidentity” and has primarily evolved around the problematic
of pluralist aspiration versus disciplinary coherence (see Interdisciplinarity
for details). The contemporary Indian responsesto thisanxiety too have evolved
along with different epistemic positions.

The most obvious response that the advocates of interdisciplinarity forward in
its defence has a Tennysonianring to it:

“Theold order changeth, yielding place to new,

And God fulfilsHimself in many ways,

L est one good custom should corrupt the world. “ (Tennyson 416)

They seeininterdisciplinarity an evolutionary pedagogica panacea, acontinuous
convergence of new practicesthat should replace and replenish the old and the
worn out in sync with the demands of the new age and its customs. Thisideais
beautifully captured and reiterated by Allamalgbal thus:

Sach keh doon, Ai Barehman, gar tu buraa na mane

Tere sanamkadon ke but ho gaye puraane. (Igbal)

I'll tell you thetruth, O Brahmin,

if you won't take offence:

the idolsthat grace your temples

have ceased to make sense. (Translation by Dalvi Web)
Thereisyet another epistemic pedagogical position, akin but not similar to the
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onereferred to above, that rootsfor changein responseto the current knowledge
anxiety. The following poetic expression by Jaun Elia, a Pakistani poet, best
capturesthe existential ontological contours of this position:

Kya hai jo badal gayi hai duniya

Mein bhi to bahut badal gaya hoon.

Why rueif the world has changed

Haven't | too changed alot with time. (Elia80)

Drawing inferences from Elia’s poetic insight, it can be said that knowledge
construction, acquisition, and dissemination being functions of their moment,
man and milieu, are amenable to change with the changes in these variables.
The changing textures and structures of the knowledge mutate the nature of its
understanding and, asacorollary, one’sresponseto it requiresacommensurate
refit with the change. Interdisciplinarity, asadominant praxisof our timeshelps
realize that necessary knowledge refits.

Thethird interdisciplinarity manoeuvre derivesitsrationalefrom theidea
of knowledge as ‘historical palimpsest.’ It isintricately wedded to a pluralist
understanding of the self and the social. The advocates of this position envision
any given knowledge domainin complementary terms, i.e., every discipline of
necessity contains within it the echoes of others and that no knowledge is
autonomous, enclosed or complete by itself. Each disciplineismerely astage, a
transition from particular to general wherein one discipline ‘ diffuses’ into the
other to create a larger whole:

Meri-hasti-mein-tu bhi-shamil-hai
Tu-nahi-to-hai-kya-vajood-mera.

You too add to my identity

Without you what am 1? (Self-composed)

Thisideagives due cognizance to the variegated ‘ past-ness’ of the knowledge
domain and understands it as a historicised inter and intra-disciplinary truth.
OnceAbdul Ghaffar Khan, the Frontier Gandhi, was asked to explain hisidentity.
He had replied that he was thousands year old Pashtun, hundreds year old
Muslim and only decades-old Pakistani — he was a cumulative outcome of his
past and present. So is the case with any knowledge discipline and its
sedimentation through time. 1t continuously divergesfrom and convergesinto
new knowledge configurationsin time.

Thereisyet another interdi sciplinary-epistemic understanding that, cutting
through the disciplinary boundaries, cel ebrates theinherently democratic, almost
multicultural dissemination of disciplines in al their distinct yet symbiotic
reciprocity. It roots for a simultaneous effervescence of ideas where one does
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not negate or is insulated from the other but comes together and co-existsin
due recognition of each other’s particularity or distinctiveness:

chaman mefi ikhtilat-e-rafig-o-bl se baat banti hai

ham hi ham haifi to kyd ham haifi tum hi tum ho to kya tum ho.
(Sailani web)

The garden getsits meaning in the intermingling of smellsand hues
If oneis, and the other is not, the garden simply cannot exist.

There, however, do exist viewsthat contradict, oppose and challengetherationale
of interdisciplinarity as knowledge garnering praxis. One such position within
this epistemic category holdsthat all disciplinesare distinct in their knowledge
curvatures and hence ‘ possess,” and need to traversetheir unique paths, dharmas
and destinationsand that each one of these needsto keep itsindividual aspirations
and enclosures intact. The epistemic-ontological essence of this argument is
best expressed in Nizamuddin Auliya' s poeti c-spiritual wisdom thus:

Har-gaum-raast-raahe, deene-va-gibalagaahe

Man-qgibla, raast-kardam-bar-simte-qaz-qulahe. (Bahraich 73)
Each community hasitstruth path, dharma, and destination

But evenwithin thiswehaveindividual inspirationsintact. (Trandation
by self)

The above postul ates and positions notwithstanding, the epi stemi c-pedagogical
contentions that revolve around interdisciplinarity have not been resolved
conclusively in favour of any onetake so far. Most of us still continueto tread
the convenient pedagogical routes that tend to whimsically cut through the
“pluralist aspirations” of any knowledge and its anxiety for “disciplinary
coherence.” In the vein of Daag Dehlvi, a prominent Urdu poet, one keeps on
oscillating from one epi stemic-pedagogical position to another without knowing
or realising how or whereto arrive at in one’s quest for knowledge acquisition
and dissemination:

kaabe ki hai havas kabhi k{-e-butan ki hai
mujh ko 3habar nahifi miri miTTT kahafi ki hai. (Dehlvi web)

The contemporary pedagogical scenario, especially under the onslaught of
postmodern ethos has, neverthel ess, tended to shift its epistemic locus towards
interdisciplinarity. The knowledge spaces of our timesare marked by and betray
‘interdisciplinary anxiety’. It isimmediately visible in the ways conventional
literature departments are being rechristened or their course-curriculaare being
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designed, debated and revised. All these epistemic or knowledge building
manoeuvres/gestures have come to be mediated by extra-academic
considerations — part political, part commercial, part contextual and part
fashionable.

Inthe past few years, especially in thewake of postmodern thought taking
the centre stage and LPG (Liberalization, Privatization and Globalization)
mediating all educational sitesandinsight, there hasbeen an upsurgein market-
mediated, multi-skill coursesthat are being offered by theinstitutions of higher
learning. The interdisciplinary courses like MBA, ICT (Information and
Communication Technology), Bio-Medical Engineering or Engineering Physics
that are currently in fashion, happen to be the off-springs of market-oriented
and technologically driven epistemic weltanschauung. Their upsurge and
conseguent downslide — unlike conventional disciplines—isafunction of the
vagaries of the market. Most of these have been devised as courses wherein
skills were given preference over knowledge-making or wisdom, knowledge
packaging became more important than knowledge acquisition, and core
competence was sacrificed at the altar of horizontal cross-breeding across
disciplines. As a consequence, the resultant epistemic action shifted from the
basic to the applied, from the fundamental s to functionality, from the centre to
the margins and ‘ core competences were redefined and compromised in the
pursuit of knowledge‘hybridity’ and theidea of inclusivenesswas hijacked by
theidea of utility. The fact that interdisciplinarity as knowledge praxis works
better at the margin to reinforce the core was conveniently forgotten.

The current racefor the convergence of diverse knowledge has put undue
pressure on conventional Humanitiesand Socia Sciencesdepartmentsto reinvent
and update themselves. They have responded to this crisis through strategies
that have not always been knowledge conducive. One of the waysthis pressure
was sought to be offloaded was by rechristening the departments in tune with
the knowledge spirit of the times. Departments of English, for example, were
‘renovated’ as Department of English and Cultural Studies or Department of
English and Foreign Languages with an obvious aim to move away from their
disciplinary limitations and inter-departmental insulation to the so-called
interdisciplinary inclusiveness.

The epistemic spaces thus reinvented also required a commensurate
curricularefit. In most literature departments this refitting paved the way for
knowledge amorphousness in the name of cross-disciplinary enrichment. All
kinds of ‘studies’ — film studies, media studies, cultural studies, ethical and
moral studies, environmental studies, to name afew —have cometo piggy ride
on ‘literary studies'. As aresult, literature and its pursuit have acquired what

312



indraprasth

may be termed as ‘ gunny-sack syndrome’ —just fill the sack of literature with
any ‘study’ and it till remains a sack of literature.

The question of ‘what to teach’ and ‘why to teach that’ — or in other
words what to include and what to exclude from the syllabi — too often turns
into an extra-academic game of ideological one-up-man-ship. The academic-
epistemic deliberations are reduced into azero-sum gameof political proclivities.
The political parochialism is turned into an ethical stance and an academic
insight to push one’spolitical agendain the nameof literature. Asaconsequence,
literariness or literature asinterdisciplinary epistemic and pedagogical valueis
vulgarised and is made subservient to the dominant power-as-‘the’ literary-
gaze. Even if one concedes that knowledge-economies have always been
mediated by power matrices of their respective times, it hardly validates those
extreme practicesthat tend to mechanically decide theliterary-epistemic worth
of a‘text’ merely intermsof itspolitical hue. Such political posturing does not
servethe cause of interdisciplinarity, let alonethe spirit of adiscipline. Theidea
of interdisciplinarity inter alia drawsitsjustification from the fact that no text
can be subjected to unilateral or absolute interpretation. This pedagogical idea
calls for a co-existence of ‘reading-cosmopolitanisms’ and ‘interpretive
pluraities eveninthosetextsthat may on thefaceof it seem politically antagonist
toany givenideological dispensation.

Theinterdisciplinarity —both asan ideaand praxis—thus, not only means
cutting across disciplines but al so recognising and respecting theinherent plurality
of any text or knowledge domain. It also demands a critical and creative
recognition of every singlediscipline as an open-ended and unbiased pursuit for
knowledge. Though interdisciplinarity hel ps expand the cognitive boundaries of
adiscipline, butif practiced uncritically or non-creatively or for extra-disciplinary
considerations, it has the potential to derail the very epistemic impetus.

v

Then how should the Departments of Literature map their interdisciplinary
routes? What possible paradigms and possibilitiesliterature as a discipline per
se makes available to its practitioners? As a literary praxis and a cognitive
concept, interdisciplinarity can be employed gainfully to address some of the
issuesimplicit in these questions.

Asaknowledge domain, literatureisuniquein that it straddles across all
other disciplines through its imaginative, narrative and discursive sweeps.
Literature both drawsfromlifeand transcendsit creatively and as such becomes
afit receptacle and carrier of interdisciplinary potentials that cut across fact
andfiction, thelived and thethought. Thisunique ability of literatureto subsume
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withinitsnarrativeflux ‘ the possible and the probable’ of lifethroughitsuniquely
endowed imaginative-meditative reflexivity is but another way of knowledge
creation. As such literature becomes and remains an ever new and overarching
discipline where disciplinary boundaries blur into other disciplines to create
knowledge cusps and interdependencies. Thisideaof literature asan inclusive
but a uniquely endowed inter-discipline that continuously revealsitself anew
may be gleaned and reiterated through the following poetic expressions thus:

hazar baar zamana idhar se guzra hai

na.i nal st hai kuchh terf rahguzar phir bhi. (Gorakhpuri 32)
This path has been oft travelled

Yet each traversal offers something new.(Trandation by self)

ham jis pe mar rahe haifi vo hai baat hi kuchh aur
aalam mefi tujh se laakh sahi t0 magar kahan. (Hali 9)
The one we crave for is unique to itself

Theworld aboundsinitslikenessbut can never beit. (Tranglation by
self)

nagshe-e-surat ko mitta kar ashna maani ka ho

katra bhi dariya hai jo dariya mein shamil ho gaya. (Aatish
web)

Forget the features and appearances, seek the meaning instead A
drop that mergesin theriver, isariver itself.

What makesinterdisciplinary pedagogical praxisasamenableto literary teaching
and understanding asdiscipline, thus, springsfrom itsinherent interdisciplinarity
both at the level of its production and reception. This unique endowment of
literature comes to the fore the moment we are faced with questions such as:
Isliterature/story possible without society? What is society if not anarrative/
story at a certain level? As a contested cross-section of cognitive and
communicative networks and discourses can literature be anything but
interdisciplinary?

As ateaching discipline, literature has always enabled the convergence
of disciplinary and interdisciplinary perspectivesunder itsrubric. Thisdiversity
and convergence constitute the disciplinary spectrum of literature across
University syllabi and foregroundsliterariness asan integrated, integrative, and
interrogative narrative and cognitive domain. Literary narratives, in their *truth
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components’ not only emerge as ways of thinking, emoting and reasoning but
also as modes of inquiry into the nature of knowledge, reality and life. It isnot
without reason that any cognitive foray in India would begin with the
communicative-narrativerider —“Let metell youastory ...” Inshort, itisthe
story that provides an ‘originary’ cognitive moment and a movement to an
average Indian to organise and explain complex matters of life and learning.

It isthrough the coming together of theimaginative and the theoretical as
aseamlesscognitivetool that literature buildswithinitself another interdisciplinary
possibility. This‘convergence’ of theory and the story, or this‘intraand inter’
disciplinary possibilities enter literature through asimple epistemic manoeuvre
that may be delineated as: when life enters a narrative it becomes a story;
when life is shaken out of the narrative it becomes criticism; and when story
and criticism evolveinto life perspectives across disciplines, it becomestheory.
However, thiswedding of theory and story needsadelicate cognitive handling
to emerge as an enabling pedagogical tool. It requiresreading astory astheory
and inturntransforming atheoretical sight into astory. Theory, evenif itsroots
lie outside literature, can open up an interdisciplinary window in the house of
literature. Comparative Literary and Translation Studies provideliterature with
such interdisciplinary windows. Since comparative pedagogies open cross-
language and cross-cultural possibilitiesfor literatures, theselearning possibilities
—intransporting stories acrosslanguages and culture— help tame* globalisation’
asamulti-cultural and multi-dialogical possibility and praxiswithin literature.

Further, literary studies cannot happen in a vacuum, they have to be
carried out within a context that isin sync with the spatio-temporality of its
episteme reception. As such literature departments have to transcend the ‘ Flat
Syndrome” they have created around themselves in order to realize in their
pedagogiesthe universality —their essential epistemic value—of their respective
universities and that of the discipline per se. However, they also need torealise
that interdisciplinarity isonly possible at the fringes of disciplinary boundaries
where transitions usually take place and need to be accounted for with some
kind of epistemic responsibility and pedagogical maturity. As Departments of
English, they cannot continue to bask intheir the old glories which are often
epistemic residues of colonial hangovers but need to open their windows to
other disciplinesin amanner and through such pedagogical strategiesthat they
are not blown off their epistemic grounds. While they need to keep the core of
their discipline intact, they also need to assimilate the new or the other within
their epistemic fold. Oneway to achievethis objectivewould be by establishing
inter-departmental dialogues, creating interdisciplinary interfaces, and forge
relationships of proximity with old and new knowledge domains. This strategy
would not only help English departments to update themselves pedagogically
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but also help them create new knowledge or at least customise the old in sync
with the spirit and requirement of times.

However, this creative potential of interdisciplinarity seemsto have been
subverted by Indian academic hinterland. Theway theideaof interdisciplinarity
has been practised in the classroom and incorporated into the research trgjectories
of English Departments|eaves much to bedesired for its execution asanuanced
learning praxis. At timesinterdisciplinarity has been turned into an onslaught on
the very idea of literature. Consequently, within such academic spaces one
tends to end up doing everything in the name of literature, but literature. The
PhD research being conducted in these departments has tended to reduce
literatureinto mere data, at best amechanical case study or extension of theory,
history or sociology. Instead of helping retain the spirit of literature or reaffirm
its identity, such studies turn it into an epistemic colony up for grab by other
disciplines. Such research foraysend up vandalising the spirit of literature both
as a discipline and an interdiscipline. They fail to understand the nature and
importance of literary imagination. They fail to distinguish between history and
historical consciousness, between fact and fiction, between truth and redlity,
and between psychology per se and psychological insight as creative pre-
requisites that have a bearing on the very essence of literature and literary
manoeuvres such as characterization, plot development and the narrative build-
up. Interdisciplinary or cross-disciplinary study and research isrelevant and of
significance only if it complements disciplinary sensibility and helps create
cognitive interfaces rather than adesire for disciplinary appropriation. A man
of literature needs to teach Bhakti Poetry not as areligious text but as a poetic
testament of its and our times. To read it as an extra -literary text would
amount to misappropriating it within theliterary praxis.

V

Literature in itself is a contested cognitive space with its own aesthetic and
activist complexities. It can neither be asubstitute for other disciplines, nor can
it be substituted by other disciplines. However, by the very nature of its poetics
and aesthetics, it becomes a very creative medium for dialogic and symbiotic
interfaceswith other disciplines. These potentials can enable pedagogical inter-
practices by recognising cross-disciplinary importance of literary reading and
cognitive practices. One such interdisciplinary routeliesininvestingitsliterary
equipment —as away to nuanced and layered reading/understanding —in other
disciplinesto enhancein them the pleasure of reading, the aesthetics of writing
and the critical engagement with the rigours of imagination, thought and
perspectives. The other could be traced through the recognition of literariness
and literary knowledge asacomplex interaction of Ukta (What hasbeen said?),
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Anukta (What has not been said?) and Durukta (What lacks clarity?), and the
use of theseinsightsfor reading narrativesthat may bel ong to other knowledge
domains. A close reading of the text for hidden meaning or deeper resonances
—ausual reading practicein literature — enables aternate readings of any given
text outside literature. It also helps recognise and harness the ‘collective
meaning-making potentialities of literatureand investing Socia Sciencedisciplines
with these reading insights. It helps align the literary with the Social Science
epistemologies in/as context-text-reader or pre-text-post continuum. This
continuum findsitsvalidation from thefact that if thereisastory beforeastory
and after it, there is also a history before and after any given history. Turning
the potentials of astory into reading praxisfor narratives which do not belong
to the literary domain endow these other narratives with a transformative
epistemic potential.

Literature and its praxis, thus, makes available pedagogical trajectories
whereininformationisprocessed into knowledge, knowledgeisaimed at wisdom
and wisdomisinthe service of truth. Literary insights enlighten oneto thefact
that truth does not residein the facts alone, it lies at the intersection of fact and
fiction—and literatureisacommensurate disciplinary receptaclefor thisliminal
and multiple play of truth. It isthisintersection that makes any experience both
interdisciplinary and wholein literature.

VI

The contemporary literary corpus aboundsin interdisciplinary imagination and
creative practices. Science Fiction, Graphic Novels, Dalit Literature, Feminist
Literature, Post-Colonial Literature, Protest Literature, Historical Fiction—all
emerge from and depend on interdisciplinary insights for their creation and
consumption as literature. These literary insights, besides challenging the
conventional and outmoded systems of creativeimagination and critical thought,
enables oneto produce innovative pedagogical methodol ogiesthat open up the
existing literary notions for examination through new perspectives. But an
uncritical acceptance of this literary praxis may be a bad idea. Disciplinary
grounding remains aprerequisite for interdisciplinary competence.

However, there would always be a need for a reflexive form of
interdisciplinarity that recognizesitsown limitationsand artificiaity. Therewould
always be aneed to transform the di sci plines, encourage communi cation between
them or use them to create new intellectual configurations or alliances.
Interdisciplinarity, thus, needsto evolveinto away of living with the disciplines
more critically and self-conscioudly, recognizing that their most basic assumptions
can always be challenged or reinvigorated by new ways of thinking from
elsewhere. Itisalso arecognition of the fact that truth is not the patent of any
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one discipline and that all disciplines need to continuously engage with the
question ‘the why and what of the knowledge' . And interdisciplinarity should
also help us realise the wisdom of an epistemic enigma that postulates that
though the parts (here specific disciplines) congtitute awhole, yet it isthewhole
that is always greater than its parts.
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A Review of Aranyaka: Book of the Forest

Ishika Tiwari

A verdurous sight; a ladle feeding ghetto the ritualistic sacrificia fire; life
engendering from the hunger of the earth: that’s how the graphic rendition of
Vedic wisdom unfolds through Amruta Patil’s Aranyaka: Book of the Forest
(2019), the concept of which has been provided by mythologist and co-author
Devdutt Pattanaik. Both the authors have forayed in the arena of mythology
with several retellings of Indian myths, at large. Thisbook isthe masterpiece of
the artist and author Amruta Patil who painted retellings of Mahabharata in
Adi Parva: Churning of the Ocean (2012) and Sauptik: Blood and Flowers
(2016), previoudly.

The bigger canvas of the narrative is occupied by the forest in which the
love story of Katyayani and her husband, the renowned sage and philosopher
Y §favalkya, addressed throughout the book as the interrogative ‘Y’ by
Katyayani, unfolds. The storyline is loosely inspired by the original tale of
Y §fhavalkya and his three wives Gargi, Maitryei, and Katyayani from the
Brihadaranyaka Upanishad; where the former two are intellectually bent
whereas Katyayani is more somatically inclined, but not without a mind and
wisdom of her own.

The book isdivided into nine sections titled Forest, Others, Field, Grove,
Rivals, Classroom, Exchange and Ladle, through which the journey of Katyayani
unfolds, as an ousted woman with her abundant form and an insatiabl e appetite
who discovers Y and cohabits with him as his wife. A few characters appear
and disappear in their home from the world, to gain the knowledge and wisdom
accorded by Y to hispupils, while Katyayani exists symbiotically with theforest
and at points metamorphosesinto Aranyani, agoddess of theforests (86). This
richly illustrated piece carries the chiaroscuro of tellurian tonesin conjunction
with itsvery simple and complex Vedic messages by giving the earthy, primal,
organic Katyayani the lead in the meaning-making process; the author
deconstructs the androcentric gaze to bring in a gynocentric one. Katyayani is
everything Y is not, Katyayni the large: she with her untameable hair, large
eyes like those of Goddess Durga, big ‘plrnakumbha,’ filled pot body (80)
shelikesto eat and feed as well. We see her traversing her space, whichisthe
home to her larger habitat of the forest. There she decorates herself according
to the seasons, swims in natural ponds and lakes; and learns the ways of the
forest.
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As the story progresses, the appearance of a civilisation begins to take
form based on human needs with pots for food, fasting for rejuvenation of the
body, housing for shelter, farming to feed and the stories of gods and goddesses
to explicate the transforming world (85).

Theintermingling of thevisual and verbal illuminatesbrilliant and thought-
provoking perspectivesthroughout thetal e, beginning with Katyayani’srevelation
when she affirms, “| am Katyayni the Large. The warp of my story has aways
been hunger” (2). The predominant theme of hunger manifests as hunger for
food in Katyayani, as abstinence in the character named ‘the fig', and as
knowledge represented by Y, ironically instilled in the pronunciation of the
alphabet, resembling that of ‘why’.

Theinitial art strip shows Katyayani, exiled from her village on account of
eating the village Devi’s food because of her insatiable hunger (14), after
cohabiting with Y, her space becomes the kitchen where there’s violence and
temptation as she breaks the necks of chicken and turns them into tempting
stews (128). Hunger has its ally in desire which begins the cycle of life and
death, cause and effect for all living beingsand in thisliestheinsight of the Rig
Veda which expounds on the first seed of the mind, which is desire (Singh).
The interplay of binaries between the body and mind, desire and abstinence,
home and outside; kitchen and classroom play to highlight theimportance of the
primal, basic, rhythmic and natural.

We see her insightful wisdom reflected through her stream of
consciousness, “Food demands violence but violence isterrifying. Every part
of afelled tree and culled animal satisfies aneed” (83). Her grassroot wisdom
is revealed when Y’s student Upakoshala aka Uppi is enlightened after an
episode in the Aranya where he is sent to graze animals by Katyayani. He
comes back and fallsto her feet and uttersthefollowing, “ You sent meto learn
what Satyakama Jabali learned with his four hundred cows. In keeping a herd
aive, fed, mated, all of life's secrets are revealed... my big lesson came from
the kitchen, not from the classroom” (99). To this Katyayani naively wonders
who Satyakéma Jabali is; who is a character mentioned in the Chéndayoga
Upanishad. Here Katyayani naively wishes to return to her work. This light-
hearted take on the grand ideas of epiphanies and enlightenment shows the
authors' efficacy at instilling deep insightsinto the uncomplicated parts of life.

Katyayani isfar from being agreat philosopher, rather sheismoreinvested
in the natural rhythms of the body in sync with nature around her which is
reminiscent of ancient culturesof India, Africa, and Latin America. These earth
centered practices were goddess centric, as we see in the image of the gram
devi, the village goddess, carved from the earth which Katyayni metamorphoses
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into at one point in the book as Aranyani, theforest Goddess, which isaconcept
present in the Rigveda (Devdutt). Thisinterplay of purusha, thedivine masculine
and prakriti, the divinefeminineiswhat keepsthistale of humanity progressing
(Devdutt). Katyayani becomes an allegory of the forest as well as of the
primordial goddess.

By choosing her to be the narrator of the story, the authors have tried to
shed light on the generally hidden, muted and marginalized women characters
in ancient Indian literature and the Katyayani in the original tale. Here, the
character is magnanimous, wise and abundant as she teaches not only
Upakoshala but enlightens King Janak in a debate on love, whileY and ‘the
weaver’ brainstorm about the world and philosophy (148).

Aranya, the forest,is a metaphor for the universe and how it operates. It
takes its ideas from the Vedas, the erotic poems in the Sanskrit language by
Amaru, tribal village art, natural sciences, and other Indian arts like weaving,
pottery, and scul pting. Characters have been modelled based on different cultures
and epicsaswell, with that of ‘the Fig’ from northeast and of King Janak from
the much revered Indian epic Ramayana.

The central plot is devoid of banal tropes of fuming sages, curses and
divineintervention and\ exchanged with asimpletale of love and growth. It is
the meta-narrative though, that is steeped in Vedic wisdom with environmental
issues, universal truths, life cycle, human nature and the mind. The confluence
of thewords and art on these 180 pages mirror the journey of human life with
itsstages of birth, life and death in acontinuum. The burgeoning human thought
to seek more and discover more is whetted by awill to survive.

It is a commendabl e rendition and unprecedented in its attempt and aim.
The ease of accesswith which it offersan explication of Vedic wisdom through
the graphic form and of the uncomplicated, yet complex tale of Katyayani holds
immense potential intermsof the dispersal of knowledgeto all who shall loveto
engagein that old game of searching for the truth and essence of lifein aland
of seekers.
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A Review of Mahasweta Devi’'s “Draupadi”: Female
Body as the Site of Power

Nawal Negi

In the nineteenth-century, the female body was deemed to be the reason why
women were held incapabl e of participating in society, from athleticsto politics.
Definitions of thefemale body were used asaform of social control and discipline.
Nineteenth-century women were taught to believe that weakness was their
natural condition.Therefore they could not perform any acts that required
physical or mental exertion. This dominant discourse is one where the female
body is constricted by psychologically training women to accept that their body
isinferior. This assures control of the female through the control of her bodly.

Therelation between men and womenisillustrative of therelation between
Bourgeois and Proletariat where men play the role of the bourgeoisie. Men,
much like the Bourgeois, enjoy dominance over women because they are the
productive labourers, but when a woman tries to enter their sphere, she is
faced by harassment, psychological and physical violence, which manifestsas
an expression of their resentment and their need to reassert control. If gender
discrimination forces women into lower-paying jobs, sexual harassment helps
keep them there. Susan Brownmiller in her book, Against Our Will: Men,
Women and Rape (1975) writes, “Man’s discovery that his genitalia would
serve as a weapon to generate fear must rank as one of the most important
discoveriesin prehistoric time, along with the use of fireand thefirst crude axe.
This single factor may have been sufficient to have caused the creation of a
male ideology of rape” (19) and man’s efforts to subjugate the woman is the
“longest sustained battle the world has ever known” (308). Rape therefore,
creates a climate of intimidation and repression. Rapes can also be
comprehended through the axis of class hierarchy, where upper caste men,
when perceive a crossing of boundaries on the part of lower caste women,
attempt a backlash in terms of sexual assault aimed at teaching their victims a
lesson, instilling fear in them to adhereto traditional norms. The same has been
pointed out by Maya John in her article titled “Class Societies and Sexual
Violence: Towards a Marxist Understanding of Rape” (2013), with reference
to the 16" December 2012 Delhi gang-rape case. Rape, thus, becomes a
medium of demonstrating caste hierarchy and power.

In Mahasweta Devi’s short story “Draupadi” (1981), the female
protagonist Draupadi, also known asDopdi Mejhen, exemplifiesjust the opposite
of therolethat is assigned to her by the patriarchal society. Dopdi is atwenty-
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seven-year-old, lower caste poor woman who isactively involvedin the Naxalite
Movement with her husband Dulna. As a Naxalite activist Dopdi becomes a
threat in the eyesof the police authority, who are again privileged men possessing
power.

What remains remarkable is that after having been violated Draupadi is
not ashamed of her naked body. She walks naked towards Senanayak with her
head held high. She turns her victimised body into aweapon to taunt the male
ego. Her sex which was supposed to be a“terriblewound” (Devi 25) turnsinto
her strength now. She chooses to find strength in her body the very site which
was considered vulnerable and therefore the easiest target for her oppressors.
As “she pushes Senanayak with her two mangled breasts” (Devi 33), Dopdi
turns her brutalised body, which wasthe symbolic site of conquest, into aweapon
to be employed against her rapist, inspiring fear in him and thus denying him the
power associated with raping. She says, “I will not let you put my cloth on me’
(Devi 33). Her body’'s status as atarget isinverted with the re-appropriation of
power which she comes to embody. Because of her autonomy, her nakedness
becomes a dlight to the masculinity of the attacker. Devi takes the resistance a
stage further empowering Dopdi not only with the last word but also the power
to re-appropriate her raped body.

Dueto the social connotation of dishonour and loss of chastity associated
with rape awoman who has been sexually violated is expected to be doomedin
shame and guilt. Thisdisposition of society |eads most victimsto remain mute
and never raise their voice against their predators, thus giving rise to a culture
where sexua repression and assault subsistsnaturally. Interestingly, Dopdi denies
the shame imposed on her by her oppressors. The attempt of her oppressorsto
reduce her being to an object isnullified by the power that she comesto personify.
Thisrevealsher courage and strength in spite of being arapevictim. “ Draupadi
shakes with an indomitable laughter that Senanayak cannot understand. Her
ravaged lips bleed as she begins laughing” (Devi 33). By deconstructing the
whole notion of shame associated with rape Dopdi refuses to be guilt-ridden
and in turn enlightensthe fact that the victimiser should be shamefaced and not
the victim. She stains Senanayak’s white bush shirt, which is a mark of his
supposed civility, with her bloody spit and boldly asserts “There isn't a man
here that | should be ashamed” (Devi 33), thus, reclaiming the subjectivity of
her body and making it symptomatic of voice and power.

Diana Maury Robin in her book, Redirecting the Gaze: Gender, Theory,
and Cinema in the Third World (1998), expresses her concerns with women’s
body fluids such as tears, breast milk and vaginal blood which help to anchor
the specificity of female victimisation. They are modes of exploitation and
commodification of the female body. In the story, the protagonist’s“ vaginais
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bleeding” (Devi 31) and “atear trickles out of the corner of her eye” (Devi 31).
The story, thus, gives asearing description of the abuse to which afemal e body
issubjected in order to gain autonomy over it. However, the protagonist, poignant
in her suffering, displaysinvincible courageto rise above this abuse and refuses
to let herself be victimised by her oppressors.

When Dopdi isfirst captured by the men, sheisbrought under their control
by their power over her body. Her body is colonised, in the sense that she has
no power over it. Itisonly when Dopdi decidesto regain control over her body,
can she resist her oppression and walk naked before Senanayak, making him
fedl intimidated. Dopdi’s naked body, which according to the overbearing colonia
ethos, is supposed to be an object of shame, now only represents the meaning
which Dopdi choosesto afford it with. It is noteworthy that though Senanayak
might act like the colonialist, Dopdi does not show any of the characteristics of
the colonised, which ismeekness, silence and atendency to follow the order of
the coloniser. She protests from the periphery and her acts of refusing to wear
clothes and spitting on Senanayak may be read as acts of defiance against all
representatives of * Empires . She makesit dawn on them that he can order her
to be stripped but cannot force her to be clothed. In thisway, his control over
her is only limited and therefore of not much consequence

According to Rajeswari Sunder Rajan, Dopdi’s refusal to be shamed or
diminished should not be read as a* transcendence of suffering, or even simply
asheroism” (352). Itisinstead she states, “simultaneously a deliberate refusal
of a shared sign-system (the meanings assigned to nakedness, and rape, like
shame, fear, l0ss). It is, further, an ironic deployment of the same semiotics to
create disconcerting counter-effects of shame, confusion and terror in the
enemy” (352). Thus refusing to share the sign system, she also becomes
unpredictable. Thisis significant for her emergence as an agent because, for
thefirst time, Senanayak with all histheoretical knowledge of thetribals, fails
to anticipate her moves. Her actions becomeincomprehensiblein the systematic
referential sign system of the upper caste male-dominated culture.

Conventional interpretations would like to trace Dopdi’s courage at the
end of the story to afeminine strength innate in women. However, it hasto be
remembered that sheisessentially not spared an option, thereforebeing resilient
is the only course she could take for she would never betray her people. She
takespridein her mission asapolitical activist and that iswhere her strength as
a heroine comes from.

Gayatri Spivak in her “Introduction” to Breast Sories notes that
Mahasweta Devi rewrites and inverts the episode of Draupadi from the Hindu
mythology. While the mythological Draupadi was saved from humiliation by
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divineintervention, Dopdi emergesvictorious by reclaiming her autonomy over
her body. We can therefore conclude by saying that the story eggs on women
to be their own heroes rather than wait for their knight to rescue them, thus
commencing arevisionist ethos. Equality between the sexes can only comeinto
being when we stop seeing ourselves as the victim and start taking charge of
our lives.
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A Review of Premchand’s Godan

Tushar Sharma

Premchand’s Godan isaliterary exemplar which encompasses within itself all
the socio-palitical, economic and cultural dimensionsof the emerging twentieth-
century modern India. The novel as aredlistic depiction of that temporal slot
delineates numerous societal issuesrelated to feudalism, increasing capitalism,
caste segregation and gender inequality, etc., especialy in rural India. Asboth
a progressive and idealist writer, Premchand envisages a world that would
strive for human equality beyond any socio-economic constraints and
materialistic pleasures. But in Godan he represents asocio-realistic world which
stands on aliminal ground dueto the pre-existing conventional and the emerging
monetary institutionsin arural society.

Premchand deploys the Oudh/Awadh talugdari region in the novel which
works as acritical microcosm to bring at centre the insights from the agrarian
society of India. Within this region he portrays the grim existence of the
peasantry class who are being doubly exploited on a daily basis by their own
internal conflicts and the Zamindari system. The text unfolds the tragic death
of its protagonist Hori who is at the receiving end of this system. Hisdesire to
possess a cow only lands him in a position where is even more indebted and
suppressed owing to the unfair tactics played by the zamindar, the mahajan, the
hypocritical Brahmins and the “Panchas’.

At that time the tenants not only had to pay the land revenue but also
illegal cesslike the “nazarana’, unfair fines or penalties to different authorial
institutions. For instance, Hori had to arrange the money for “ Shagun” to be
given at thereligiousfestival held at the Raisahib’shouse. He also took multiple
loans to bear theillegal cost given to the police inspector to save his brother
Heera. He also hasto pay the penalty incurred by the village panchayat when
heand hiswife Dhaniaprovide shelter to their daughter-in-law from adistinctive
caste. In addition to this, there were also internal conflicts between farmers
resulting from their jealousy and family disputes. For example, Hori had to
leave hisshare of theland and housefor hisbrothers dueto their family dispute.
L ater, his brother Heera al so poisoned his cow dueto hisimmense jealousy for
him. Through Hori, Premchand represents all the peasants who met various
degrees of torture and whose desires only |eft them more indebted and pushed
them in a severe crisis leading them to their death.

Godan as a multidimensional text does not resist itself to take up the
plight of rural women. The rural women in the text are a product of doubly
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marginalized oppression resulting from the patriarchal and caste-based entities.
They are victims of frequent domestic violence, rejection and their own
internalization of traditional feminine values. For instance, Punia is often
physically abused by her husband Heera; “He made straight for Punia, dragged
her away and started lashing her. Punia howled” (25). Dhania, though vocally
assertivein her marital relation with Hori, isstill avictim of hisindifferencefor
her. It is evident when she says, “I’ ve seen worse. If Heera beats his wife, he
loves her aso. You only know how to beat, not to love” (26). Then Jhunia, a
widow and alower caste“ Ahiran” woman isleft alone after being impregnated
by Gobar to face the panchayat’s conviction. Similarly, Siliya another Dalit
woman is also rejected by Matadin-abrahman, who fears his own community.
Lastly, Rupawas given off to amiddle-aged widower to compensate for Hori’s
loan.

Within the complex and class-stratified structure of the Awadh villages,
Premchand also takes a sharp insight into the agonies of the upper caste or the
zamindars. The novel briefly explains how thelopsided capitalism implanted by
the British colonialism also affected the zamindars. Rai Sahebin hisconversation
with Hori calls himself a“victim of circumstances’ and narrates how he and
other zamindarsled ahypocritical lifestyle. The zamindarsthat sucked the blood
of their own people (peasants) followed the British officials like a shadow and
had to pay them revenue as well.

In hissocialist vision of an emerging modern India, Premchand in Godan
consistently uses an urban-rural critical paradigm. He saw in modern urban
Indiaaperiod of reformation with the arising national consciousness, education,
new women, medical science and other growing sectors. Representatives of
these are characters like Dr Mehta, Malti and Gobar.

Malti isthe only reformist feminine personain the entire novel. Sheisa
well-acclaimed doctor who has received her education from Europe. Unlike
the other rural women sheisvery assertive and independent and engages hersel f
with Dr Mehta to perform all social activities in order to serve the poor. The
awakening of the spirited questioning is first reflected in Gobar. Despite his
lack of education and rural affliction, hedoesnot believein any traditional value
system as his father Hori does. He questions the very base of this dominant
Zamindari system. Premchand portrays in Gobar what he himself witnessed
happening in the entire nation, the initiation of the rebelliousness but not the
radical rebellion. However, Gobar fleesfrom hisown village, which wasnot an
act of defiance but escapism. But his rebelliousness sprouts only through the
urban domain, after coming to Lucknow he begins to understand the very
foundation of class, nation, the power and oppression of social conventions.

328



indraprasth

Lastly, Dr. Mehta, aliberal philosopher, is probably the only character
who best embodies Premchand’s socialism. Heisasocial visionary who aims
to seeaclassless society, freefromall of the monetary constraints. For instance,
heassertscritically “I believein thetheory that the rich and the poor will always
bewith us. And that isasit should be. Wiping out distinctionswill lead to social
chaos’ (47).

Many critics have argued that though Premchand exposes the very
exploitation carried on by the institutions like the Panchayat and Biradari, he
remains associated with the idea of community and the ties of traditions. For
instance, despite all the exploitations by institutions Hori dies an honourable
death and Gobar continuesto live amidst the capitalist and industrial life of the
city. To this argument it can be said that Premchand had equivocal or dubious
views. On one side hedesired the tranquility of therural lifeand on the other he
was highly motivated by the reformation taking place in the urban space. His
socialist concernliesdeeply at theills of theland-based property and monetary
functions taking place at that time. As articulated by Geetanjali Pande, for
Premchand “the need for change was imminent. His faith in utopian solutions
had petered out and he knew *achange of heart’ will not work. Moralswill not
changetill property relations do and he repeatedly talked of property being the
basisof al theills. And yet even in Godan change is hoped to be implemented
through administration and ethics. But the administration would move only
when there is pressure from below.” (766-767)
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A Review of Jasbir Jain’s Interpreting Cinema:
Adaptations, |ntertextualities, Art Movements

Somdatta M andal

Film studies now has become afull-fledged discipline with several theoretical
approaches lined up behind it and has a strong foothold in serious academics.
Filmsare now read from various perspectives astext, asaserious novel isread
over and over again, since every successive reading/viewing yields additional
insightsinto their meaning. Inter preting Cinema: Adaptations, Intertextualities,
Art Movements (2020) by eminent academician and scholar Jasbir Jain is a
collection of sixteen essayswhich exploresthe academic aspect of film studies
and has awide range of primarily Hindi filmsfor discussion crossing decades,
genres, and cultures. The essaysin thisvolume take up adaptationsfromfiction
and drama both from within the same culture and across cultures and explore
the relationships between cultures and mediums. There are individual essays
on relationships, theoretical frameworks, and art movements, reflecting the
intimate connection between critical theory and filmmaking.

The first chapter “Interpreting Cinema: A Retrospect and an Analysis’
provides information on how we can read cinema. Focussing on the issues of
the usage of time and space, camera-eye, light, and sound that are discussed by
western film critics like Andre Bazin and others, the essay illuminates us with
the progressive idea of love and romance beginning from Hindi films of the
1940s and 50s right up to more recent productions. It talks about other issues
like setting, realism, use of songs, family, and religion, all of which have great
significance in the Indian context. The second chapter “ Travelling Memories:
Between Word and Image”, continues with the discussions presented earlier
and also how with the opening up of the discourse, terms such as narrative,
representation, audience, theoretical frame, and art movement acquire a new
dimension. Despite being labelled as amass culture due to the advancement of
technology, filmsarefast creating different level s of audiences. After discussing
multiple remakings and intertextualities of Sarat Chandra’s Devdas (1917) and
Mahasweta Devi’sand Kalpana L ajmi’srendering of Rudali (1993), the author
discusses several cross-cultural adaptations like Omkara (2006),Maya
Memsaab (1993), Bride and Prejudice (2004), etc. and emphasizes how the
movement from novelsinto films, and filmsinto novelsworks both ways.

Thethird chapter “ Theatreinto Film: Adaptationsand Cultural Formations”
discusses several Shakespearean adaptationsin Hindi films, and the next chapter
continues with the idea of intertextuality as revealed in film songs. These
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intertextual referencesmove both acrossthelinear chronicity of thefilm narrative,
becoming ways of interpreting and expressing desire, and also outwards into
audience memories evoking audio-visual memoriesof aperiod inthe past. Since
songs in Indian films have served various functions on different occasions,
such intertextuality functions differently from literary intertextuality. Rajinder
Singh Bedi’s Urdu novel Ek Chadar Maili S (1962) and its film adaptation
which, though loaded with cultural significance, did not receive thereception it
deservedisdiscussed in detail in thefifth chapter. “Histories of Violence: Little
Narratives Countering Master Narratives’ discussestherecurrence of terrorism
infilms. Taking the Punjab militancy asacase study, through filmslike Maachis
(1996) and Amu (2005), the sixth chapter traces its rise, fading out, dormant
currents, and the way it has affected life and attitude in Punjab. Between 1954
and 1981, wefind alarge number of filmmakers turning to the mid-nineteenth
century milieu, aperiod which marksboth the high point of acultural renaissance
and the disintegration of native power centres. So, in the next chapter the author
analyses Sohrab Modi’s Mirza Ghalib (1954) and Satygjit Ray’s Shatranj Ke
Khilari (1977) astwo films discussing issues of failure, exile, and loss, among
other things. We are told how by shifting the focus from Premchand’s
perspective, which literally holds the past responsible for our present woes,
Satygjit Ray creates acounterdiscourse at once more complex and balanced. It
also mentions two other such period films located in the years between the
1830s and 1850s, namely Junoon and Umrao Jaan that went on to receive
several awards. Wasit mere nostalgia or some other post-partition factors that
triggered such interest in recreating the past remains unclear.

In “Constructing the Nation through the Semiotics of Difference” the
author’sfocusison the semiotics of difference, marksthe shiftsnot only in the
perception of difference, but alsointermsof patriotism, moral values, national
solidarity, self-reflection, and guilt while constantly moving between
reconstructions of masculinity and femininity. By placing thisdifference of the
body, mind, and identity in the national discourse, she tries to trace the move
from Mother India (1957) through Upkar (1967) and Salim Langde Pe Mat
Ro (1989) to Faana (2006) and Maine Gandhi Ko Nahin Mara (2005) in
both literal and metaphorical terms. Mother India, withitsnationalistic fervour,
drawsamixed response. The heights of grandeur (and sacrifice) and the human
tragedy involved set off contrary responses as hope and despair jostle each
other. Upkar, though less artistically made, isin some ways a continuation of
the debate initiated in Mother India, but it takes a different course. Directed
towardsdidactic nationalism, there are constant juxtapositions of national fervour
and patriotism with black marketing and corruption. Together, thesefilmstrace
the conjunction of popular attitudes and the moments of change brought in by
Nehruvian socialism.
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Deepa Mehta's * Elements' trilogy, Fire (1996), 1947: Earth (1998) and
Water (2005), isthe content of the following chapter. In terms of filmmaking,
Mehta journeys from the present to the past, step by step, looking for roots,
causes, and explanations. The author rightly points out how for all practical
purposes, the films are women-centred, but the female body and its sexuality
aredelinked from procrestion. Thetrilogy reflects on DeegpaMehta srelationship
with Indiaand the author categorically tells usthat the director’s concern for a
Western viewership (if it isthere) has not affected her concern for aesthetics,
and the trilogy, despite its artistic flaws, work in continuity for the diasporic
director. Incidentally, Deepa M ehta has herself refuted the idea that her target
audience is in the West. Moving from film to film, Mehta's relationship with
herself has clearly evolved as it has with the culture of her origin.

Women'sissues are central to every society primarily becausethey go on
to defineal human relationshipsand socia constructs. In the next chapter aptly
entitled “ Body as Text: Women Transgressorsand Hindi Cinema,” we are shown
how as far as Indian cinema is concerned, the focus remains on women’s
beauty or their bodily exposure. By giving examplesof filmslike Mirch Masala
(1987), Tamanna, Panchvati (1986), Aastha (1997), Astitva (2000), Rihaee
(1988), and Paroma (1985), made by different directors, we are shown how
even if they use formula situations, they handle women's issues with great
sensitivity and shift from cliched symbols and statements to create denotative
signs which generate complex responses. We find that the body, the will
controlling it, its sexuality, or the violation of it through seduction or rape, its
procreative competence or barrenness, its location within space, all acquire
meaning which can either reinforce conventional perspective or produce a
counterdiscourse. Each film, in its own way, discusses issues of victimhood,
rebelliousness, and transgression in different ways. Even filmslike Mrityudand
(1997) and Lajja (2001) that use all the formula motifs and ingredients of
mainstream cinemalike songs, dance, violence, and rhetoricin aliberal measure
also try to problemati se women’s issues.

Asakind of continuation to the issues discussed above, the next chapter
“Reclaiming the Body: The Gender of Creativity” discusses how women need
to reclaim their right over their bodies if freedom of choice is to have any
meaning. Generally speaking, Hindi cinemahas created amal etradition, indulged
mal e fantasies and obsession, and pushed women to peripheral rolesand projected
them as objects to be gazed at. It is against this background that the author
discusses severa filmswhich look at the nature of creativity and where gender
plays a vital role in the very basic formulation of respectability and success.
The author shows us how filmslike Guru Dutt’'s Pyaasa (1957) and KagazKe
Phool (1959), Shyam Benegal’s Bhumika (1977) and Sardari Begum (1996),
and Vijay Anand’s Guide (1965), at some level or the other, all deal with the
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nature of creativity and the struggle of the creative artiste: poet, dancer, singer,
actress, and director. They aso critique the notion of respect, and success as
measured in material terms, and the expl oitative tendencies present in society.
Together thesefilmscritiquetheinstitution of marriage which confinesawoman,
as also the romantic relationships which subdue them. Spanning a period of
nearly forty yearsthese filmsraise several questionswhich arerelevant to both
film theory and feminist perception. So the author asks what messages do they
send to the female viewer and society at large? Are there any judgemental
structures present in these films or do they merely narrate a story?

Films are not only a cultural representation but also a means of cultural
production. Their appeal to large and mixed audiences provides an effective
means of political criticism and raising social consciousness. Films becomethe
unconscious of the nation as they reflect upon the power relations, political
conditionsand social disturbances using theindividual psyche asamedium of
expression. Another conceptual category important for film artsisenvironmental
space. Interaction between space and individual is an important part of the
semiotics of the film and signifies its meaning. We find that space plays an
important role in many realistic and modernistic films. Titled * Urbanscapes,
Shifting Cultures and the Film Narrative' the next chapter discusses several
filmsfocussed on Lahore, Mumbai and Delhi and shows us how urban spaces
do not duplicate each other but instead tend to link their representation with the
thematic thrust, the culture the city has inherited and moulded through the
interaction of disparate forces. The author tells us that there are also countless
films like Do Bigha Zameen (1953), Naukri (1978), Gaman (1978), Rihaee
(1988) and others depicting the rural-urban migratory pattern of our country
and each one deals with space in a unique way.

Masculinity has ordinarily been associated with power and authority, but
the tenderness which surfaces in the father-daughter relationship reflects a
different agpect of masculinity whichisusually camouflaged by the strict exterior.
In the essay ‘ Fathers and Daughters: An Enigmatic Bond’ the author focuses
on fatherswho are outside the range of power and cannot exercise apatriarchal
authority. She examines films like Daddy where the father is an alcohalic,
Tamanna where the foster father is a hermaphrodite, Pitaah (2002), where
the father is caught up in the feudalistic rural society in which he is at the
bottom rung and has no social authority, and Main Aisa Hi Hoon (2005), where
the father isautistic. Apart from commenting on the nature of masculinity, the
importance of thegirl child, thereisoften areversal of roleswhere the daughter
takes on the protector’s role.

Chapter Fourteen discusses the idea of surrealism as expressed in a 1956
film Jagte Raho which is a different kind of experiment in terms of narrative
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and quitedifferent from Raj Kapoor’searly romantic filmsor where he portrayed
the Chaplinesquefigure of thetramp. Itisapsychological probing of the malaise
which has overtaken modern life. The next chapter reviews feminist theory by
studying in detail Nagesh Kukunoor’s 2006 Hindi film Dor which looks at the
emergence of new modernism rooted more firmly in contemporary cultural
specificities. Thelast chapter “ Exteriorising the Self: Film Autobiographies’ is
an interesting area of film studies. The autobiographical form, in itself, isa
complex genrewith multidirectional thrustsasit wavers between self-reflection
and public projection. Within thisbroad category, film autobiographieswritten
by actors, directors, lyricists and scriptwriters have taken different forms and
have comeinto being through various means. The author triesto answer several
guestionsthat are raised about the nature of film autobiographieswhich are so
different in form and content that they cannot be brought under an individua
rubric. In trying to locate the purpose of writing or telling, she takes up several
texts namely Hansa Wadkar’'s You Ask, | Tell, Kishore Sahu’'s Meri
Aatmakatha, Balraj Sahani’s Meri Filmi Aatmakatha and Shaukat Kaifi's
Yaad Ki Rahguzar for detailed discussion. In conclusion, we are reminded
that autobiographies form a parallel account of the making of films and are of
immense help in recording film history. In them lies avaluable source for film
history, in addition to their literary val ue and the val ueswhich made their subjects
what they are or were.

Dedicated to the memory of Girish Karnad, “an intellectual who had the
generosity to share and the sensitivity to reach out to others,” thisbook will be
of interest both to the lay reader and the serious researcher as it comments
upon the significance of the film medium and opens new avenuesfor discussion.
After going through the various essays, we become even more convinced that
a film, even of the commercial category, is more than mere entertainment.
There are so many hidden layers and agenda that come out from them and the
author points out several such examplesfor us. The vast range and references
to different kinds of films spanning so many decades speak of the erudition of
the author to a great extent. Another plus point of the book is, of course, the
innumerabl e back and white photographs that accompany most of the chapters,
amust for any book on film studies. It isamust-read for everyone interested
infilm studiesfor sure.
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