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ity of his/her home or school environment. thn happens
. i usually happens to the other child pmlagﬂmsr_s. except
-v voluntarily come back after a brush with the outside

which makes them aware of its insecurities and hazards,
s well :_:; v-‘-i”.f: relative comforts of the homes they have left

in The Shadow Lines, however, the paradigm of ‘going
. v and ‘coming home’ is worked out at a much more complex
~~ than in children’s fiction, and that is what marks its
rture from the genre of children’s literature or travel and

~’— stories. 'J-:szng going away and ‘coming home’ as
basic props on which a narrative edifice of intertwining human
nships (and their accompanying exchange of ideas) during

ritical period in history is constructed — is a strategy that
.1 adult novel. Such a strategy deconstructs the very
_____ ons of the travel motif in children’s fiction and divides

_ escaping from home’ and ‘coming back to
reality.” In fact, the ':t:t'_'I-T.jﬂg polarization of the two words

-" and ‘go,’ verbs that literally mean the opposite of each
sther. is one of the major ‘shadow lines’ that is sought to be

lished in the process of the unfolding of the narrator’s
xperiences. It results in an ironic destabilization of the very
::E:‘:ci;ﬁief on which the two-fold structure of the novel

&pDETE?'}[i‘.' FESLS.

In this essay, | am going to try and examine the use of the
two catch phrases ‘going away’ and ‘coming home’ to see if they
help to highlight some aspects of Bengali children’s fiction, with
the sole purpose of trying to find out some obvious and not so
obvious differences that go on to make The Shadow Lines much
more than a children’s travel story, an adult novel.

I

The first question that we can ask with regard to the no
Is about its genre. As a bildungsroman, the narrator’s story
innocence to experience and from childhood to adulth
articulated through both his real and his vicarious experi
ranging from those heard from Tridib and Tha'mma to
actually lived with Ila, Nick and May. It is the kind of
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ge in the novel, bringing

The use of the recurring mirror na e ' _
into focus two people who are stmiilar, or explaining situations
ids the narrator 1o

that reflect each other, is an artifice that al o
acquire the moratoria IHI‘IUH.'III\.-'I" of being In :;I_Il(,'l' pcuplcb
shoes, at many places and times simultaneously. The metaphor
of the mirror is deployed throughout the novel to accentuate
the likeness between two people, events or even nations that
reflect each other by using what would, acc ording to common
sense, be (l:ll‘.lllt*ll;tl inadequate criteria of comparison. The
narrator, for example, always thinks of Nick as his mirror image,
although Nick is fairer and taller than him, probably because he
<enses that they are both attracted to [la.

'‘Going’ and ‘coming’ can also be seen as mirror images,
although the two are far from identical, for a mirror 1mage
portrays reality, but is also at the same time away from reality.
‘Going away,” therefore, in this novel, is a take-off from reality,
which imaginatively turns to Tridib, Robi, May or even Nick and
[la despite their cold-blooded pragmatism. ‘Going away’
describes people and events in England, or simply allows the
narrator to imaginatively recreate people, places and events;
while ‘coming home’ turns to Tha'mma or May, or some kind of
introspective reasoning, whether it is in Calcutta or London.

Travelling, therefore, is not just between two geographical
locations or two points in history, but is the ability to shift from
experience to experience, both in terms of time and space —
imaginatively erasing the ‘shadow lines’ between two-peeple’s
experiences in disparate geographical contexts and at discrete
historical junctures, and at times trespassing into the formidable
or forbidden domain of people who are slotted higher or lower
in the hiérarchy of class or race. While doing this, it sometimes
becomes équally necessary to jump the border between real

and imaginary experience, as borne out by the scene in which
the narratgr and Ila play ‘house’ and give away many of their
real and gut emotions of love, hate, fear and persecution. In the
process; the very confusion in the meanings of the words ‘come’
and ‘go’ that the narrator always teases his Tha'mma about,
becomes for him an equivocation that he not only enjoys playing
around with, but also has to negotiate and come to terms
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linear, but cyclical, enriched by repetitions and meaningful
resonances of details from other times and places.

I

The narrator ‘goes away’ or lets himself go with thfe.help of
his tncle Tridib, an archetypal figure of inspiration in children’s
fiction, who leads the child through a maze of insightful stories
that cannot be judged by normal middle-class common sense.
Such alternate mentors appeal to children much more than
parents or teachers, and perhaps for that very reason, are uS}ially
presented with and tempered by a word of caution from ﬁctlona!
parents and teachers, or sometimes the author. Bengali
children’s fiction is replete with instances of the child
protagonist’s undiluted adulation for such eccentric and
unconventional uncles or cousins, who, despite their Bhadralok
backgrounds, do not follow the dictates of genteel decorum,
discretion and discipline. Over and over again, the child
protagonist associates and identifies more with such non-
conformist uncles than with stuffy and self-righteous parents,
limited by their Bhadralok preoccupation with rules and
regulations, academic success and worldly wisdom, and by
their anxiety as not to violate the norms of respectability and
decency.

The novel follows the stereotypical trajectory of a lot of
children’s stories written in Bengali, which are about the child
, protagonist’s refusal to adjust and be complacent within a
| system in which he/she sees himself/herself as trapped. In such
. stories, a sporadic and unsystematic though valid critique of the
system emerges from a reading of the discontent expressed by
the child character. Often, the child protagonist experiments
with outlets and fantasies from the established order of his/her
home and school, escaping with the help of an external human
agency in the form of an uncle, a cousin, a domestic servant or
a street acquaintance who is also a magician or a performer. Yet
: the modes of escape offered by these tempters who inspire the
f:hild to an alternate way of life contain within them something
1ﬂ}:sqry or hazardous. Despite the child’s refusal to be restricted
u.mhm the parameters of established norms, there is a
simultaneons and anomalous inability to break free of it. The

______
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wost of these stories sees any kmg of
t ntially dangerops, and therefored_gesl
in limi most radica

Jermit it beyond a certain limit. The P
| child's critiqueé of the €S :

tained and rcassimilatecétwithi“ :hs
' .uch ficti 'The oft-repeate
iddle-clas j w of such flCllOF_l_.)ri .
Ao iy is of the child getting into a scrape
bilities for him/her, but also

adult perspective of m
¢hildhood rebellion as pote
notl
implications of the
therefore, are ultimately con

configuration, therefore,

w -l 3 "W ]()‘i.‘;i
“"'.'il 0orl 1al [l et l'“ 1 f’ g

‘ .
of his/her family and society in order to be a part of the othe‘r,

and a cautiously presented fictional ‘loop,’ whereby the child
has to ultimately return to the fold. The adventurer returns, the
dreamer awakens, or the truant traces his way back to home or

school.
Returning to The Shadow Lines, the relationship between

the narrator and Tridib is a standard, fictional one between a
growing boy and a larger-than-life person who opted out of the
mainstream, yet whose intuitive, unsophisticated response 10
the world around attracts the narrator to him. It is this character
that he hero-worships and tries to identify with and it makes
the novel a complex variation of children’s fiction. In children’s
fiction, such persons are represented as follows: ;

The general out-group, the people to be avoided...the adults
whose candy must not be accepted. In their anxie f
build a shield against harm into their children’s mind
to bind their children to themselves and their o "
parents project many fantasies of evil into these ‘stran

In Bengali children’s fiction, the servants Jhagru anc
in Lila Majumdar's short stories, and the street-sid
Haarunda in Satyajit Ray's Phatikchand are just two
among many of such peripheral characters that ca
imagination of the children. Such characters are, in s of
perhaps because of their unconventional ways. s

matters of the more privileged families to
belong. Among ﬂcﬁozalunilaa —
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and Paanu stories, Chotornaama, who has dropped out (JfoJllege

't to go to the moon, holds the
but is supposedly building a rocket 1o g ,
children s interest I;'f‘ his l'-'[n-lr"nff". and his ,_,x[1(rrfment;s.
becatse they are so far removed from the reality of the children’s
livees that they stir their imagination into @ ;)U‘»Hihlff f.fsfl;apfj' fmm
the drudgery of home and school. A vicarious partl(:lpa‘tmn In
( ;"w(wumrf,u.-u". aoffbeat ventures even allows Paanu, a disabled
boy, to create an imaginary world in which he can transcend t.r.m'
limitations of his own physical handicap for some time. Sanjib
Chattopadhyay's Baromaama also has in common with all such
uncles, an expansive imagination, and the ability to make Ih'L:
fictional nephew an accomplice, willingly or otherwise, in_ii” his
weird enterprises, which opens out a world of fun bringing on
disaster for him. The Kaakababu stories of Sunil Gangapadhyay,
about the detective hero Kaakababu with his nephew Santu as
issistant, and the Feluda stories of Satyajit Ray, with Feluda and
[opshe working likewise as a team of a detective and a
collaborator, introduce an uncle/cousin in yet another sub-
genre within children’s fiction. This genre is of mystery or
adventure stories, in which the uncle/cousin similarly lures the
child away to picturesque, exciting but perilous locales where
they solve criminal cases together. «

Like Tridib, they are also repositories of all kinds of
knowledge, which fascinates and attracts the child towards
them all the more. Being serials, the stories necessitate a return
of the child character to the humdrum reality of his quotidian
existence before the next adventure begins. But it is, by and
large, also true of other stories in which the ubiquitous uncle
plays a major role in opening up an unknown world and tempting
the child protagonist to transgress his/her monotonous routine.
In Satyajit Ray’s ‘Arithi’ (later filmed as Aagantuk), the child's
has a great rapport with an elderly great-uncle who is a dropout,
a freak, a Bohemian and refreshingly different from his smug,
professionally successful father and his conventional housewife
mother. This demonstrates that the child protagonist, over and
over again, is enthralled by the exploits of such eccentric uncles,
and temporarily enjoys their friendship over the relationship
they have with their run-of-the-mill parents.
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Although ‘the tempter-uncle’ in this novel actually dies, he
not only leaves the narrator to cope with the world alone (a
world that did not understand the former), but also continues
to haunt and torment the memory and conscience of his nephew,
and Robi and May with many unanswered questions. Ironically,
therefore, it is in this adult novel that there is some ‘future’ for
the dead uncle who had instigated and provoked the child to
overstep the restricted milieu of his family and social class,
giving him something much more valuable than asking him to
pass examinations and be successful in worldly terms.

IT1

One such intellectual legacy inherited by the narrator from
Tridib is his persistent questioning of everything around him,
from trivial family assumptions to political decisions and
philosophical ideas. Somewhere between the simultaneous
experiences of ‘going’ and ‘coming,’ the narrator primarily
interrogates the ‘lines’ that his world is made up of — the
demarcations between so many areas of human experience and
understanding, which he construes as illusions.® This
perceptiveness helps him in negotiating a world full of artificial
barriers between times and places, between people and their
classes, and lines between innocence and experience and reality
and imagination.

That the narrator would like to live in such a world where
there are no man-made boundaries, no bloodshed and violence,
is obvious. He is amazed to see that an incident in Srinagar,
across the national border, should have stirred such a hornet’s
nest in distant Khulna, but the adjoining areas remained
unaffected. Any atlas could inspire him to work out these

equations for himself, but it is poignantly significant that an
atlas, which he has inherited from Tridib, should do so.

In geo-political terms, the demarcation between India and
Pakistan, leading to a reordering of the distinction between
‘coming’ and ‘going,’ is thin for the most affected victim of the
partition in the novel, namely, Tha'mma. Tha'mma is a serious
critic of nationalism, not unlike some contemporary historians,
who have said that nationalism merely ‘invents nations where
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experiences of May, for instance, through a letter that Tridib
wrote to her about the bombed out cinema hall, or through
Robi's and May's account of the events leading to Tridib's
death, which are all recovered through the narratorial voice. In
the process of the narrator's flouting of these principles of
division, the novel dwells on a potential collapsing of categories
between a certain reality and an imaginative exploration of
other realities that appear to be out of reach. The narrator’s
jumping of the borderline of reality to reach forth towards that
which he experiences only through imagination, is one of the
major ‘shadow lines’ that he attempts to transcend in the novel.

It is an equally exciting imaginative experience for the
narrator to trascend the hierarchies of social class. Unlike his
middle-class mother, who desperately wants to cling on to her
niche in that class after the dislocation that she suffered during
the partition, he does not seem to be content with his child’s
position within a middle-class family. He is far more interested
in wishfully participating in the goings-on in the Mayadebi
branch of the family, which did better than his family, both
financially and socially. These relatives, like Ila and her mother,
provide the narratives that transport him to places like Colombo
and Cairo, although most of the extraordinary experiences in
the novel are recovered through the street-corner stories of

Tridib. The latter cannot presume to be the voice of the

authenticity that is attributed to the success and prosperity of

that class, and yet has the narrator and other younger boys
mesmerized.

The narrator is equally curious about those relatives who
could not make it like those boys, for instance, the Dhakuria
branch of Jethamoshai's family. They do not seem to be overly
conscious or troubled by differences of class suggested by the
sordid ambience of their living quarters in Dhakuria. The
pronounced economic and social disparity between the two
families is prefigured in Tha’'mma’s sarcastic rejoinder to the
maid who comes to show them the way to the place, and
introduces herself as Mrinmoyee, for ‘she was always savagely
cutting with maidservants who had names which struck her as
being pretentious for their station’ (130). Although intolerant of
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the second half of the novel. These scenes help the narrator to

‘come home,” or perceive and recognize certain home truths
abm!t the world around him. A premonition for some kind of
coming to terms with the reality around him happens in three
episodes of the novel. The first is when his Tha’mma questions
the rationale behind the meaningless bloodshed, violence and
trauma caused by the partition of India and Pakistan, though it
has not even succeeded in creating an actual border that is
visible from a plane. ‘What was it all for then — partition and all
the killing and everything — if there isn't something in between?’
(151-52), she asks. She also cannot understand ‘how her place
of birth could be at such odds with her nationality.” In the
second instance, a relatively unimportant character in the novel,
Jethamoshai challenges anybody who would engage him on the
issue of the ‘home.’ He does not want to come to India, declaring
that he cannot be expected to shift his home any time the
borders between the two countries are drawn. There is a
rhetorical flourish in his question ‘suppose when you get there
they decide to draw another line somewhere? What will you do
then?’ (215)

[ have already discussed the third instance, which is one of
the climactic scenes in which the narrator communicates with
himself and interrogates the dividing ‘lines’ between countries.
Beginning ‘a nostalgic journey down the land of looking-glass
events’ (225), he is upset, even horrified to realize that equidistant
parts from the centre on the globe have the capacity to arouse
such vicious passions or leave a person cold, depending on
what man-made boundaries lie between the centre and the
different points on the circumference. Yet the irony of all this
‘enchantment of lines’ is that '

There had never been a moment in the four-thousa 1
year-old history of that map, when the places we know
Dhaka and Calcutta were more closely bound to each ot
than after they had drawn their lines [...] (233).

These scenes in the novel augment the narrator’'s awareness
the significant realities of the world around him, and are her
deeply felt experiential constituents of the novel, which ma
it a bildungsroman. In travel literature, the adventurer/
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i ’s fiction that
always ; me, and in the kind ofch.lldrens
takes tht: cmhg:; ;rz:agonist through a real or unaginary.escapade
limiting environment, the child usually

f his/her limited and ‘ ; _
::tumst - home. The Shadow Lines is not a children's story; desplte
the title of the second part, it does not suggest a literal coming

back to India and home. At the point the novel ends, ‘coming

home," for the narrator, is literally just one ‘airlines flight’ away.

But apart from the scenes of ‘coming to terms dJs'cussed abov.e,

its ‘coming home’ happens through the narrators l'(.ElathIlShlp

with a woman, which would not have been the case if the novel

were just a children’s story. In the last interlud-e, he ‘comf:s

home’ to roost in May’s arms, and finds a one-night haven in

her home just before he is due to return to India. In this

‘coming home' scene, she reconstructs the facts of Tridib’s

death, letting the narrator know the truth and her interpretation

of it. In the process, the two rediscover each other, in the

context of Tridib’s death. The coming together of the narrator

and May is not just closeness between two people, but a

solidarity of certain convictions they share with some other

people in the novel too, who are no longer alive. Tha’'mma,
Jethamoshai and Tridib, all of them, in their own way, help the l
narrator to realize the futility of ‘lines.” Subsequently, the Atlas |
scene, May's account of her naive but uncompromising stand

?n communal violence, the scene of Tridib's death which was a
‘myster)'r’ that ‘redeems’ all earlier impressions of hi a
wastrel’ and ‘loafer’ — all these serve an educative purpo:
the narrator. ]

Whether the bonding between May and the n

predicated on a sympathetic understanding of
with Tridib as a person, and peace and comur

a cause, is fragile or not is something fo
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f social conscience do not show any fundamental differences
th the est: ment of which she is a part. She is sufficiently
of the system, and is prepared to deviate

f ¢ somewhat, if required. She is altruistic and socially
conscious — she collects money for charitable causes and sleeps
On 4 matiress pecause sinc does not feel the need to Sleep ona

bed with its superfluity of cushioned comfort. She feels strongly
bout cert: 0Ciz sues and quietly contributes to social

politically correct, as she always takes the side of

he oppressed; even a wounded dog ments her attention. Unlike

he does not wear her ideology on her sleeve. Nor does she
brandish her ‘unconventional’ views about things, or dabble in
adical po C as lla does

he narrator lets himself ‘go away” with the help of Tridib,
comes home’ with the help of May, the two characters in

the novel who are closest to him in their imaginative
participation and social conscience about the world around
themn. Ironically, the narrator ‘comes home’ when he is in the
arms of an Englishwoman in a country, that is far away from the
.ame geographically and socially delimiting ‘home’ which had
heen offered to him both by his Tha’mma and his own mother.
When the narrator finds himself seeking a haven in May's bed
in the last scene, is he like the hero of children's story, returning
to a conventionally good person’s charge? Or is he choosing an
option that is a deviation from the norm — a temporary solace
from an Englishwoman, the girlfriend of his dead uncle, and
much older than him? May’s ambivalent position between a
conventional mother-sister-girlfriend figure and an
unconventional person to turn to for an ordinary, middle-class
Bengali young man, makes it a complex and adult novel. Unlike
in children’s fiction, the narrator, who is at the threshold of
adulthood, finds ‘home’ in woman arms, far away from his
literal home. The coming together of May and the nairator is
based on a promise that the Tridibs of the world will not be
forgotten. The novel ends on an unarticulated hope of keeping
alive the Tridibs of the world, who are obliterated from, or at
best marginalized in the memories of ‘respectable’ people. This
would not have been the case, if the novel were meant for
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reputation, the narrator feels relieved and happy. Now,
happiness, undoubtedly, is a state of emotion

Memory of experiences, unlike that of facts is either happ)

or sad but never indifferenr; thinking, on the other hand, is
definitely non-emotive as when I think about an abstract concept
like ‘space,” or my solving a mathematical problem. 1 do these
activities by exercising my mind or rationality alone; but,
memory, | may repeat, is both rational and emotive. That is
why, 1t 1s an apt instrument and sustainer of the creation of a
work of literary art

Socrates long ago mentioned some important features of

memory, which we need to discuss in the context of The Shadow
Lines. Here is what Socrates said to Theaetetus about memaory:
Imagine, then, for the sake of argument, that our minds
contain a block of wax, which in this or that individual
may be larger or smaller, and composed of wax that is
comparatively pure or muddy, and harder in some, softer
in others, and sometimes just the right consistency. Let us
call it the gift of the Muses’ mother, Memory, and say that
whenever we wish to remember something we see or hear
or conceive in our own minds, we hold this wax under
perceptions or ideas and imprint them on it as we might
stamp the impression of a seal-ring. Whatever is S0
imprinted we remember and know so long as the image
remains: whatever is rubbed out or has not succeeded in
leaving an impression we have forgotten or do not know.*
This statement by the great Socrates contains the following
truths about memory:

1. Memory, like all knowledge begins in perception or
experience. Before sense-perception, Oor as the
philosopher would insist, before the determinate kind
of perception begins, mind is a ‘blank slate’ or Tabula
Rasa as Hume calls it; it does not have the traces of

memory on it.
2. Experiences leave some kind of a trace, which goes into

the formation of the fund of memaory. Now, I ask, is not
The Shadow Lines also an organised structure of
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the works of literary art, of which The Shadow Lines is a
brilliant example. We may recapitulate what Socrates
tells Theaetetus, '[...) Our minds contain a block of wax,
which in this or that individual may be [...] pure or
muddy, and hard in some, softer in others [...]. Here,
the "hard’ is the less sensitive, and ‘softer’ is the more
sensitive receptivity of an individual which results in
shallow or deep memories, respectively. I am sure, that
like all artists, Ghosh/his narrator is also blessed with a
‘softer’ memory. Otherwise, how could he remember so
much in such minute and vivid detail? Remembering
May Price exactly as she had looked seventeen years
ago, the narrator says:
Her hair was still cut exactly as I remembered it from
the time she had stayed with us in Calcutta: falling thick
and straight to her shoulders, mantling her head and
the sides of her face; but where I remembered it as dark
and glossy, it was streaked now with strands of gray
which shimmered when they caught the light (14).
Or, when he recalls hearing, even in the drunken state, ‘the
sound of feet pounding heavily after him’ (155), or the vital fact
mentioned in the letter that was written by Maya Debi to the
narrator’s grandmother — ‘Maya Debi wrote that she had not
been able to visit their old house yet [...]" (189-90). Without a
softer, that is, more alert sensitivity, how could the narrator = =
remember that his grandmother gasped with disappointment
and nostalgia on seeing the courtyard of her ancestral house.
workshop |[...] inside our courtyard! What's become of the @
jackfruit tree?’ (190).

There is no doubt that the more sensitive people have
‘softer,” more impressionable memory, but not all such peo
are artistic in temperament. Equally true is the fact that
artists, literary or performing, have a ‘softer’ memory as
material cause for their creative endeavour. They also store
retain their experiences for longer periods, to be used
later — in fact, more purposively than a layman does.
by their inherent tendency to use up e g
the creation of some or the other work of art, ar
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Here the narrator remembers a 33
Sand recal

and interesfmg;usu]‘nm"dl architecture. In con
‘ jes’ and only the Ladies ' Contrast, lla re
the Laf:llh forgott " L _l ‘u_h" > — a utility, The res : “.n} _
een elt 'er 8 nn_ or it simply does n\ﬁ s est ot Cairo has
mind. fla's memory is clearly selective in get registered on her
= - 1 I

Is Cairo. forits beaun

embers

Coming now to the third question, f.hvd ekt
memory I-‘fi‘glzm_l in I‘hv novel? Let us, s'm-‘ ‘\ m
that the majority of incidents, narrated n tlilmvml P
actually m.;grred, Historical events like l!hc lnl-]m-L"ll i
biographical facts of the author’s own life t\;l'l. of L'\L':Il '1'“-”\ "'
denied. But supposing that the author has only irn-lmkrlirlmi\\-tin ?L\
rest of the events, can the work be still called a .mvu;:r\' Lr:]t' 1;"
Here we will have to take note of a fact. Very nI’iL‘nki\lki;

is: In what form is

maintainvd Flmt memory belongs to the past and imagination
to future. Should we then presume that in a narrative,
jmagination plays no part? Further, is it proper to hold that
memory and imagination are so exclusive of each other that
they can never interact, not even in a narrative? The answer is
a firm ‘no.’ In fact, the two not only coexist but also, more often
than not, work together in unison. For example, while narrating
the September 11 incident of America, do we not even today
imagine some of its details to make it a complete account? We
do. We recall the actual attack as we watched it on news
channels but we also imagine some of the consequences that
were never shown — the ones, We know for certain, have taken
‘ place. Not only the narration of the incident but also our memory
of it is bound to include the merely imagined d'etall_s of th;
incident. The point is that memory is imaginative an

imagination can fabricate memories. This 1S e:xacﬂykh;w memot-y.l
and imagination function in unison in Gljlosb s work.
Lines, to be sure, is interplay of imagination
idents an

memory recalling certain incide o n Thed
memories. Tridib’s Gastric mentione : . o
s. Tridib's G ludes the narrator imag

| recollection of a fact but it alsO in :
it as a special organ — peculiar 10 :I'n
memory and imagination interweaving
artistic element in the work (-

*I : '.4-'.'.:'..'5"",:, \,'

i, It is a clear
effectively 10
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Clarify v distincti
W o ying the distinctive nature of this memory for
narratives, Langer says: :

Hmlm-lnm--_\ the memories of different places and activities
|...'..;||':= 50 incongruous that we have to recall and arrange a
series of intervening events before we really feel convinced
that the two such diverse situations ht_'ln-.ng to the same
life. Especially when memory is very vivid it has no
continuity. The deeply impressed incident seems to rise
out of the past all alone with such extraordinary d(;‘lail that
il suggests an experience just p;lhht'ti B '

Finally, about the distinctive feature of narratives of which The

Shadow Lines is a striking example, |
e of memory more purely than
art of poetry she observes

anger says, ‘narratives of

memories always have semblanc
actual history.” In the context of the
ance of events that is experience-
an objectified, depersonalized
itter how much is explicit
and how much implicit.® However, in a lyric this ‘semblance’ is
whereas in a sustained narrative,
a series of events.

that ‘the poet makes a sembl
like, but universally accessible;
‘memory’ entirely homogenous, no mé

that of a very limited event,
1 novel, this semblance is comprised of
ing to memory is fourfold: first
rrative type necessarily
in various ways. Second, that in the nexus
may stand out for a variety of
almost self-complete. Thirdly,

say,

Langer's main idea pertain
that recollection, p;n'lim!uri_\' of the na
organizes memories
a single memory
reasons, so much so that it appears
wo radically opposite events can be seen t0 belong to the same
life by recalling the relatively minor intervening detail, and
ﬁnall\:' that in narratives virtual memory’ is present in its purest
" unaffected by actual memory. Now let us see whether
ires of ‘virtual memory are present in Ghosh's work ===

of memory,

form,
these featt
or not.
The narrator in The Shadow Lines relates different kinds
t ways. For instance,

events and experiences in differen e
interrelates the two political events. namely, the war of 1962
and the riots of 1964, differentiating them from each other an

then in the same breath mentions a cricket match that
played during the same period as the riots. He remembers t
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cause of the novel. Just as the activity of the carpenter is the

‘efficient’ cause of the table, similarly the act of recalling done

by the author/narrator is the ‘efficient’ cause of the novel.

Further, the content of recollection is the ‘memories’ of which

the narrative is composed. Such memories are the ‘material’

cause of the work in the same way as wood is the ‘material’
cause of the table. However, the final purpose of the novel is to
create an image of personal and social history, which is a non-
memory goal. Yet to achieve this objective, Ghosh has made
maximum and effective use of memory in almost all its
dimensions and forms. Even if the novel were constituted of
imaginary incidents, cast in the mnemonic mode of ‘virtual
memory,’ it would still be considered as a memory novel.

Notes and References
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e

Amitav Ghosh, The Shadow Lines (New Delhi: Oxford University
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§.K. Langer in Feeling and Form, Chapter 15, “Virtual Memory”
(London: Routledge. & Kegan Paul, 1953, Third impression 1963),

263.
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Ibid. 264.
Ibid. 265.
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THE SHADOW LINES BETWEEN FREEDOM ANI O ENCE
In an article in The Times of India® written soon after the
|mi}ii:_.1tinr'lnl the novel, The Shadow Lines, Ghosh ;.- ¥
the recent events in the country — the terrorist attacks, the
caste riots, the shootings in Kashmir — as ‘lurid hallucinations

MEIIHT hulmm.;mti foreigners would consider these happenings
as ‘an endemic disease, a plague peculiar to the subcontinent
I}ul cil.lhtl' bottom all the uprisings revolve around a single issue
identity.” Ghosh believes that the issue of identity lies at the
heart of democracy. Perhaps this ‘disease’ and the ‘issue of

) y | all | 1554 i

identity’ could be traced to the story of 1947, which according
to Ritu Menon and Kamla Bhasin is: ’
a gendered narrative of displacement and dispossession, of
large-scale and widespread communal violence, and of the
realignment of family, community and national identities
as people were forced to accommodate the dramatically
altered reality that now prevailed. .
Ghosh'’s novel incorporates all these traumas. Tha' mma, the
narrator's grandmother, born and brought up in Dhaka, has to
accept the grim reality that after 1947, Dhaka is no longer her
home. She might have well asked, “‘Who am I? Am [ an Indian
merely because I am a Hindu and live in Calcutta?” Given a
choice, she would rather have stayed on in Dhaka. In Calcutta,
where she settles down after the sudden death of her husband,
she lives in the less-affluent locality of Bhowanipore. Dhaka
would remain a ‘home’ only in her memory, a ‘home’ that she

could not go to.

Ghosh explores the concept and meaning of freedom and
identity, themes very crucial to the modern man. Political
freedom was a momentous event that happened in 1947 when
India became independent. Equality and freedom were granted
to all the citizens of this country, irrespective of caste, creed or
sex. By liberating themselves of the shackles of the British
Empire, people thought, that they had achieved something very
precious, which the Empire had denied them — the freedom of
the individual.

Once this freedom was legally granted to them, it became
evident that while it was easy to enact a law, it was very difficult
to actually experience this freedom because of the complex and
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ndian society- These forces

i i tinthel
contradictory forces inherent in the S0( - e
are difficult to restrain or contain in the enstmg cxrt;;uintstar = :
d they have introduced the divisive tendencies at te
- ! ay be enslavement

country apart. But what is freedom for one m :
for am?:hgr. The political freedom of 1947 may mean nothing to

her/him who sees herself/himself now under another yoke,
where earlier it had been a foreign one. One is almost ferced to
ask: can one really be free, personally, socially or politically?
The women characters in the novel — Tha'mma, Ila and
May — from different cultures and generations, provide an apt
study of this dilemma. Each has an incomplete understanding
of the true nature of freedom. It is the narrator’s point of view
that is paramount. He interacts with each one of them and we
get to know of their limited vision and their idiosyncrasies and
foibles by watching them through his eyes. In the process, the
theme of freedom is explored, developed and assessed.
AE Freedom means different things to the different characters,
ﬁp_ending on the stage they occupy in the backdrop of recent
Man history. Tha'mma had been a young girl in Dhaka when
ﬂe freedom stt-'ugg]e had reached its peak. Later she had
;1;2515;;% Triihbtl}?h of two new nations, experienced the pain
e [heeniaitgnoc;:;iz lﬂ;e ltand. z;lnd participated in the
Beriencs ystem that evolved out of that
2 To I]z}, two ge'neratiops late1.‘, the spirit of nationalism that
.msplred Tha'mma, is a thing of the past. She is -
t;]J_la;irtnriiondchilld. She is unable to conform or ada'pt to the E;ol:i)
| that has deve oped in independent India and escapes t
Society with a different set of values, a differ tocial el
For each one of them, namely Tha'm T social systigy
freedom has been moulded bjlf their or:]\iafnd Ila, the concep
and the different worlds that they inhabi:.mmm:lual P

As a student in Dhaka, Tha’'m o
i 4Ry ma had be i
meme.tt:or.u\;ould have liked to be a part Ofi’,theg
. B errands for the terrorists, p .
Welpons, even o rh - Propaganda, and to hl;!ep:::c
ons, even make explosives — but was unahl. -m_
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als of g
r of many womens Whgt;lga'g

utionary movement in the
ds of heroism had shapeqd

_ with the courage and valoy

's. Listening about such dee

Tha'mma’s entire personality. One by

one'’s country, ready even to kill, she t:n;()h:f gr;?gs;‘i die for
thirty years later when he tries to make her believe thal: :lllmmt
chosen to stay on in England because o a had
‘free’ (88). Tha’'mma never permits herself any over-indul to be
and works hard at her job. She feels that the political &g::ce.
obtained after long years of foreign rule required dedicatio cirnf
each citizen. o

However, the freedom won in 1947 did not create that
perfect order that Tha’'mma had hoped for. In fact, the political
freedom won by the nation had created grounds for animosity
and hatred by drawing up superfluous lines, demarcating nations
and boundaries. Curiously, she was an Indian national, but her
place of birth was Dhaka. Her distress and disillusionment is
evident when she has to fill up the disembarkation card before
landing at Dhaka airport and she is not ‘able to quite understand
how her place of birth had come to be so messily at odds with
her nationality’ (152). :

Her disenchantment is complete when she realizes that her
sacrifice has been in vain:
If there aren’t any trenches or anything, how are pec
know? I mean, where's the difference then? And
no difference both sides will be the same, it will be_
it used to be before [...]. What was it all for

~ and all the killing and everything — if there I
- in between? (151) :
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1ad lived in <0 man L
e . Y places a]) OVer the woqg o
travelled  she

, is an alien, an outsider ang :
s tension in her. E\rentl.lally, til:le 1?;.81
ts in the West, she marries Nick, ap,
jisloyal to her soon after, yet much agai
0 shrt g off his waywardness and stay
1o be his wife.
~ [la's disillusionment brings into focus the

I stren
mﬂns of the two cultures. lla finds Indian culgt?nlrse atl:ag

wﬁve, wf’ conser\fatlve. But in India, generally speaking,
institutions like marriage are considered stable. Ila rejects
everything Indian, but eventually she finds herself ‘clinging’ to
her uncle Robi and the narrator — the members of her family
from India who have shared a common loss, the death of Tridib.

Ghosh does not project a society as superior to another
society. What he does highlight, however, is the problem of
freedom for the modern man. Ila’s fight is against the traditions
and restraints of a traditional society. She feels she would gain
freedom and identity if she combats such forms of power. She
realize that the old forms of restraint are being replace "
w form of restraint, which warp one’s personality. °
ity of the man-woman relationship in a marriage is esse

old order. In the pursuit of a new kind of freedc
Id enable her to realize her true self, Ila
erent set of problems: the absence of fid

re for acceptance
effort to establish
Englishman, He is
st her wish, she decides
In England and continue
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jish girl- At that crucial moment, it was <
dib to 80 and help. She had no ;;1[“_; “l‘( i{'_' f\,-hu had goaded
e life of the old man and the rickshaw ']:]‘1;:"” ept 1o save
ealize that she was virtually sending 7 r'ulilf lm'vi-. ?11,_. did not
it is this guilt which haunts her. So ilum;nm'tllir k"r o
is scared to be “1‘_"“»’- The moment she enters t‘l\t-l:l v Hh“
nglaﬂd lights switch on by themselves and the “r‘tl)i}.'.“ -
qutomatically starts functioning. May feels ‘free’ when ';\'_‘""’“
an insight into the mystery of Tridib's death ot
Ghosh probes the various facets of violence and how it
masqucrades as freedom. Violence runs as an undercurrent
thmughﬂul the novel. It is explored at both the personal and
the social level, as Ghosh investigates the complex connection
dom and violence in our lives. Can one really be
e have to kill to get freedom or to preserve it? How
r our lives? Can there be violence, on the
even when there is no physical abuse, in a
a man and a woman? These questions

petween free
free? Does on
does violence ente
psychologic:il level,
relationship between
need to be answered.
Through 1la, Ghosh explores two kinds of violence. In
peacetime England, an English girl attacks [la after school hours.
No one from her school comes to her rescue, and Nick rushe‘s
home early that day to avoid being seen in hgr company. lla’s
knowledge of the English language is superior to that ofhthte
native schoolgirl's English. ‘Well, Denise, perhapg }rou ought w{:;
take English lessons from her, even though 1t's gou]r) eo. 4
language, not hers’ (74), the teacher had remarked, when .

was unable to write a simple sentence con?rgll:.a:chet:: ..
undertones of envy, racial hatred and the fear©
at follows.

of the ‘other’ in the attack th
It is curious that when Ila’s
England during the Second World W
and friendship from everyone in war-t0
kind of exhilaration in the aif» &
and people went out of thei |
and actually to be ‘civil et
impressed by this kindness a1 © 5
| Mmymnerﬁmewwme'-'
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2 ive’ emy could be
ming alive’ (66). The enemy

able to watch England €0 perhaps the fear of the London

r of the war disappeared, the bestial
the fear and the daﬂﬁe ce again. Ila, in peacetime England,
nature of man surface .o - her vulnerable to racial attack.
realizes that her dark skin makes : e

There is another kind of violencel ttl:::];;igoélgt };135 " o
ical, normally seen in a reia ,
ftfl'ﬁ.hﬁfll?sgl\figlence is not visible, it is subtle and SDSI.-C;ESUOS@E;
and leaves behind it emotional fmd mel?ra! scars. 11-:: aCQU_ITES
sundry girl friends for the sake of ‘variety’ (188) after his Inarriage
to Ila. Nick has no job, as no job is good e'nough for him. The
couple lives in an apartment bought by !la s father and h_e lm?s
off her salary. Perhaps the best way Nick could establish his
power over Ila is by being unfaithful to her. He knows she loves
him and will never leave him even if he allows girls from a
‘massage parlour from Bangkok' in their house (189). She hits
back in the only way that she knows — by taunting him for
living off her father’s wealth. To humiliate him, she sarcastically
says, in front of others that Nick meant to getinto a partnership
in a warehousing business. The narrator reports:

She gave him a long look, her face going hard in a way I
had never before noticed in her, Of course, she said, it
takes hard work to make a success of a thing like that, and
Nick, well [...] Nick’s face crumpled, and he looked down
at the carpet, hanging his head (189).

tear : 31'118'80113 sound’ ich
rer > (whic the .
Mmember as an adult), a bOjF tells him ¢+ -. | nﬂn‘s ator can




All the cl}ildren knew who *
M only in the saym& 50 when

-matter whether you believed it or o hean.-l

at it had been said at all’ (200) not [..] it

is then accused of being a friend of the ‘enemy.’

ntu is a Muslim. He saves his skin b lying. *

Montu for months’ (200) and he is ozce ... l

‘one of us.” A hollow relief follows deniam

was very glad he hadn't come,’ (200) says the narrator

s he is of any further embarrassment. As lines are

s to divide the society on purely religious lines, it is but

distrust, dissension and violence should vitiate the

at. There is no realization on the part of the narrator

_. petrayed his friend, no feeling of guilt, only relief

e belonged to the majority community. Just as, perhaps,

felt when he ran home from school knowing that lla

ttacked by a fellow English girl, he did not want to

»d in the quarrel, or even get noticed in her company.

that the atmosphere of violence created by

amentalism in India is chilling and fearful. When

is identified not as an outsider but as one iVig
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e el mnﬂﬂonlm.
b bl 8 d:tm mpte
- Fiving lfe in peace [

 Jmagine no possessions
[ wonder if you can

No need for greed or hunger
A protherhood of man
ne all the people

Sharing all the world [...]
Tridib, 100 had dreamt of ‘a better place, a place without
porders and countries’ (186). He was happiest in neutral,
m rsonal places — coffee houses, street corners — as though
he did not seem to want to get too close to the people he
associated with. A few weeks before his most tragic death at the
hands of a mob in Dhaka, May sees an injured dog by the
roadside and threatens to jump out of the moving car to come
10 its aid. ‘Let it be, May,’ Tridib pleaded. “There's nothing we
can do.’ But May is shocked at his passivity. ‘Can’t you help a
pit? she said. All you're good for is words. Can't you ever do
anything?' (173). He assists in putting t0 death an already dying
dog, to relieve it of its pain.

This scene is replicated as a mirror image in the last scen
at Jindabahar Lane. When the dog had been put 10 death Tri
had told May that she should not hesitate to do the same
: ﬁ he were dying. When his time to die actually arrive
May, unintentionally, contributes to his death. There &

ironies here — the ladies had gone t0 bring Jethar
: an alien country when, as far as he is con
at home. He is looked afterby a Muslim 1
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our lives, ‘but it is never possible for a novelist to deny time
inside the fabric of his novel: he must cling, however lightly to
the thread of his story, he must touch the interminable
tapeworm, otherwise he becomes unintelligible [...].” As a matter
of fact, allegiance to ‘life in time’ or chronometrical time is
inescapable, as the basis of all the novels is a story, and ‘a story
is a narrative of events arranged in time sequence.” Taken in
this light, Ghosh in The Shadow Lines clings tenaciously to his
story. It has a narrative which spans from 1939 to 1979, or even
beyond. If we go strictly in terms of the clock-time, it begins in
1925. ‘My father was born in Mandalay, in 1925. My grandmother
used to take him back to Dhaka every year for a couple of
months to stay with her parents’ (124). But as a memory novel
this is how it begins: ‘In 1939, thirteen years before I was born,
my father’s aunt, Mayadebi, went to England with her husband
and her son, Tridib." It was a historically significant moment
when the Second World War ravaged England. The novel,
naturally, relates Tridib’s boyhood experiences in wartime
London. This may well be considered as the chronological
beginning point of the novel. Butitisa mistake to think that the
novel ‘ends essentially in 1964 with the eruption of a cycle of
violence in India and Pakistan,” when Tridib, too, was killed.
The narrative ends when May has an insight into her tragic
situation, in the form of an epiphany:

For years | was arrogant enough 10 think 1 owed him his

life. But I know now I didn’t kill him; I couldn’t have, if I'd

wanted. He gave himself up; it was a sacrifice. T know 1

can’t understand it, 1 know 1 mustn't try, for any real

sacrifice is a mystery [...]J.

There is enough textual evidence to support the fact thi
May experienced her epiphany in September, October 197
which can be taken as the other end-point of the nov 2]
action.

m >
But it does not mean that all the important and not:

important happenings and events of the i vening
between the two end-points have been recorded in the






“INME AND SPACE IN THE SHADOW LINES /7

ed form, a unit of experience,

events. It is ‘always a self-contain
every other.”™

. which every element is organically related to
memory is a great organiser of consciousness, and as
ad says, it is something ‘formed and fixed," yet it lacks
the ‘unity’ of the ‘virtual past’ or ‘virtual memory,’ which is

fabric of a literary piece. The past which

created through the t
literature engenders is ‘experiential through and through/'

whereas, there are ‘non-experiential’ factors in our experience
~f actual past.? The whole point and purpose of this little
discussion is to indicate that, whereas our apprehensions of
time and space and the forces that we encounter and contend
vith, are vague and fragmentary, the ‘life’ that is created in a
literary piece is much more evaluated and perceivable.

The details in Ghosh’s novel are organically inter-related, sO
that they get inextricably blended with the rest of the novel. In
the light of this, Il may, now, briefly, comment upon the beginning
and the ending of the novel. When Tridib went 10 England in
1939, accompanied by his parents, it was a significant event in
‘he sense that we are not allowed to forget it in the novel.
England then was witnessing its finest hour. Even though it was
d, ‘people were becoming friendlier, Mayadebi
created element because its atmosphere, i.e.,

) is contrasted with the ‘euphoria’

that had died down as they painfully realised that the Chinese

army had driven the Indian army back (220). Similarly, it can be
established through analysis, that the ending — which is ‘the
intense moment of personal experience’ in which ordinary time
is transcended, is inevitable, as it is closely related to Othel
details in the novel. Such cohesiveness of events one can find i

all successful fiction — certainly not in actual life, even
personal history OT actual memory."
Let me now come (O ‘the sense of time,’ which the
creates as ‘the secondary illusion.’ This unique &
phenomenon has peen pointed out by Clive Bell in the cc
of Proust’s famous novel, A la -
Commenting upon the form of his novel,
our patience so long as We expect histo

not being the direction In W

Thoueh

whitehe

war-affecte
noticed. It is a
England coming alive’ (66
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Lor_\.don. Rather, ‘he wa?ear:,t:zge?:iii I:.lct}mtjam'e
alking home with an Indian’ (76). In brief t\.[:'l e
arnt from May was that Nick was not at all'lik::;\me
the narrator met him seventeen years later, he noti{::mc-i
s breadth lay in the Ihickne‘ss of his o;"ercnal a?td
ached no higher up Robi's shoulder than did
‘he looked older than he thought. It makes

mine; and that
e when the narrator told Nick: ‘I'm not meeting you for the

've grown up with you' (55).

v
the question of time-shift in Ghosh’s
he narrator undertakes a back and forth
mental d quickly reaches the other end of
the time-span of the novel — touching upon few significant
events of the period —in the course of the first ten pages of the
el. We may complain that Ghosh takes a frequent recourse
me-shift, or that the management of time in his novel is
y wanton and arbitrary. But time-shift is a very useful H-,
hich allows Ghosh ‘to make connections of causality 'l
s By way of ||

ween widely separated events.
mention two remote but closely connected

ilustration, we may te
events in the novel, namely, ‘the made-up story' told by Tridib
. and the

to his acquaintances at the street-corner ot
i pecial note of a particul

incident being the narrator taking a s
picture of May, 2 copy of which she was privileged t0 =m"-
Tridib. Now, in the light of the later incident, the ‘fictt

story sounds essentially TUE — Tridib loved May; they

exchanged photographs; and were he not '

friends, W
parrator le
And when
that most of hi
that his head re

sens
first UmMe;

That brings us O
novel. It1s curious that t
journey in time, an

nov
to o
apparentl
technique W
and irony bet

Kkilled in @ race rio
tions through his T

could have had English connec

May.
According to David Lodge, “Time-shift 15 @}

effect in modern fiction, but us

operation of memory: gither in the F¢P”

sn-ea!n-oi-consciousness {...) or more

or reminiscence of a character I
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memories, thou
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ake for jnstance, his reporting ol (ot
nother, which related 1O er, ayade ].l'

» Lol . herself into @ terrible panic

had chosen to fight a pully at the school. But

i behaved even when they were students,

and by sheer association of memory,
Il a boy who had been with her
in Dhaka: ‘The shy bearded boy’ who, it was
nember of one of the secret terrorist
@ Was, subsequently, arrested,
amous Cellular Gaol in the
1stance of a stream-

novel. 1
by his grandt
Mayadebi, W€ are
r son

{, had worke
because he
that was how Mavadeb
she had told the narrator,
the }:r;nulnmlhvl went on Lo reca

in college
discovered, had been a1
ce he was fourteen. H

societies sin
orted to the int

ried and later dep
Andaman Islands. (Now, this is clearly an ir
of-consciousness in the novel, representing the gmndnml]wr's

state of mind at a particular point of time, as reported by the
narrator). After ‘straying’ into the memory lane for a while, the
grandmother told the narrator, that after that incident whenever
she and Mayadebi happened to walk past the gali in which the
boy lived, and she would point out to it and tell the story, Maya
\Tuukl fec-‘l frightened every time. It is interesting to note that
the narrative recoils f > ides : i i
person to invuit\fell‘ijt:-;t;;11;1::;[]'1(1:;t{l}1f m;}’sf Eﬂfﬂ g tlm_!d
society — this time, in the form of a rev 4 P?m e
known, if only she had been workin withetl;l'e. e
warned him somehow, she would hgave sa a S.he WOl:lld e
ved him [...]" (39).

\Y

Miriam Allott points out th
: . at when modern noveli
;(e)‘(l;::::lvamry devices such as the abandonment of cﬁlclislre%on
obiectiv(;e‘ 8 the ‘stheanni-ol-cORSCIGNNENS methog Oglllcz}l
b st is to throw into relief those moments of hei , their
a dimen:iness' Cal.l ed ‘epiphanies,” ‘which seemtotalf lghtemfd
wall,"® Gh‘:)“h‘flltmde the time registered by the clc 'ej R
iy (:'nesisn\:; Shadow Lines has two such ﬂon 1the
called Dhaka anci Calen the' narrator perceives that memfaiss
cutta ‘were more closely bound tg eat?;
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er after they had dru.wn their lines,” so mucl

: R BT TSSO (AE Srereas S0 “ 1 -'
he inverted image of the oth e e
L Lil oliner wked
symmetry by the line that was t e - o
‘ y by that was to set us free
.lg-g'-ass border’ (233). It is understood t} e -y
| la _ : " U000 that these Qities
lying 10 different nations, got ‘bound’ to each other th
h other through acts

of violence. and through few humane acts of saving inno
i e _ [ SAVing mnocent
jives. The other epiphany occurs at the end of the 1
1d of the novel when

the tyranny of time loses its hold upon May, and she is able to
ee’ that Tridib ‘gave himself up’ or that he met a ;.uin{':".:'l
death — 2@ moment which she shares with the narrator. He \l\;u
is E’Jad to have a 't-‘.lllm}“-t*' into ‘the redemptive Hl\\l.\‘r\,' No
satisfactory answers can be found for such sacrifices Humig_h
intellection, but they redeem us. Such rare moments, tru‘l\'.
comprise ‘life by values, transcending ‘life by the clock’; and
they surely oxtend the boundaries of our emotional experience.

Critics and literary arusts tell us that epiphanies emerge in
the modern novels in response 10 the discordant age’ in which
we are living, and are inspired by the sense of ‘the
inseparableness of us from the past. One major discordance
that is felt through the novel is violence masquerading as political
freedom. Tridib was a victim of such violence. It took less than
2 moment for Tridib to be killed by the rioting mob. But like the
'sacred time’ or cyclical time, the moment returns, though not

so periodically. It was a mo ment, which was directly experienced
by May, Robi, the grandmother and the others. All .-_:;'
characters re-experience it at different points of time. And it
imaginatively lived and experienced by the character-ne '

through the other character’s painful reminiscences, and

his own determined effort to find meaning into it, and N
the significant moment ‘vanish without trace.’ lt.movas-
overwhelms them, and acts upon them. Take for instance
adversely Robi is affected by itin @ London r&staur@

If freedom were possible, surely Tridib’s ¢ . :

setmefree.Andyet,allittakeStOSﬂmY

a leaf, fifteen years later, thousands Of T
other end of another continent v

waiter in a restaurant (247)-

18
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Returning to the clock-time, I shall briefly, examine here
how Ghosh pays his allegiance to “The Father Time' in The
Shadow Lines. His novel specifically mentions particular dates
for the major events in his characters’ lives: ‘the narrator's
father was born in Mandalay, in 1925; in 1935, the narrator’s
grandfather caught a chill while supervising the construction of
culvert somewhere in the Arakan Hills and died of pneumonia;
in 1939, the narrator's father's aunt Mayadebi proceeded to
quknrt gcrnnuunned by her husband and her son Tridib;
Tridib’s ninth hl.rt.hday fell on the 25th of September, 1940; in
}l)g:i?;[ ;:.m; pla;’gloxhzzd'rpz_aga became the capital of East
nineteen’. They haéi begun arll e o S Sk Mo
exciting year for the naframr az‘;gh(_:f);responden‘cm T
General Manager of hi : o amily, as his father became
: ger ot his firm; on 27 December, 1963 two hundred
and sixty-three years after it h d ' -
: _ ad been brought to Kashmir, the
Mu-i-Mubarak disappeared from | i :
om its place in the Hazratbal

Mmosque; by the end of January 1964 the riots had faded away

{10
i
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TIME AND SPACE IN THE SHADOW LINES

from the pages of the newspapers; one day in the year 1965
more than one and a half years after her trip to Dhaka the":
grandmuther gave away the chain her husband had given' her
to the war fund; the narrator went to England on a year';
research grant from September 1978-September 1979 to collect
material from the India Office Library ; one afternoon in 1979,
soon after the narrator began work on his Ph.D., he went 10
attend a lecture in the Teen Murti House Library, where the
speaker ‘jogged’ his and his friend's memories of India’s war
with China in 1962, and a discussion on the significance of that
war, imperceptibly and suddenly, brought to his mind the no-
less significant riots of 1964.

The above-listed mechanical time and the events in it clearly
indicate that Ghosh is not afraid of a chasm in his created piece
of ‘history.” It needs to be mentioned that these important
dates, of personal and national history, ultimately, point to the
vagaries of mind or ‘experiential’ reality. Itis interesting to note
that the events after 1964 are seldom specifically dated, but are
recalled in terms of years. To take just one example, the narrator
met May in London for the 2nd time after seventeen years. As for
the ending of the novel, ‘the intense moment of personal
experience,’ as it has already been pointed out, ordinary time is

transcended.

Ghosh’s vigilant care for chronological accuracy is evident
in establishing the relative ages of his characters, in giving
essential information about successive generations in two
families (one British and the other Indian) and in some cases
even telling us the days and years of their birth, marriage and

death.
cts of time; and asmm

Succession, flux, change — are aspe A
does not have a spatial form, the novelist has to take mom

to indicating them through e. S0

the description of a place.

a mere mention of a place, in relation to i_ts ast location, can
indicate change of times. Thus, Gole Park was once eﬂw
far-flung area; but, as the

to be outside Calcutta; it was a
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s changed. In
ound the shop has change

landmark, is still there,

i1 i
Benares. But the area ar in that area, and the narrator and hus g:s‘
: . < 1 Lflal ak < T
ixti 2 ere few cars - streets. making way
sixties there we - | on the streets, :
;rienda could play ;-.-:;t?‘d[-'_-"é E presently, the area iIs so saw
5 : ber 9. But, presentiy, U . .
F mboer 2. | b ea
.acionally for bus nu throng of people exp
r;cus;un(}ll_h t one has to push through the throng peo] -
. a 5
ooy omisegl i ake one’s way.
shoppers and traffic to make one s y th
VIII Guli
ot always flow uniformly: it
A\s we know, time does not always UOV o i W
s Vg I flow faster, In boredom It does not seem .
1 1 o o W Ids » I OOL ;
excitement It seems (O 1O Sl poerprTa ne—— rec
to flow at all. Ghosh has created suci mor_he..n-_ oy P the
oo [ ines. For instance, ‘The rehearsal seemed
time in The Shadow Lines. For instal L‘L < o ald
¥ r £ av at the Orchestra, when 2 ulal sie
to go on for ever 1or _\-,Tcl_. at the ( .\.I‘lf:‘_u v .
| y think about Tridib and his invitation for
wanted to do was to think about qu n ‘ w‘ech
' Indi: 1other example is, when the narrator
her to visit India. Another exampi e |
nicate t r that he was coming
desperately wanting to communicate to May that l;c Vas CC i g =
er, ‘hurled” himself down the stairs, ‘burst’ into the
for the dinner, ‘hurled’ himself d T'lt stairs 11_{ ir o 4 e
kitchen, and virtually 1 the telephone out of somebody

His actions indicate that the time was running fast for him. But,
then, the time seemed to have stopped suddenly, for he
experienced as if ‘an age seem to pass before I heard May's
voice’ (249). But the perfect example is, when the narrator’s
mother, in order to provide care and comfort to her exhausted
husband at the end of a hectic day, modulates the volumes and
harmonies of their house to a whisper, reminding us of a silent

moment in a musical composition (127).
It is not merely that the char

acters experience time, they
also talk about it. Thus, for the

grandmother, ‘time is not for

wasting, it is for work,’ and it grows ‘mouldy’ if it is not used. As
Tridib does not use jt properly, it ‘stinks'2 (4). But the narrator
values the time spent with Tridi

et ib, as he had given him ‘worlds
to travel in’ and ‘eyes to see th )

hat mattered was the
present?

For Ila the current was the real: it was

' : . as though she lived
In a present which was an air lock in canal, shut away
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e e !I(r](‘ waters of the past and the
floodgates (30).

yse to see as little as was necessary
A5¢ 10 carry

futire ke
i1 h"r" Hie)

AS l!d (::: of living; also because : on with the
pusines: J ause she did not 'invent' w
saw, the reality pm‘"‘"“ her by. Tridib, on the othet II -
experience the reality as concretely in his imagin I“"'”"IL i
[hrullgil her senses, more so if .”W”.“H:I vlm:r|tl.|l.|1.|-||ui
'EXPL'T'IIE'.I'IL'{"TI\"I\"l‘lrvl lll‘ll'llliilll'llﬂ\' available .,I’Im_““”"“'f h.““
Guidui by Iridib's wisdom, namely, that ‘we could |;ulr -
a0

githout i”\:.vmil.lp‘ what we saw’ (31), the narrator could
r(_'.l.'f}n!‘\“'l 1ct 1magin
the gecond World War — an experience that was lost to posterit

also he could recreate the old Dhaka on the basis of the Inlill
of the times his grandmother had spent there, and

;l!i\'l‘ly the Solent Road, as it was ravaged by
s ravage !

recollection
what Robi had told him about the place. And inspired by the

<
example of his mentor, Tridib, who could partake of all times

and all places, the narrator could construct a moment, outside
the realm of time and space:
corners filled up with remembered forms,
with the ghosts who had been handed down to me by
time: the ghost of Snipe in that far corner, near his medicine
chest, worrying about his dentures; the ghost of the eight-
year-old Ila, sitting with me under that vast table in
Raibajar. They were all around me, we were together at
last, not ghosts at all: the ghostliness was merely the
absence of time and distance, for that all that a ghost is, a
placed in time (181).
moment, or better still ‘mental space,’ i

not ‘a far-reaching play of imagination, but is close to human
reality, and bespeaks of the depth of experience. It cpmplements o
the fictional time and space of the two stont;sﬂ that are
inextricably blended into the structure of the novel

X '
2 |u-'.4'.- i

That brings me to the point where 1 can fﬂl:uﬁim e
of space in The Shadow Lines. Thc;re are 1:; net
places’ as such in Amitav Ghosh's nove: B_"m e
bars and street-corner addas assume a definite character

Those empty

presence dis

Such a conception of 2
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| ay without
laces ‘where people come, lulk'mlui E,::c;‘:]]?:ceq o
= lht" : ?0 |;1mw each other any further’ (9).° : .mi;m,,wing
expecting ' For instance Tridib uses that cnn:rcrl.:' o
i s0S. W ’ - » - 0 ¢ 5 ac
e Im:i? road between Gariahat and Gole Par
stretch

himself (8).
But ‘places’ are use

" ki’ 3 "
d in subtler ways In Ghosh'’s novel. For

instance, they are used to reveal {l‘n- pvrs:.mal.i-l.y or I;;);C]ff [‘:If[‘ hi“‘
characters. To illustrate, the eerie cn'l[ilil?l.!: ;{1’1 : :13:(1 -mu.m.l
reflected by the way she arranges her room: the lig ‘. (f'll : l
of & E:‘I('\-'E.H:iiﬁl1'5"' — which is kept on ::I“ the um'c. i u.p the
room, but it also indicates that there is something seriously
amiss in her life; so do the cushions casually lhr(?\a\:rn on the
floor (16). Surely, it did not look like a room wl?crc visitors were
often expected. Tridib's room is equally uninviting, but it reflects
intellectual taste: ‘an oddly monastic room — a naked light
bulb, stacks of books, piled up like newspapers, on the floor, a
couple of mats and pillions strewn around [...]" (174). However,
Mrs. Price’s large and spacious room looks rich and ‘crowded’
with furniture and things.

That places are no neutral, objective entities, but are meant
to be experienced, is_ stated succinctly by Tridib thus: ‘a place
.does.nut_ merely exist,” but ‘it has to be invented in one's
lhmagmanon' (21)(For lla, a place merely ‘exists,” and is no more
than a utility — as is brought out by th, :
| utility — y the narrator’s apt
'! observation regarding himself and Ila in this regard: whereap;,
. rhehqarrator longed to visit Cairo, to ‘see’ the world’s pointed
s ;;ia r::: (;hgfnglsque ofé}bngaulun and ‘touch’ the stones of Great

Tal €ops, the Ladies were ‘the ﬁx Do in
shifting landscapes’ of Ila’s childhood. T he£1 ke o
- 10 her Cairo was no

more than ‘a place to piss in’ and ound
shifting venue’! (20-21). No wondthe s

many places, she had not travelled-
of movement like those studio SCreens in o] - illusory whirl




H

- I L'.L\'\!‘\I "v\;._._-‘
D w‘}‘\"t IN THE SHM
- uu\l.nula RiLE

y like those 1

TIME

inative , e
restricred. unimaginative way
v (24)
made up for you (24
But Tridib howeve!

{in !;1‘.1\'!-_111\13. :

T haealogist

vanted that pe
{ came

-..llh,' gt [E1SL
(8] viewlig

haing
beluly ¢

Jowevel hev

interested . B |
' b precision =

g T nsion, waa
: i \ appreheiiatt
ot “a things. Even 1. under feal and api

arae and ULLLES=- & h
plaktb 'y 1CE what 1 means 10 S¢C A ‘-il,tL(

learly thah

forced 10 experien |

1 the snake s head sho saw iomore b

(e 1N LILC A%

thing belole lescop
INg

»p seel anyu

with the (e ic clarity ol
o (s tny eyes, the Haring
| the tongus,

.
. looKIng

‘.‘h(‘ d eVE \ .
n. >Ne \'L‘Llld 1

| late concentratiOil. «

absoiute concentiadus

: I ,nd of the sh ni\{\ }’\'llih'\'l L

nostrus at the enda o1 &2 41

iy 4 into the sofl plnL ot 1

1noer flickering drawn
no loNgel flickerniy | . 27)
the fangs erect nOW and dripping =/
\al circumstances, If la were 1O Se€ (he tall of &
A1, and shoo It away

e
readiness,

norn
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did not merely mean
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think that she hac

Using 'imagination with precision
looking at an object with full concentration, but, ¢
exploring its unre rridib had driven home

this point to the Y

alised possibilities

oung narrator thus:
Did you notice that Ila's house had a sloping roof™
Thereby he wanted him to imagine, ‘what it would be like
to live under a sloping roof — no place to fly kites, nowhere
to hide when one wanted to sulk, nowhere to shout across
to one’s friends (29).
::; ::n l;o}?lc thl:fn la, whg looked for the world of ‘here and now,’
- erself a very little space in it, as is evidenced by the
51 otohgraphs she possessed of her school days. They revea led
. : :
that s e was e:tber unaccountably absent in the pictures, or We
inconspicuous in them (22). |

And it was unfortunate that not being roo 1
;111;1;1'8. shg could not understand the concgept oézdv::al .
helis %eﬁw&ril'gfh connected one to the outside world. As aga
once: i u: econf:e];)t of space was vast and comprehensi
e mmughnfmator that_ one could never know
i e P a pure, painful and primitive desire,” w
g o strove beyond ‘the limits of one’s mind t:

er places, and even, if one was lucky, to
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divided and sub-divided by man-made borders and lines It is
to this ideal space that the protagonist of the novel, '1';"-(1'1'1;
wanted to return in his personal life He wanted to meet ln;
beloved, May, as a stranger, 1n a ruin Rather, ‘he wanted them
o [H.l'l'l as the l'(llll!ﬂt‘h'kl ol strangers strangers ACross the
seas' in a ruin — which was a nearly-ideal place, "wilhmn a past
without a history’ a place away from their relatives ;lIH‘l

friends, and virtually transcending the profane time and space.

\s we know. Amitav Ghosh's novel weaves and interweaves
spatial form,’ through a pattern ol interconnected motifs
nationalism, political freedom, personal freedom, etc.
{ by ‘reading over’ or by cat rying out
1) Thus understood, the places,
| with these motils, gel cohesively organised in the
1 such that the places in England provide a

fabric ol the novel,
1 +F i . LD - 1 ‘
kind of perspective 10 the places In Dhaka and Calcutta.

'~I}l':I; as
rhis form can be perceivel
spatial readings’ of the nove

assoclated

X
One interesting question, which we ask with regard to the
4 novel, is the process of change and growth (or
fergoes during the course of the novel.
) itor of Ghosh's The Shadow Lines
es of age after his painstaking @ la recherche du temps
perdu,” through memory and imagination. By defamiliarising
himself with the world in which his mentor Tridib lived, and
ath in a riot, he makes himself aware of the

times and its meaning for human existence.

The traditional concepts of time and space, understood in
terms of distances and divisions Of borders, get questioned in

the course of this journey into the past.

protagonist of
decay) which he unc
Surely, the character-narre

com

died a sacrificial de
consciousness of the
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NATIONALISM AND THE QUESTION OF FREEDOM
IN THE SuADOW LINES: A GENDER PERSPECTIVE

MEENAKSHI MALHOTRA

—’____

In this paper I use the category of gender to look at the crucial
questions of freedom, nationalism and globalism in The Shadow
Lines. Though my paper, primarily, deals with Nationalism and
freedom, globalism as a concept enters the discussion as Ghosh
interrogates the nation from the perspective of globality.

In the rocent times, which have witnessed the collapse of
different political blocks and nation states, nationalism has
been discredited and reduced to an outmoded ‘grand narrative’
of history. It is a legacy of the colonial politieal heritage that has™
continued to trouble us: a legacy that post-colonial writing
constantly seeks to dismantle and erase. Ghosh, likewise, in The
Shadow Lines, through his interrogation of borders and
boundaries, questions the relevance and continued validity of
the concept of ‘nationhood.’

In the text, Ghosh offers different attitudes to and competing
versions of freedom. Thus, while the narrator’s grandmother’s
idea of freedom is tied up with freedom from the colonial power
and attaining nationhood, Ila’s concept of freedom is, basicalk
flstruggle for pc.ersonal idenﬂty_pr_g_guest or personal fr
in a post-colonial, pos,_t_-*lg_og:ein__ context.

As against these versions of the narratc
freedom, under the influence of his mentor T

N
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women. with men as. the putative agents of socio-cultural
srinsition and women as its more ot less traumatized subjects.”

11

Feminist theorists on womern and nationalism also puinl to
the fact that women are made to bear the burden of cultural
rradition, which also exerts pressure on them to be exemplars of
virtue. This has been pointed out by Nira Yuval Davis in Gender
and Nation (1997) thus:

rhe burden of representation on women of the collectivity's

identity and future destiny has also brought about the

construction of women as the bearers of collectivity’s
honour

It is this burden of representation that Ila seeks to escape. In the
nightclub scene where Robi enforces appropriate female
hehaviour on her, she tells the narrator that she has chosen to
live in London to be ‘iree of your bloody culture and free of all
of you' (88-89). However, Ila's notion of freedom is undercut by
the narrator and Tha mma, as well as by the consequUENCES of
lla’s own choices, later in the narrative, lla's attempt 10 free
herself from the cultural burden of Indian womanhood meets
with failure, as, even while staying abroad, she is caught in
other people’s inventions. Thus, when the narrator half-jokingly
imagines Nick's misdemeanors, she bursts out:
Could 1 ever have imagined, she said, that I, lla Datta
Chaudhari, free woman and free spirit, would ever live in
that state of squalor where incidents in one's life can be
foretold by a bad television serial? (187)

lla’s situation is the result of a failed cosmopolitanism. She does
not fit in either the restrictive upper class Bengali society, or in
the easy and casual promiscuity of her society in London,
though she is viewed by her group exotically as ‘our own upper-
class Asian Marxist’ (97)- None of her aspirations, namely; her
fond hope of winning Nick’s loyalty to he and her
identification with European culture, get realized. Her supposed
superior and privileged position as the inheritor of a tradition of.
radical struggle from Tresawsen and his friends, and
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stepping out of the car to reseye O abd i
situation, is a false step, which l}rhrnpta.- N
it costs him his life. She holds herself re
‘your grandmother [...] said,
listen; I was a heroine’ (250).

. 4 rotous :
I'ridib to follow suig and !
| “sponsible for his deathy: 1
I'd get everyone killed. | didn’t

-

-

May traverses a guilt-ridden tortuous path for mmm
long years. In the meantime, she lives a w!f-abnegatin aust
life and works for global relief agencies, like Amnesty ang('i Oxf;:
Eventually, she reaches the realization that she did not
Tridib’s death and that he died with full knowledge of the grave
consequences of his action, he ‘gave himself up, it was @
sacrifice’ (252). With this realization, which she gladly shares
with the narrator, she is relatively free. e

IV

For the grandmother's generation, as mentioned earlier,
freedom remained tied to nationalism. Nationalism, however,
has yielded a bloody harvest, and has hardly moved in a
progressive direction." The central theme of The Shadow Lines,
therefore, is the need to go beyond nationalism
is to be sought. In the novel, the bearer of this internationalism

is Tridib, and following him, the narrator of_the novel hims
Tridib, the second son of Mayadebi is a sensitive and
intelligent eight-year old boy, who visits England during the
outbreak of the Second World War. Tridib’s varied expe
there initiate him to see imaginatively and not
unthinkingly, into accepting other peoples’ i
Subsequently, it develops into a credo, a wa
‘using one’s imagination with _p;ggsio&.'
the narrator : He wants him to look beyond.cos
narratives such as colonialism oI
aware of the multifaceted nature
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It is interesting 10 note that Tridi
. dib had expressed
o reach forﬂ:);owards 3 transcendental Ek?;d of ma]a ity :
wanted t0 €0 _-'onq the limits of his mind to ther times S
_Plh-ces — a kind of virua pIac'é.‘whe:: ﬂiﬂﬂ—m::i/‘
: berw&'ﬂ o?eself and one’s image in the mirror’

delineating Tridib in these terms Ghosh is advocating i Vo

- - nung intellectual

VI

Though this paper has attempted to d i -
of nationalism from the \'iewpo?m of geiﬁe??tﬁm
poimed out that Ghosh's treatment of nationalism is somewhat
incomplete. For instance, it ignores the progressive and radical

tential of nationalisms in newly em[e)rgﬁt":gms outside
Europe and America. Ghosh divests even the- ition
left politics (Tresawsen’s ‘proletarian internationalism’) of
productive or lasting value. Ghosh's text can be t‘mallyuﬁf-
a timely warning about the dangers of ethnic nationalism and
fundamentalism, sweeping India and the Woﬂd'm

Yet, for all his ‘secular perspective, The Shadow Lines 4
embodies an implicit phallocentricity, which shows wpinits
conceptualization of women. The narrator openlym athe &
privilege of inheriting Tresawsen's legacy of selfless it
privilege is meant only for the visionary Tridib and tl
unnamed narrator. The weight of the ‘bag
by the women in The Shadow Lines, eXCEPH
too, partly, denies them any capacity for
are made the locus of the problematic &SP

e\
Notes and References .
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. ive, in a
is projected through a male perspect

ter in a
e female charac
der to react to the 7= e
- erfiivay When Tridib initially talks a?t?a‘i'ts i
nﬁrst question that is asked is and W

the reader and
sense leading t
sexually conditio
at Gole Park, the
like? [...] Sexy?” v ented

May is then described in purely physical teqﬂsélifélli‘zr S
and broken up — her hair, jaw, shqulders. sr?ll1 E‘w B Sbpears
eves. Ila is also constantly described in terms O OW 3

to the narrator — the clothes she wears, her hEIlllT- :rreeaf;'i::ﬁ
rﬁm-'ement of her body. Thus, both I‘\'I.ay and ; = [érq e
sexual references by the text itself.‘posmongd as c .a? ac m;e g
must be approached through their sexual identities un il
male characters who are approached through a bonding %eg
on similarities (Tridib and the narrator, the narrator and Nick).

I

While reading The Shadow Lines, the reader is introduced
to four of the main characters within the first four pages of the
text itself — Tridib, the grandmother, Ila and, of course, the
narrator himself. There is no open or overt indication that the
narrator is male — we, as readers, presume this for various
reasons. In the first place, the author is male, and the narration
is in the first person. This leads to a certain tendency to blur the
distinction between the author and the narrator, so the reader
tends to act on the presumption that the narrator is male.
Secondl)i. the‘ narrative itself points us in this direction. The
ﬂ:l’iﬂ[{i]fl’ :Senttlﬁfs‘?i}?]se“ with his uncle Tridib, on the very first

dge € text i i
thgen Tridib first talkea; foclfl?zbtg behe?e AL At oo
ut the journey. [...] In the end,

since I had nothi :
vy ‘a nothing to go on, 1 had decided he looked like

The main characters of The Shad 1
o ow Lines are th
Tridib, Ila and the grandmother. Nick and May are 2irgl$;ii:::;

characters who play a far :

‘ : more important ro

.secon-dary characters, but are not part of the pri le than t.he
In quite the same way as the primary narrative

‘ . four z
secondary’ characters are the ‘oth Ot meptonad, , Th

| ers’ — 's pare
lla’s parents, Mayadebi and the Shaheb t;{ls;mm Prints’
) ce.
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\” ”". ‘I‘;\l'“ ers are TRARRR IR IR il i i
Tt

11!"3}'-""““' the consclousness which o m o the i

|1;l|lil||\l‘ [hirteen years belore | T I:-I I-.I. w "

M;l\'i“h'l"' went 1o England with her lll'l-ll. my Iather's

l'|1\|.|.11 (3) ll\l'}','-.'.IH|||1..|'I|.-1 s alko 'm Il""l"l il et

s l_['llll'll.‘lll ed as only indirectly rel .1.. .I1 ::"“l"'l"':-"‘. ind Na
{ DIooAd withy the

parratot Of Tridib's two brothers, Jat :
g n knki

thie el
VO yoears aolder than Tridib, was e elder, who

3 v
wWils . nneconomist with the LI
Ih-.‘\-.p\.[l\\.i\-n_.'I'\.\.|\-illll",n“n-\\-h' o (n Africa 3
Alrica or Southeast As
with his wife and his daughter la, who was povics.
y v /a8 My aee’

From i gender perspe tive, Its important |
imn )y note thatl most
of the male characters ait introduced as professional Jat
| WMIONALS AN
an economis ’
kaku h.: economist, Tridib's father a diplomat and the
parrator s father is a junior executive Ihe only exception to thi
! ) NS
is Tridib, who is outside the framev ork of the ‘normative’ male
However, Iridib is also « ertified with a profession, but it is One
that is conventionally seen as ‘less masculing he is an

ill‘;l‘.h"”ii' .\lll‘nnlj“l\ there 1§ ONe female character In these

introductory p.u.'w‘-.-.nph-; who doet
is mentioned only In passing, The

narrator's mother is a ‘housekeeper,’ 1la a child, Mayadebi and

aunth\‘il'w'mnlluw!aialt-r. There is no Spes ial statement about

the job that the grandmother has — as there 15 about the other

jobs — she simply has a ‘traditional fernale occupation.

The family of the narrator is drawn and upheld as @ rl.'}odel,
a standard of ‘normalcy’ — unlike the other families mention

in the introduction; they are culturally rooted, specifically located
in a cultural milieu. ‘In our flat all of us worked har(_i at whatever

we did: my grandmutlwr at her schnoh‘nisl
her housekeeping my fathe

. have a profession = the

grandmother but it

homework, m her ¢

, my mot jer at hi eal
: Lald T ch dealt

job as a junior executive 11 a company whi i
) ote that the only )0

vulcanized rubber’ (4). Itis jmportant 10 n e ¢
which is described in some€ detail 18 the mainbﬁb. thag::athis
father.* We are told not only that he has 2 job,

: WO
status is, (unlike the grandmomer)' where b is also Jocated

the firm deals in. The narrator’s nuclear famig’e
very firmly in a middle class work ethic — rybody o

hard at his or her respectivé job.
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pusmve. Tridib is one of the most positi <
posm?e} cha"a"_w“ of the text. I’nrnu;‘;;hw o
descnbe‘_1 as being a non-conventional 1-“”” i hph}
notPhstcaHY str{‘hib he is not a figure l:':]-'ﬂ.‘. Character — h"-li:
into any COr}chl'nnul category of a 'nnlll-( i'!fm- pa- nm. ﬁl
lhmugh his identification with Tridib u-;t-:hl:::”.ll.] e ol
: 1ed early on, :ll‘\(;

falls intO the same unconventional categor
gunder Rajan points out in her essay. ‘The lﬁ'\lw As _ii;qughwan'
in The Shadow Lines,’ that the text ‘l't'vi-rxtl:'w-lm“t Experience
ender characteristics of ‘active-passive. '] r'1:‘.'.1:? conventional
UPPOSiIiOI\H set up between male/female rnlcis tt-:“raHY‘ hin.aw
the male with active, which is also plnili\-'l-“":]u :ﬁSSUClate
Cgmrcrsely is usually viewed as passive, which u !crLLa‘ fc_ma‘e'
negative quality. (Ila and the grandmother too :nrl(- dL:lc\:S ?js'a
many ways us.nun-mnvumilmul ferales. This -pt]i;\t wﬁi g:;
taken up later in more detail in the next section.)

Both Tridib, and later the narrator, are outside the traditional
erms of their character, obsessions as well as
vy are academics, researchers into the
tory, taking delight in listening to and
al female occupation. As

male roles in t
choice of profession. The
past, rooted in an oral his
telling stories, which is a tradition

Robin Lakoff states:

Another group that has, 0
of the search for power
men. They are frequen
1 analogous in some ways 10
work, they are supported i
others, what they do doesn

and so on.*

This condemnation is reped
Tridib — ‘He's a loafer and

her saying to my parents;

off his father's money.’
grandmother had an ‘inor i
Tridib doesn’t earn any credit in her
irresponsible.” i
Both the narrator and Tridib have

and for recreating the Pas" ThiS.

stensibly at least, taken itself out
and money is that of academic

d by other groups as
they don't really_

ted by the
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art of the reason why she c
she created that i

at illusory

Iy

LINE®
says that P

-.mpression was because the narrator seemed to expect it of h
it this X ectation, the slotting into a particular category -
he freedom to choose her own identity hfx ¢ 1ha}t
. Yy, ROW much

0 aoft
¢ she wants to run away, to be ‘free’ As the nar
= . arrator

¢, la can never be free, for they are ‘within each other.’
[la is more constrained than either the m ,H i
‘two children of a free state.’ er
the illusions she creates (or attempts to creat
told that the narrator always suspected that stfé
thing) vis-a-vis her private life, Ila’s politics are
d to the realms of wishful thinking. She
s about revolutions and popular

Apart from
pecause We arc
was hiding some
similarly limite
parlicipates in discussion
movements, but is almost powerless.

when Ila and the narrator play ‘Houses™ under the table in
the old family house at Raibazar, Ila cannot fathom the need for
a veranda. The narrator, for his own part cannot imagine a
house without a veranda — ‘otherwise how will we know what's
going oL outside?’ (70). If we look at the text as reversing the
rraditional attributes of male/female, but nevertheless eventually
valorising the male, through the characters of Tridib and the
narrator, it is also possible 0 read this incident as pointing out

the male desire to communicate, to be ‘open, while [la remains,
as always, confined to the ‘private.” In her essay “Maps and

Mirrors” in The Shadow Lines,” Meenakshi Mukherjee

lla’s inability to understand the need for verandas and.x :
Professor Mukherjee interprets this s -underlining the essential
difference between the cousins- She says 'TEM '
are traditionally female spaces in our culturé and nﬂm_ﬂﬁ
to comprehend their jmportance may at a realistic JE¥"

attributed to her upbringing in_other €0 - |
metaphoric level it highlights her total self-absoF

looks at the reversal of ‘positive’ atu}huiﬂh
delineated in The Shadow Lines: 1€ 12

Eﬂmﬂh spaces’ by Ila and the openness ¢
spaces outside is perfectly consonant!

D\Oispite the reality of 11a’s paves
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However, the grandmother’s desire to hold on to her own
personal freedom, is misunderstood and becomes a cause for
disharmony in the larger family. Largely, the grandmother also
creates this disharmony herself; she herself has construed various
slights as ‘natural’ outcomes of her conditioning. The narrator
says,
Usually when she spoke of them, it was to remind us that
it was all very well for Uncle So and So to smile and grin at
us whenever he saw us now, but we ought not to forget
that he had been quick to turn the other way during her
hard years. She chose to forget that it was she who, in the
fierceness of her pride, had severed her connections with
most of her relatives, and had refused to accept any help
from them at all even from Mayadebi, her own sister (129).
This ‘pride,” a desirable quality in men, is constructed as a
negative one by the text; one, which is implicitly, criticized by
the ‘normative’ woman — the mother and also by the narrative
itself. Nick, the man who accepts ‘help’ from his wife’s family is
thus a ‘weak’ man, one to be pitied and who in some ways is
almost justified in revenging himself through his infidelity to his
wife, while the grandmother’s refusal to accept help, even from
her own sister is implicitly portrayed as a weak point in her
character.
The roles played by the women characters are those of
providing ways for the males to transcend or fall — May is
‘responsible’ for Tridib’s death, also for Tridib’s final redemption,
sexually she is his ‘love from across the seas,” his transcendence
of borders, boundaries and history. May also allows the narrator
a ‘glimpse into the final sacrifice and redemption’ of Tridib; and

in the sexual union with May, May disappears but the narrator
re-discovers Tridib and himself.

lla who is in a position of power vis-a-vis the narrator is
‘tamed’ by Nick, through his infidelity. The hurt caused to Ila by
Nick finally allows the narrator to overcome both Ila and Nick
and in fact, as Suvir Kaul has remarked, he now includes Nick in -
his feeling of pathos for Ila, ‘This unexpected act of homosocial
fellowship derives from the narrator’s continuing sense t#gam
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I was jealous achingly joalous A only o chilld can b,
because it had alwayvs baen my unigue privilege 1o
understand Tridib and that day at the Vi Lorin Memorial |
knew 1 had lost that priy flege; somehow May had alolen i

from me (170)

It is also May herselt who fnally reunites Tridib and the narrator

Robi also tells the story of Feidib's death, but Robi's felling is

uniquely presented trom his own perspective < itisa dream, It
is May who narrates the details baldly, in a matter of fact
wav. It is May who gives the narrator the ghmpse into the ‘final
redemptive mystery

May embodies the qualities of a Savioul, nurturer and a

protector — she 18 politically actuve in i positive way, contrasting
with Ila and the grandmother, compassionate, understanding,
She is a ‘good daughter,” ‘good sister’ who stands up for her
brother even while explaining an indefensible act of cowardice,
when Nick ran away because he was ashamed to be seen
walking with an Indian: ‘You shouldn't think too badly of him,
May said. She was pleading with me now. He was very young,
and at that age children want everyone to be alike' (76).

May is the only character who is ‘alive’ throughout the text,
who lives up to all the exceptions of the narrator. She remains
a positive character for the narrator from their very first meeting,
in his childhood, right until the end, when she initiates him into
manhood and the ‘final redemptive mystery’ of Tridib’s death.
May is also one of the few characters who takes responsibility
for her action — she believed for a long time that she had killed
[ridib, but eventually is ‘mature’ enough to give up that self-
aggrandizing martyt's role. She accepts that Tridib ‘gave himself
up' — he sacrifices himself. It is this ‘true’ understanding of
Tridib which finally raises May's account of Tridib's death over
Robi's experience of it, and which unites the narrator and May.

A

The male characters of The Shadow Lines all in some way or
the other make their peace with one another and with the
world. The narrator finally feels an empathy even with Nick; a
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o various situations.

attitudes, characteristics and reactions t
* or ‘positive’

The inscribing of certain attributes, either ‘negative
to gender roles does not have to be a conscious bias or position.
Very often both authors and readers subconsciously or
unconsciously subscribe 10 various mainstream notions of
gender positions and roles, in ways that we assume are ‘natural’
or ‘common-sense.’ Uncovering the unconscious biases and
political positions inscribed in these ‘natural roles however
does help in uncovering the bias against women that seems 10
permeate even progressive and radical texts.

The narrative voice of The Shadow Lines is one that does
seem to recognize and acknowledge its own biases and
prejudices, however it remains privileged and seems to offer a
definitive view of reality. The colouring of our reactions and
perceptions of the characters is therefore almost inevitable. We
see Ila and the grandmother, Tridib and May, and the entire
structure of society through the eyes of the narrator, evaluating
and accepting his point of view as sane, logical and sensitive.
The alternative views of history and freedom provided by him
give us invaluable insights into a different kind of ‘maleness’
and courage. However, the representation of the female
characters and of the gendered behaviour and attitudes, which
the text seems to implicitly portray, remain disturbing in all

their implications.

Notes and References
{. Susan Mills, Feminist Stylistics (London: Routledge, 1995), 162.

2 Amitav Ghosh, The Shadow Lines, (Delhi: Ravi Dayal, 1988), 11. A |
subsequent quotations from the text refer to this edition.

3. The grandmother’s promotion from a school teacher to the
headmistress of her school is mentioned casually, almost as
progression in a career, not worthy of special mention.
father's promotions, however insignificant, are duly n
albeit through the grandmother, to the readers.
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1 COLONIA NTERPRETATION OF THE SHADOW LINES
VR 171
dib, an Indian, falls in love with May; and 1|
P -1 A g L 2 2 Y a-
marries Nick Price, an Englishman. The
f course, is friendly with May

agonist Tri
an Indian,
nnn:mwd parrator, 0
The interaction between these characters reveals the
aspirations, defeats and disillusions of the colonized people
n they try to carve out their place in the world. The action
of the novel revolves round these characters who, really, belong
he two worlds. In their case the barriers seem to be breaking
though there are problems also. For instance, Mrs. Price is ver;r
al towards M ;w;nichi's husband. She addresses him as the
She welcomes the young narrator and Ila to her home,
(reating them as equals. And her children, May and Nick,
e with Indians, apparently without any self-conscious
rface does not really bring happiness to most

m;\in

\J\'ht‘
ol

cordi
Shaheb.

associat
effort. Yet, this inte
of them.

The anglicised gaze of the educated Indians like Tla, Tridib
and the narrator points 10 the fact that independent India is
culturally colonized still. The desire of the anglophils like Arun
Mehra in Vikram Seth's A Suitable Boy is 10 be construed as
pursuing European plenitude. It is nothing but their ardent
desire to own the coloniser’s world. Arun Mehra exults over the
joys of Hamley's Toy Shop; he claims to know its exact location
on the Regent Street in London. When Haresh, the homegrown
young man asks humbly when Mehras were last in the Imperial
capital, it is discovered that they have never been there.

Seth’s satire on Mehra's exploits indicates the oriental'slongin§
for its conquering other, though there is pathos in Arun’s
anglomania, which re-echoes in Tridib’s and 1la’s longing for
the West. Even the young boys from Calcutta sueetsﬂwk 0
Tridib to know more about the West . Gmhe
tells the boys at the street corner that he had been t0 &
meet his English relatives by marriage- Asthe wm
to him spellbound, the narrator shouts M o i
Calcutta itself and that he had met him the o€
room. Tridib like Arun remains m&
deserve
pout

anything people will tell you, YOU
Similarly, Tla tells the narrator ==
London to impress upon him that
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he laughs and tells him that she is 33;19“35“? as
s S : . & ‘- er part
her Indian girl of her age. Now, it is Soolieh o0 fp o
- r other Indis = - - = = i oreign
ot DH " ~stern manners and mannensms ‘3‘_nd T d he -
IPE WG e the sound of pop music, in the fond hope
1 B acceplﬂb]llq' in

freedom. Later

iresses a dance 10 *
;Httbfrv‘i}?gammee her social recognition and
the English society e B iey

, Th: native’s desire to own the coliomzer's l\:i'nr;_d 13.?“\“1
accompanied by disowning the L?L)lOﬂlZ'Cd \sor. ‘d Omt::? ;)1\1
India, Ila shocks her people, particularly the gmrjwm er by
her western dresses, and, subsequently, she shml\.s Rﬁﬂbl and
the narrator by her uninhibited behaviour in a hcilel in Calcutta,
where she wanted to dance with a stranger. W heg her uncle
Roby, does not permit her to do so, she cries out, Do you see
' have chosen to live in London? [...] It's only because |
.]. Free of your bloody culture’ (88).

why 1|
want to be free -
Hegel's note on Lordships and Bondage indicates that human
beings Ecquire identity and self-consciousness only through the
recognition of the other. Each self has before it another self, in
and through which it secures its identity. Initially, there is
antagonism and enmity between these two confronting selves,
as each aims at the cancellation and death of the other. while
proper end requires that they shed these negative attitudes and
get closer to each other. When the narrator in the novel tells Ila,
'you can'’t be free of me, because I am within you [...] just as
you are within me’ (89), he seems to be expressing an ideal
position.

I
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Jr' ] & e =
] ems to D€ expressing her sound conviction.
i s is where W€ meet’

A

js 0DSC qc._'b“l;':\__f* his is our ruin apd this < i

fhen ridi ns"th « the ‘ruin,’ associated with Raj, ynll serve as

(170) e n.uea Jace 1O promote Jove and understandu'{g bet‘ween
their mgwl?av was in Delhi. India frightened her. She did not
them- . a.bit and she fenlill(ied herself that she came 10
nderstand it e oty 10 know what lay beyond West Hampstead
jndia ffusivél : to meet Tridib. Subsequently, she realised
dn . e with him. But, despite her good intentions
colonial psyche

|
. an , :
ewasmim : P! -
s unable 10 underatand the

| that $ i
est efforts: shel ‘ fer
n Tridib, unwittingly-

:'11“1 brings disaster O
The narralor's visi and twenty years &
..l have change ase Indi
them as equals, partying wi
cannot really »t. Probably, mult
friendships are le, but we find th
contacts with the International sC
humiliation and

particu]arly. wi
pain only.

later shows that
ans by treating
two cultures
oss-border

t to Engl
d. They try to ple
th them; still, the

hiculzuml and cr
at 1la's inwr‘nntwna\

desirab
hool,

friends from her
th the adulterous Nick, cause

Il

ation of the colonize
ature can be seen as an e

| master-slave relationship. In Hegel's paradi
r to forge the meaning of his existence

turn away from the maste
»s the narrator returns 10 India

in labour. In The Shadow Line
! after interacting with the West and understanding it better.

Fanon believed that decolonization was a significant period in
the l}istory of any nation, which was a part of the European
Empire. When the colonized people could not accept foreign
values any longer, they started mocking their values, which hé d
enabled the West to stay in power so long. The grandmo
zl{:ﬁfltyt_m The Shadc'aw Lines to protect her grandson from
; 2 lsllinlll:g western influence is a case in point. She thinks t
(Pennissiimdzld and that she loves the west for wrong reas!

The grandfn C thfur'z: anq freedom to do whatever one likes, €

i g g Cer admires Ehe West for its spirit of nationa

‘ Sdarstand T}furagta. which the younger generation 1a
. The grandmother — when she is critical

r and the colonized in the

xplication of Hegel's
gm, the slave must

i
' The represent
¢ post-colnnial liter
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IAL INTERPRET:\'HON

A POST”
v

of the new nation-states, the colonized
colonial past. They try to avoid

COLON

the emergence
o forget the
e to the bullying and treachery of the colonizer
roughm“ the nh1le of t.he Empire. The desire to forget the past

ra is symptomatic of the colonized people’s
and to erase the painful memories of
post-coloniality is

with
tendency !

new start
pordination. jameson feels that
ability 10 successfully imagine and execute a decisive

ast. Albert Memmi, a prominent

from the colonial p
anti—rmnnial revolutionary, believed that we, in the

ath, are deluded if we think that a new world will
ruins of colonialism. Both Memmi

and pdward gaid insist that the colonial aftermath does not
Yield the end of colonialism, hence the self-willed historical
amnesia. There is a deliberate unwillingness 10 remember what
Homi Bhabha ¢ and humiliating memory of

e noted that in The

history of a race and racism.
to the colonial India.

Shadow Lines there is hardly any reference
Even while -alcutta and Dhaka, in

talking about the riots of C

which Tridib lost his life, Ghosh does not talk about the partition
of India which led to such riots, and he does not blame the
colonial regime for the m

need !
coiolliﬁl su

actually an
departure

Tunisian
colonial afterm
magically emerge from the

jescribes as ‘painful
[t may b

ess they created by partitioning India.

\Y

The Imperialists extolled their literature

imputed power to CONVey universal values.
universalism became a part of the technology ©
The post-colonial writers like Fanon an

myth of universality for its basic (false
European culture symbolised universal values.
the myth that when we talk of univers
cultural responses that have been shaped by the

tradition. These writers questioned the cogency Of suct
re contrary |

and found them worthless, as they we
experience of the people. Fanon anticipates another &

beyond Imperialism and finds that, despite the shared eXP
of colonialism, the cultural realities of the P‘WM =Y

as great for its
“The concept of
f the Empire.’
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