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Writing and reading are not all that distinct for a writer. Doth exercises required being 

alert and ready for an accountable beauty, for the inlricateness or simple elegance of the 

writer's imagination, for the world that iniaginalion evokes Both require being mindful 

of the places where imagination sabotages itself, locks its own gates, pollutes its vision. 

Writing and reading mean being aware of the writer's notions of risk and safely, the 

serene achievement of, or sweaty fight, for meaning and response-ability. 

Toni Morrison : Playing in the Dark 

The free woman is just being bom; when she has won possession of herself perhaps 

Rimbaud's prophecy will be fiilfilled: 'There .shall be poets ! When woman's unmcasure 

bondage shall be broken when she shall leave for and tluough herself, man - hitherto 

detestable - having let liei go, she, to, will be poet ! Women will find the unknown I 

Will her ideational worlds be different from ours? She will come U|)()n sirango , 

unfathomable, repellent, delightful things; we shall take them, we shall comprehend 

them.' It is not sure that her ' ideational worlds' will be different from those of men, 

since it will be tlirough attaining the same situation as theirs that she will find 

emancipation; to say in what degree she will remain different, in what degi'ee these 

differences will retain their importance - Uiis would be to hazard bold predictions 

indeed. What is ceitaiii is that hitherto woman's possibilities have been suppressed and 

lost to humanity, and that it is high time that she be permitted to take her chances in her 

own interest and in the inteiest of all 

Simoiic (Ic Heaiivoir .• 'Ill e Second Sex 





Tlic |iroMrm in women"? wiilinp. »'i niiyiitri riml(inl>()ily 

Spivak maintains "is not only who is speaking and how is she speaking, 

but to whom is she speaking and on behalf of whom she is speaking. 

(1996:6)." hi her studied observation, Spivak opens up the complexity of 

a discourse towards which most feminist oriented creative writers 

endeavoured to work . Besides identity and autonomy of selfhood , women 

writers claiming to belong to a tradition of their own , articulate other 

challenges , while writing back to patriarchy . They also attempt to 

deconstruct the assumptions of pahiarchy's monolithic structure considered 

axiomatic or universal . While asserting autonomy of selfliood , on the 

one hand, they attempt in various ways to speak about their gender, 

desire and sexuality . The theme of love and relationships ; man - woman, 

mollier - child aie vniioiisly probleinnliHed , in lliiil , n diHcomso of 

resistance is ajliciilated. 

Some women writers declare that language must be shattered 

because language is supposed to be male as it is a conveyor of among 

other things . male chauvinism . They claim for themselves 'another 

language', that in its new form , would be closer to woman's lived 

experience, an experience in the centre of which the body is frequently 

located . Hence the watch words 'liberate - tlie - body' and 'speak - the -

body' vue in use . While at one level it is legitimate to expose the 



oppressions, llie imitilalioiis , the objectificatioii of the female body , 

another level , it subverts the individuation of the feminine identity . 

FuiHieimoie, the themes of otherness and of the body merge together, 

because the most visible difference between man and woman is indeed 

the diQ'erence in biology. To advocate a direct relation to the body is 

therefore not subversive because it is equivalent to denying the reality 

and the strength of social mediations . The feminine discourse is 

articulated in different modes taking into account the experiencing - self 

that moves beKveen a pre- linguistic idealisation of the body to a 

symbolic level of self- actualisation. 

Emerging out of such a ferment , the articulated subject 

position of a woman writer gives voice to her suppressed emotions and 

unbind herself from patriarchial bondage in both literary and social 

aiticulation. Kamala Das and Judith Wright aie such voices , who among 

the post colonial women poets, express their iraier worlds and address 

in a self reflexive maimer some of the important issues of feminism . 

Well known for their confessional mode of expression, honest and Bank 

views on man woman relationship, and unconventional approaches to some 

of the biuning issues of the day, Kamala Das and Judith Wright are 

imbued with a typically feminine sensibility . Although both Judith Wright 

and fCamala Das were boni in two different pails of the world in 

divergent societies . a common stiain of feminism is conspicuous and all 



pei-vading in llieir poeby. While the body is a ceiilral metaphor in 

Kamala Das's poetjy, it is not the same with Judith Wright, However, 

as ciealive wiileis they aie acutely aJeit to question of identity and 

selfliood A close examination of their works reveal that the body in its 

physical and spiritual manifestations vaiionsly foieground their creative ' 

endeavours . 

Bom in 1915 at Wallalunibi in New South Wales, Australia 

Judith Wright had poems published in children's papers from the age 

of ten. No recent Aushalian poet has won wider appreciation and critical 

regard than Judith Wright. A small number of her poems inevitably recur 

in anthologies because they are by common consent her best, and are 

among the finest poems we have. Her fust volume , The Moving Image 

(1946) was an innnediate success . In these poems , Judith Wiiglit set 

about her lite's long quest to define Australia as a land, a nation and 

a metaphysical entity , in language that showed awareness of 

contemporary ovciseas writing in English but also recognised the unique 

environment and society of Australia. 'Ilie young poet of The Moving 

Image was no amateur she had at least twenty years of 

apprenticeship to poetry behind her. The epigraph to the volume quoted 

is fiom Plato that *Time is a moving image of eternity'. The epigraph 

conforms to Judith Wiight's sense of celestial time never suiting to the 



human ihythni The sense that 'both time and fear' are a creation of the 

poet, who nnist lesist both, otheiAvise she will cease to exist. Despite 

the oppiessiveness of time and death; life and desire are to be found 

ill natiue, visionary madness and love. Tliis great metaphysical vision is 

what the poet puts before herself as a manifesto and a programme to 

give expression to her creative urge . She realizes that she is a maker, 

the maker not only as poet, but the maker of time and fear which are 

the material out of which poetry is to be made. The Moving Image is the 

beginning of many roads along which the poetry of Judith Wright 

proceeds, but it is also tlie bringing together in one place , and in one 

personality' formed by and fitted to that place , of many strains of thought 

Woman to Man (19'19) , Judith Wriglit's next book of poems 

is a stronger and more profound work, though it breaks no new ground . 

The majority of the poems in this volume are openly metaphysical 

where before tliey were mainly so by implication. In particular, many 

of them arc devoted to those experiences of love and love - making 

fiom the woman's point of view on which so few women have 

commented in poetry. Most of them have wiitten much on love, but 

nol on iiinldiig of love. And us \H nntiiiiil Ibi n woiiimi , not only the 

act and the passion , but its outcome , the conception , (he Rcstiition , 



the biilli nnrl iniiiuiiiiR of a cliild , me llu* niibjedn of .Tiidilli WiiRlirR 

meditation. The aspects of the world to which she gives an articulate 

voice beaj-s upon her identity as a woman poet . Love and procreation 

are seen as prolbund mysteries, shaded by the thought of death. They 

are expressible in complementaries and antimonies: the foetus, for instance 

is to its parents ' our hunter and our chase', 'the maker and the 

made', 'the question and reply' ; in its birth it 'shall escape and not 

escape'. 

In her first two volumes, Judith Wright enunciates the 

three chief concerns of her work. The first is the nature of time, the 

motion of flux or change , and the resoluteness that the poet must 

conjure, mostly tluough love, to defeat her feaj- of time. The second 

is llie attempt to lesolve into a haimony oi a cieative paiadox , the 

basic antimonies of human existence - man and his environment , past 

and present , soul and flesh The third is the Australian landscape and 

its appropriate expression and sublimation in language. 

Judith Wright's next volume The Gateway published in 1953 seems to 

be a continuation of the themes dealt with in Woman to Man. Some poems in this 

volume introduces a new strain to her argument about life and death . It seems to 

depend on a Juiiginn sense (peiliaps a Buddhist sense) of the dissolution of the self 



in 'HK* (Icplli of iiolliiiij?' Tlic collective imcoiiHcionn iw llu« nixxli* of bolli lill» niid 

deatli, for from it emanates 'the bright smoke' that is 'tlie flowing aiid furious 

woild'. In fact Com this point on in Judith Wright's poetry there are monients when 

the poef seems to lose her certainty, her soreness of touch, her instinct for the 

rigJit plirase . TheTwo Fires (1955), her next volume contains a number of poems, 

including the title poem, written at the time of the Korean war, when the world's 

desthiction by atomic warfare seemed distinctly possible. The lyrics in this volume 

have a different movement and tone from the earlier ones forged into a more subtle 

and meditative rhs'thm . Another path explored in this volume and to be 

followed in her later poems is the one, too rarely tried, of amused and delightful 

irony . In the poems of her next volume Birds (1962), most of the earlier bardic 

qualihes give way to a peisonaJ ajid intimate delight in the cieatiues of naluie she 

describes - soinetiiiK ŝ deficiibing them in niitliiopoinoi|)liic teinis . The poems in 

Birds , liowever, aie vivid and accurate in detail, having an element of simple 

- humour since a number of them were apparently written for the entertainment of a 

child . All Uie individual poems in the volume are on the one theme and contribute to 

common efTect . Five FJcnscs (1963) is a retrospective selection, with many new 

poems. The moie relaxed, persona] mood continues , through the old images of 

liglit, bone and depths, so does the emphasis on time's flux, death and fear. The 

poems appear to beai a metaphysical strain where the old crystal vision is replaced 

by daik «!iumise and a hesitation between aspects of the wot Id beyond the senses 

wliicli <iiî  fimbigiioiis or coiilnKlicloiy. Judith Wiight's (jnest foi illumiiialion which 



seemed a kind of inspired iiuiocence, is now in the woild of experience awaie of the 

giowlh of a new coiiHtioiisness within lier, aii alien and ballling vision. In The 

Other Half (1966), Jiidilli Wright appears to be formulating a new and 
t 

uncompromising theory of creation as something willed and contiolled from 

beyond the individual mind. The two halves are the conscious and the unconscious 

personalities, the one that 'undrowns' when she is asleep and tlie other that 

conducts the business of daily life. It is a psychological concept which partly 

replaces the mystical and metaphysical principles that inspired the earlier volumes -

and again it seems to be continuous with them. This volume is full of hints that 

figure a movement away from poefry as a consciously practiced art , a deliberate 

attempt to ca|)tui"e the beauty of the world by an effort of the will , a deliberate 

attempt to localize the meaning of life in the ship and crew on the ocean of 

eleniity , instead of the ocean itself which alone gives the temporal meaning. 

Judith Wright's poetry certainly arises from personal 

. experience: but the personal experience is not as a rule the theme, rather it is the 

accidental means to a theme which is t3'pically general - concerned with the human 

condition , with what it is like to be subject to time and change having and losing , 

knowing and feeling . in a world which never ceases to be stiange though familiar. 

What also shikes one is tliat, though there are positives and negatives witliin this 

personal exi^erience - unresolved conflicts in the signals that come from the outer 

world - lliere is veiy little interior conflict. The whole person of the poet seems to 
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react integrally to each situation or problem: the self is not a divided one, and the 

poet has had little need for the ironies and ambiguities or dramatizations that many 

modem poets have required . 

Tlie feminine and mystical charm is very explicit in the poetry of 

Judith Wright . However, she is at her best in giving expressiou to issues that 

directly conceni the woman . The quest for identity attains a metaphysical 

significance . And Judith Wright is able to reconcile the mystical and metaphysical 

strains from a fcininitio |)crspcctive . It only needs a sligiit acquaintance with her 

poehy to discover tlie latent feminism inteitwined with nature which is meditative , 

intuitive emotional witli strong metaphysical searching . Even in her love poems , 

Judith Wright raiely meddles vvitli physical description or with the physical details 

of love making, even on a symbolic or metaphorical level . Tlie whole visible 

sensible world pajlakes in the mystery of gestation and bidh when the poet as a 

woman takes them into her mind, in a poem like 'Tlie Maker', as into a womb in 

which they grow another nature and are finally bom into poetry . Some poems of 

Judith Wright are beaufifully sexual but it is the sexuality of the whole mystery of 

rcpioduclioii , Iblt as one pioccss iuid directed to oiio end . And it is piosciilcd not 

notionally or intellechialiy, but as a matter of direct experience, having a strong 

pailicipatoiy insight. 

KamaJa Das's poehy seems to function at a level far removed 

from iaiger realities of life yieldingplace to the cousbicted world of a cloistered self. 



Her obsession with love , or more appropriately wifli intimacy , which ciilics 

without exception have identified as the most prominent featuie of her poetry , is 

ollen desciibed as evidence of aii ahistorical temper . Indeed , occasionally the poet 

allows heiself to be conliived into such a mould by writing essays and 

reminiscences that promote ahistorical readings of her poetry . The very nature of 

her verse reflects her emotional temper , which makes her feel ill at ease with the 

present day materialistic world trying to lay a seige around he r. Kamala Das's 

conccrnf) HR a pocf nro not philosopliicnl or mysticnl or RpitilunI ; (hoy njc IIIBO not 

directed towaids tlie propagation of a commitment or the formulation of a theory of 

poetry . In fact , she is dedicated to the celebration of love in all its 

maiiife sialic us. 

Kaniala Das was bom in 1934 at Punnayurkulaxn in Kerala . She was 

boni in (he Uadilioiially maljilineal connnunity of Naits . Hei mother and giajid 

uncle weie poets oI'repute in Malayalam Thus Kamala Das was nurtiued in an 

atmosphere of poetry. She began to write both in Malayalam ajid English . In 1969 

she received tlie Kerala Saliitya Academy Award for her collection of Malayalam 

short stories Thanuppu (Cold). llie recognition of Kamala Das as an Indian poet in 

English came when she won the PEN 's Asian Poetry Prize in 1963 . Hor poetic 

output in English is rather thin . It consists merely of three slender volumes , 

Summer In Calcutta (1965) . The Descendants (1967) , and The Old Playhouse 

and Other Poems (1973) 'Hie last volume includes msuiy of the poems published 
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ill tlie eiulier volumes . Still she has made her maik and is universajly 

acknowledged a.s one of the giealesl of Indian poets waiting in English . Kamala 

Das had the courage to express her essentially feminine sensibility , honestly ajid 

sincerely without any reservations or inhibitions . Concentration entirely on one 

theme gives l»er ĵ oeti y the power , the intensity and the urgency that has cast 

its spell on all her readers . 

Sumwcr m Calcutta (1965), the first published anthology of Kamala 

Das's poetry sets the tone for her entire poetic output. It contains only fifty 

poems and with few exceptions the theme of all of them is love , or failure in love . 

Kamala Das lived in Calcutta for several years during her childhood and after her 

mairiage . The poems in the volume are not about Calcutta but they arise from the 

poet's agonised i espouse to the external woild of traumatic ejqseriences of her 

ciiiidliuod and eniiy iiKiiiied life. Tliey miggeut the poel'N conscienliuuH involvoiueiit 

in the panorama of life around her and a laiger vision than what the immediate 

sensory perceptions could provide . They are a response to the intense summer heat 

of experiences presented to the poet by the medley of life that throbbed under the 

Calcutta sky . The rude summer of her life crept into every line she wrote . Kamala 

Das notes in her autobiography that Calcutta's vast human complex provided her 

with most of her poetic resources at this time. Calcutta was also the city where 

childiiood , adolescence and adulthood meiged in a continuous present . It also 
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taught lier , or so she claims , to doubt liiiiiinji nsiliiie Riil wlie drew iiiHpiitilioii 

fioiu the life ofthe city which she did not like: 

Yet Calcutta gifted me witli beautiful siglits which built for 
me the sad poems that I used to write in my diary in those days. 
It was at CaJcutta that I saw for the first time the eunuchs' dance. 
It was at Calcutta that I first saw a prostitute , gaudily painted 
like a cheap bazaar toy. It was at Calcutta that I saw the ox­
carts moving along the Strand Road early in the morning with 
proud heavy tiirbaned men, their tattooed wives with fat 
babies dozing at their breasts like old drunkards in clubs at 
loiiolylionis (1976 IS?) 

In this volume vvc come across a world which is harsh , sun - scorched , tropical , 

heavy willi the smell of rotting garbage and death , where even the men have limbs 

like 'carnivorous plants'. The lanes are 'fevered', the trees dusty and leafless , 

clieeks sunslained. Only the haidy marigolds ajid bougainvillea suivive , and 

couilesans with 'fiiisvi and jasmine in theii hair'. Against a background of this 

fuuight l-.iiidHcape., on to wliich the poet piojects so much of hei inner sense of 

dirt and sexual disgust , Kainala Das plays out her roles of unhappy woman , 

unhappy wife, mistress to young men , mother , reluctant nymphomaniac , pining 

for the joys of innocence and childhood which have been lost. 

The Descendants , published in 1967 , is Kamala Das's second volume 

which IS considerably slimmer than the first . Nine poems in this 

volume !ue exlicniely slioil mid two are aniong the longest poems ever 
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wrilten by her. Tlie themes of love, lust and disiltusionment constitute 

the leading motif m these poenjs Wheieas her fust volume was more 

diffuse in scope, the second volume's focus naiTows down on the poel 

herself The extemaJ world i5 still present in her poetry, but it is 

subdued by her inner moods for the most part and lacks the 

flamboyant abundance of Summer in Calcutta Most poems in Thi 

Desctndnniz B\IOW TI Tiiv>\'ap\-»:̂ SK̂  t\int*ra wi'\\\ \\m«. , vicial\\ ^md d-itv^ 

A preoccupation with loneliness and a corroding sense of futility marl 

some of these poems. The incongruity between man's guiding desire 

and the insubstantiality of his achievements strikes the poet lending he 

vision-of human destiny a b-â gic dimension. Most of the lyrics in thi 

volume are fuilher variations cu the theme of love, and- are pessimisti 

even death - conscious in tone • Kamala Das's personal fiustrations an 
~ 7 

sense of loneliness are always there ; imparting to the poems a rar 

intensity and immediacy of appeal. Her courage to stand against th 

odds and express herself fully and fiankly has deepened her faith i 

life whereby she has acquired a vision that typically smells of th 

native soil and heiilage The Descendants reveals tlie thematic an 

symbolic structure of Kamala Das's poetic consciousness moulded b 

meditation over deatli and physical decay, ugliness of the body and th 

nniid, and Hie fallibilit>' of human emotions Here , Kamala Das th 

woman and Kamala DJIS , the ailist , become one and the persons 
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expel ience is universalised . The Descendants certainly displays greater 

njlJHtic uialuiily and coiiliol . 

Kaiiiala Das's lliiid volinne of veise , The Old Playhouse 

aihi Other Poems api)eajed in 1973 llie volume contains thirty three 

poems in all ol̂  winch twenty have been taken from the two previous 

volumes. In this hook thcie aie no radical shifts in tone, no obUiisive 

breaks ninde with the e<?sential themes and approaches of the first two . 

It cotiibuion the ouxoiico of both voltuucR , the luimhibitod iibuiuloii and 

enthusiasm for life seen in Summer in Colnuin , and the shadow of 

deatli, suicide , disease and old age found in The Descendants. Tlie 

Ihitleen new poems in this volumes reveal some new facets and a 

fuilhei artistic malunty. The love - theme is still (heie , but an entiiely 

new dimension , a new inlensity aie added to its healment . Kainala 

Da^'s concern continue? (o be the exploration of the nature of love , 

lust and trushation. Yet another conceni is her involvement with the 

deeper meaning of life and death, disease and decay. The poems have 

a more disciplined slnicture luid poet has proved more effective in the 

organisation of mafeiinls and controlled expicssion . But many of the 

new poems siigcest Hint the experiences incoipoiated swept her along till 

(hey (lofitioycd lior miiei lefionices What appeals (o and dislnibs lis, is-
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le seeming inability of the poet lo leani from experience , to wilJidiaw 

iicl HIIOW refill aint. 

Kaniala Das is piiniaiily a poet of feminine longings . Her 

loetry letlect her restlessness as a sensitive woman moving in the male, 

dominnted society and in them she appears as a champion of woman's 

•nnsc. I Icr expcriencoR were_ limited, so also her range . But like Jane 

\usten . she recognised the limitations of her range aiid aciiievcd 

'xcellence by working on her "three inches of ivory". Quest for love , 

s the cential theme of Kaniaia Das's poeliy. fler greatness as a love 

poet njiscs from the fact that her love - poed-y is rooted in her own 

)ersonal expeiiences . It is an outpouring of her own loneliness , 

lisilluNioiimoiil and sense of Gushalion . Her love - poeljy is 

inconvenlional and shocking to the oiHiodox , for her tieatment of 

iexual love ajid the human body is liee , liank ajid uninhibited. Thus 

he coiillict between passivity and rebellion against the male - oriented 

miversc emerges as a major theme in her poetry. But Kamala Das 

lever tries to escape from harsh reality. Courage and honesty are the 

strength of her character and her poetry. Though there is a lurking 

social consciousness in her poems , she generally shies away from 

explicit social themes . She has not been fully aware of the social 

maladies iuouiid her but has also reacted emotionally to social injustice , 

cni'Oly of llio lid) and (lie iuoinialily and |)ovcity among the poor. 

file:///usten
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Kaiiudu Das iy not comiiiitletl lo any ideology in her poetry ; but she 

in coiiiiiiidod (() InimjiiiiMiii iiiid love Hiiiiiidti DiiM Ibllows llio 

coiifeKsioual mode in her poems The painful atisetlion , "I too call 

myself V comes Horn the predicament of a confessional poet The 

moods of a confessional-poet are diverse and constantly shilling. One 

of the longer poems of Kaniala Das , "Composition" , embraces such 

divcisc moods as passionate attachment , agonising guilt ajid iiihuinan 

biltcmes';. She docs not attempt to idealize or glorify any part of the 

self Kamala Das's poems reveal her restlessness as a sensitive woman 

moving in the male - dominated society and in them she appears as a 

champion of woinmrs cause . In some of her poems the emphasis is 

laigely on sexual love and female organs. Feminine sensibility,- in the 

real sense of the term implies sh-ess on emotional bond and an 

Jilliliide wiiich K.Hiii;da Das exploies very lealistically in other poems . 

In "The Music Party", the aroma of feminism is obviously reflected in 

the poet's silent eyes which are not brave and cannot look into the 

man's eyes to piompt a response . Kamala Das reveals her typical 

feminine persona by being love - lorn witliout a word to say. Instances 

are vanous to ilhisdate her feminine sensibility , particularly in those 

poems which she wiites in the gaib of Radha waiting for Krishna to 

redeem heiself lluoiigh love . Going lluough her poetry never do we 

\i)1' p.^' 
-'5^-i-.^J/ 
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miss llie central concern of KnniaJa Das wliicli is cliaraclerised by a 

typical feminine awaieness. 

In the light of the above discussion, (he present study 

proposes to explore . in the poems of Kamala Das and of Judith 

Wright, the iulicuiation of feminine sensibility while takmg into account 

tlicii siniihuitics and dilTcrenccs, as women, its poets mid as feminists. 
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CELEBRATING THE BODY; 
A STUDY OF KAMALA DAS 



As a powerful intenogalive mode , fennnist critical theory 

holds suspect the iiniversahslic assumptions of the dominating patriarchal 

discourse. Underlining the fact that aesthetic value is not universal and 

confined lo the text only, it is historically and cultiually determined, 

feminist llieoiy consideis patriaichy's essentializing assumptions as relative 

not absolute or axiomatic . Although the Anglo - American and the 

French feminist theorists differ signitlcantly in their approaches to 

women's litcrarv,'productions, women's representation in literature and women as 

readers, lliey unanimously emphasize women's subjectivity and autonomy 

of »ulf1io()(i . Wliul iiliiiiod iin a Hocini ugondii Soon oiiioigod »8 a 

literary polemic . While the American approncli addresses real readers 

and situations, the French, polarize feminist issues into body and language. 

Irigjuy 'fUid Cixoiis jue the ardent advocates of a feminist poetics that 

takes-note of women's body as the object while pleading for different 
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n^uisUc register for cieutive expression by women . Altliougli there aie 

'HifiliuiceH to hticli a posidon tt is line that women's body is aii 

npoitant aspect of hoi identity and self - expiession. It is a text on 

/hich aie inscribed the visible / invisible traces oi' cenfnries of domination 

ad oppression. 

In her essay "The Laugh of the Medusa" , Helen Cixous , 

i'riting on women's creative writing, maintains that "Women must write 

erself : must v\Tite about women and bring women to writing, from 

i-hich lliey have been diiven away as violently as from their bodies 

or the same leasons , by the ssune law , with the same fatal goal. 

Vonien must put hei self into the text as into the woild and into history - by 

ler own movement ( 1996 : 320)." To Ligaiy and Cixous , the 

emale body is no more a despicable object, but can articulate its own 

lubjecthood. Therefore semiotically, the body becomes the very text 

hat reunites leimniiiity'fi ditierence in culture, history and literature. 

Hiis is where botJi Ficnch theorists see the possibiHty of a feminist 

joetics in formation that opposes sexism and endorses feminism's 

igonda for raising consciousness in the socio - cultural and artistic 

Jomain. 

In India thcic is a long tiaditioii of womeirs wiiling. 

llie Vedas beir testimony to this proud initiative . Women in ancient 

[ndiii (Icnionsti'.itcd (lien cicaUvc gifl by coinpoHnig liyiniis and songs 
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wliicli weie no less cifled in point of music and poetic quality than 

IlioHo coiiipoMi-(l by iiK-n IIowcvi-M , tlioii wiitiiig did not vindiculo thoir 

social position undei a Bialnnanic social system . Maiiu's ihctum 

petpehiated not only social maiginalization ot" women but inflicted an 

epistemic violence as well. Women's body was considered itnpuie and held 

against her. llie songs of Baliinabai , a Buddhist nun, make a telling 

expression of woman's position. She v\Tites : 

Tlie Vedas cry aloud, the Puranas shout 
">Jo ftood may come to woman" 
I was bom with a woman's body 
How am I to attajn truth? 
"Tliey 5ue foolish , seductive, deceptive 
Any connection with woman is disastrous." 
Baliina says , "if a woman's body is so haimful, 

How in this world will I reach truth ? 
(Taken Com IVorneri's Writing in //»//«, Vol.. I . edited 

byThaiu and Laiita, 1995 :107). 

Trom Dahinabai to Kamala Das one may underline a 

tradition of feminist resistance and self actuali^ation . Without debating 

over whether the female body should/ should not be considered as the 

subject of literary composition, there may be unanimity on the fact that 

the female body is in essence the only possession woman has aiid the 

civilizational wounds have- been inscribed on it . It thus makes sense 

that the female body needs to be contextualized in literary composition , 

for it is llie fountain head of women's creative impulse . Kamala Das's 

poetic eiideavoiii" is shfupeiied with her intimate and deepoi undeistanding 
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of the socio-culttual aiid liistoricaJ location of her body in a dominating 

paliiiuchial society. It is lluough this undeistanding that slie articulates 

her identity ajid solfliood .She maintains : 

I am sinner, 
I am saint. I am the beloved aiul the 

Betrayed .1 have no joys which aic not yours , no 
y\ches which arc not yours. I too call myself I. 

( "An InU oduclion ' : 1965 : 57 - 60 ). 

From aji acute awaieness of selfliood and identity issues a 

poetics of otherness . Such a poetics while in opposition to the 

dominant poetics is foregroimded in the metaphorical exploration of the 

body. The body is the central metaphor in Kaiiiala Das's poetic canon. 

As Stephen Heath maintains: 

Tlie woman is close to the body, the source 
of writing- it is obvious that a woman does not write 
like a man, because she speaks with the body , writing 
is lioin the body. Writing resembles the body and the 
sexual division of male and female is expressed in the 

' difference of women's writing: 'a feminine textual body 
ciin be recognised by the fact that is always without 
end, has no finish, which more over is what makes 
the feminine text very oflcn difficult to read (1996:313). 

Although Kamala Das's poetry is not difficult to read for 

_she shows a-competent craftsmanship in creating , poetically, a textual 

body' , acceptance of the body and its physical limitations is not easy. 

It is bound up vvitli Kamala Das's exploration of the love theme . 

Writing about poniogiaphy in 'Obscenity and Liteiature', she describes 
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herself as "too eniolioiuil to be poniograj)hic" ami expresses a justified 

impiiliciice willi llie Jiuliiiii moialily. To lioi, oiii iiioial position mystifies 

fiox imvl gives {\w l)0(ly Moo many svciols lo liohP. IKM viuious illiies8y?fl 

which lorcecl her to visit hospitals have brought to her an eiuiched 

awareness of tlie naked body : 

1 have spent a lot of time at hospitals both as an ^ 
inmate ajid as a visitor. When I was convalescing, 
my private nurses hail to wheel mo past the 
geneial words where the rituses sponged tiie -
patients or helped them into the clothes. I 
have seen corpulent men, pregnant woman and 
the green hued cancer patients all naked. 1 have 
seen vwinkled bellies and thin backs broken with 
red bed - soien. Not once have I fell' sick looking 
at aiiy of them .The human body in all conditions 
fills me with awe and tenderness. I am humble 
when I look at it . 

(Weekly Round Table : 23rd April, 1972 :32). 

Elamala Das's sensibility is not limited to her frank 

confessions of her scxuaJ life or in her detailed description of private 

• parts of the body, it is expressly manifested in her attitude to love. 

In the ecstasy of love she e.xperiences both pleasure and agony. The 

feeling of being jilted IK most painful to the poot . She olfeis un 

aggressively independent aRsessment of man - woman lelntionship that 

makes most of the |)oenis s|)eak lor themselves with distinct voices . 

With an umisual spoulaneily of cxpiession mid intensity of feeling, the 

poet articulates her most intimate responses and uninhibitedness in her 
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poems, in a sense piesentiug a novel poetic mode that verges upon 

the b'olf coiiiessioiial 

"All Inliodiictiou" best sums up KajiiaJa Das's predicament. 

It IS wholly feninle as well as wholly Didian . and also part of the 

general Indo- English dilemma . The run - on lines , the casual 

juxtaposition of her omi lesponfses with suggestions made by others , 

the dcluuit asscition of her riBJit to use a lajiguagc , which become 

hers aJone , her "account of her husband's rejection of her love -

described more fully in her autobiogia})hy - all tliese lead up to the 

fact of her loiielmcss, for she \vonld not fit in with the "Categorizeis" 

. In her poems, her persona is always present, playing its vaiied lole 

which define hei as woman, sexual pailner or lust object. 

Tlie human body to Kamala Das , is of deep interest and 

fascination. It is tlirough the contours, shapes and dimensions of the 

fascination It is through the contoius, shapes and dimensions of tiie body that 

KamaJa Das exploies the theme of love and lust. Her obsessive search 

for true love has often ended in despair because tlic flow of true love 

IS always as it seems could not take off beyond the body. V)ns situates the 

concepts of love and lust in the dialectical inteiplay of the soul and 

body However , the body is iiti|)oi1riiit becaii'̂ e il is the ROUICC of 

excitation and tin ill Tlie body is Hie gateway to the spiritual, for the 
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si)iriliial caiuiot be conceived williout its luateii-.il origin. It is for this 

ilr.ii Diifi Iff iiii Jidiiiiu'i ol pliyHicnl l»eiiu(y lioi,> lioiii viilgiuily. Slie has 

been con'=cioiis of liei oun daik skin ajid pooi realmos and always 

liked to nppeaJ- diessed in sdk aiid jewelleiy • 

I hated to see myself as I really was in 
inmois whicli tluew back at me the pathetic 
contoiiis of my thin body and the plain face 
wilh the piotniding teeth . (1976. 50). 

Tlie poet IS awaje of the beauty and ugliness of the human 

body and tieats it as a symbol of disgust when lust fdls it . llje body 

is Riibjcctcd to Inst , disoa.se , pniii and dealli . The body appeals in 

Kaiuala Das's poetiy oilen as a symbol of lust aud consequent 

emotional comiplion Tn the ecstasy of love male cuid > female difleieiices 

vanish and the loveis become one . However , her concent with the 

- theme of the body may seem ambiguous If at one level she loves it 

intensely, at ajiotlier level , she loatJies it as an unwelcome burden . 

i lns. loathing is not so much of u feeling of its inadequacy as of her 

own prolonged illness. Moreover, one may locate the ailiculation of an 

interrogative stance that has been often tiadilionaJ and ladical . If we 

accept Das as a feminist, her tieatment of body as a burden is to 

focus more of its relevance to the woman's creatiye consciousness. 

In "The Freaks" the poet's disgust witJi the lustful 

http://disoa.se
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body is expressed in phrases such as 'sun-stainea ciieeK aiia moutii, a 

diuk cavern'. Decay and disejuse of the body kill botli love and lust. 

This body that I wear without joy, this body 
Buidened with lenience , slender joy, owned 
By a man of substance, shall perhaps wither... " 

(1973 ;L 37-39). 

Tlie male body's several attractions fascinate the poet even' when then 

are linked witli lust - the leonine grace, hemlock smile , * tlie deep 

aiinpits and the shadowed groin'. However, it is contemptible and 

abhorrent when (he body pulsates with mere U>st: 

...Notice the perfection 
Of his linibs, his eyes reddening under 
Shower, the shy walk across the batliroom floor, 
Dropping towels, and the jericy way he 
Urinates ....(The Looking Glass ; 1967 : 7-11) 

This male vulgaiity of lust is counteibalanced by the female's stinking 
seductions : 

.... the scent of 
Long hair, the musk of sweat between the breasts 
The wajni shock of menstrual blood, and all your 
Endless female hungers... 

('Tlie Looking Glass' ; 1967 : 13 - 16 ) 
'Tlie Looking Glass' is about man - woman relationship , love and lust. 

Tlieie is an iiouic suggestion about the need to flatter the male ego. The 

woman has (o yield to his stiange and abnormal demands and 'gitt him 

all' . She has to allow him to feel his superiority ; 'admit your 

admiration' , for him " There is unrelieved sense of despair in the 

thought tlial in spite of sacntlces and self - elfaccinent of the woman, 
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it is difTicult to keep the man with her. He slips away insulting the 

womaii'H jjlefisuio ol" poHwosaioii. 'llio. paiiilul coiiliadiclioii in the man-

woman lelalionsliip is bi ought out in the following lines . 

...Oh yes getting 
A man to love is easy, but living 
Without him aflervvard may have to be 
Faced ... (1967 ; 16 - 19 ) 

Kamalu Das's ficqnent bonts ol' illncKR luid nervous 

breakdovvii have made her the recipient of her husband's protection . 

ajid during such periods 'there developed' , as she tells us , 'between 

myself and my husband an intimacy that was purely physical' . And 'I 

accepted witli giatitude his tenderness which was but lust , loud and 

savage, for it seemed like a good substitute for love'.- But more than 

this, it was her own body in its nakedness that she began to accept 

totally: 

Whenever he liied to strip me of my clothes, my 
Shyness clung to me like a second skin and 
made my movements graceless. Each pore of 
my skin became at that moment a seeing eye, 
an eye that viewed my body with distaste . 
But dm iiig my illiicsH , 1 RJied luy nliyiioHS and 
for the fust time in my life learned to suirender 
toliilly ill bed with luy pride intact 
and bl!i7ing ( 1976 ; 100 ) 

One of the ways in which Kamala Das's coiillict between , her 

pliysical and spiritual aspects of love can be understood and appreciated 
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IS by uiideisUuRliiig liei altitude to tlie place of woids in the love -

'̂xpeI leiico Tiî ^ iiiteiisily ol" piisMioiis iii!il<>>s woids iiioleviuit in the 

poems of Kaniala Day Silence, and not words, are tlie stjength of 

her love - expeiience Either love is identified with physical relationship 

or it exists as an nnfultilled longing. While a complete physical 

gratification benumbs the body ajid buries momentarily all longing, it 

troubles the poet for slie is not sure whether she was really loved or 

not. 

Flamala Das is concerned with love ns the inncrmoRt reality, 

the naked self as distinct from the mjtsk of social convention and 

mere physicalit>'. Her conflict between the coarse physicahty of life and 

the infoimmg and haimonising piinciple of love and the desne for 

freedom Gom all material trappings is achieved in some of her poems 

that exudes in a liee flowing rhythm and cadence If is (hlUcnlt to sny 

whether Kamala Das succeeds in resolving the conflict between the 

physical and the spiritual aspects of _ love, however, there is no doubt 

that the poems m which she articulates this conflict are authentic and 

moving : 

Love is not important, that makes the blood 
Carouse, nor the man who brands you with his 
LIIRI , but IS HIIIMI as Hloiigh iil (he end of each 
Embiace ('Jaisurya' ; 1967 ; 21 -24 ) 



27 

'A Rflalioiisliip" idenlifies love witli physical desin; . 'Hie 

'HIIMIIO nhiig' ol lojctlioii IUKI dtft-epdoii IM jiixliipoMfd willi 'body 'H 

wisdonf which tells that tlie poet wouhJ find rest and peace in her 

lover's aniis though he might betray her. Here love is older than the 

lover by 'myriad saddened centuries'. Her desire makes the male 

beautiful. It originates in the primordial instincts of the lovers . Tlie betrayal 

with words docs not matter so long as the body whispers wisdom and 

so long as the lovers 'communicate' this wisdom to one another . She 

knows that neither vcibal hiusliness nor verbal disloyalty can destioy 

their bonds : 

...Betiay me ? 
Yes, he can, but never physically 
Only with words that curl their limbs at 

Touch of air and die with metallic siglis. 
Why care I for their quick sterile sting while 
My body's wisdom tells and tells again 

lliat I shall liiid, my rest, my sleep, my peace 
And even death nowhere else but in 
My betrayer's arms... 
(1965 ; 9 - 17) 

'In Love' is a poem of a mild variation of the same theme and 

focusses on the carnal nature of physical love . Tlie poem brings the 

poet face to face with her unpleasant memory of haunting sexual 

experience . She is liesit<uit to call it love at all for its sensual 

completeness is forced without cfuing for 'the moody mind' : 

...where 
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Is room, excuse or even 
need for love, for isn't each 
Einbiace a complete filing, a 
Finished jigsaw, when mouth on 
Movith I lie, ignoring my poor 
Moody mind, while pleasure 
wiUi deliberate gaiety 
Tnimpets harshly into the 
Silence of the room.. 

( 1965 ; 7 - 16 ) 
'llie concentraled warmth of the movement of physical union , like that 

of 'the buniiiig mouth of sun', IH too complete , self- contained mid 

intense in itself to be identified with love, peihaps even to be named . 

llie sun with its heat is suggestive of the glow of passion and lust. 

Tlie 'unending lust; which binds the lovers together momentarily is 

suggested by the imageiy of 'male limbs as caniivorous plants' : 

...his limbs like pale and 
Carnivorous plants reaching 
out for me... 
(1965 ; 4 - 6 ) . 

Tlie banquillity attained in lust slowly fades into a death 

reverie provoked by the Right of the 'coipso - befirers' . 'llie sleek 

crows Hying like poison on wings' resiiirect the noxious memory of 

love - making In 'J he Suicide' , like Walt Whitman , Karnala Das 

underlines the fact that the body and the soul are insepaiable . 

Tlieiefoie, she cannot choose behveen a phj'sical and spiritual deatli . 
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But llie sea iii the poem expiesses a piefeieiice for her soul because 

I fhiow the bodies out 
I caiinot stand their smell. 
Only the souls may enter 
llie vortex of the sea. 

( 1967 ; 9 - 12) 

Hie emotional restlessness of tl\e poet in the volume T/je 

Desce/uhints' iw iiioio c()iii|)lox iiiul moio iiccoiilusiknl paitly because of 

the positivity of the 'body's wisdom' which is qualified by the new 

lecoginlion lliiil the body ilsell" is subject to decny aiid that this brings 

physicnl ugluiPSR nito view . 'IIUK IS \U nhviip contraRt to the pool's 

volume 'Summer in Calcutta' where the devouring vastness of the forest 

fire is used to focus the poet's all absorbing white - hot sensibility In 

'Ferns' there is ironic glorification of physical love even when the poet 

is painfully aware of its sad end. The poem arrests sexual love in an 

inmge of soli-dovoiiiing tiiid self - mocking intensily which suggests that 

perhaps there is a sense which her glorification of physical love canics 

willi it an element of disenchaiitmeiit . The putiescent sensuality that 

haunts the relationship of the lovers is conveyed tlirough such 

metaphors as 'dismembered heads' , 'night slieets grinning in static 

mirth' and 'eat its own hotted flesh' and confirmed by the pictorial 

lines " " . 

...and our 
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Bodiea stacked on beds uill mimic the slow 
Gestures of tlie mind and lake on flic blaino 
In Nilonl Hin... 

( 1967 ; 16 - 19 ) 

Desire is identified with the flesh In its various 

forms it fascmates as well a.« troubles . Kamala Das identifies desire 

with sexuality. The idea of sexunlity runs like forest fire in Knjnala 

sexual union v\i(hout love that mark most of her poems. In her poems 

love and hate, excitement and depression a})poar side by side . In her 

life - long search for hue love and true lover, Uic poet has stumbled 

on, the painful discoveiy that (naji succumbs only to the snaie of lust. 

Tlius the woman is nothing nioie than a passive paiiici|)ant in the 

ritual of sensuality phmned by man. Giaces of love are unknown to 

him : 

Men are worthless, to h"ap them 
Use the cheal'est bait of all, but never 
Love ... 

( 'A Losing Battle'; 1965 : 3 - 5 ) 

And the cheapest bait is lust . The poet's repeated forays into the 

intricacies of sexuality, lust aiid depression are laced witli a longing 

for an ideal man to fill her dreams with the hues of love. In spite 

of her obsession witli the hec<ic love life tliat never get fully realized, 

the poet has never been a nymphomaniac, leluctant or otherwise Tliese 
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alignments form the basic design in the geneiaJ pattern of Kajnaia 

DiiH'w ox|)loiJiti()iiH into (lie nieiiuiiig ol' love , liisl mul Hoxualily . For 

her ideal love is a fulfilled experience attained (luoiigh sex but beyond 

its conflrnclive diiMensions II is a tension that envelops the body , the 

mind and the soul. When love stops with the intimacies of the body, 

it becomes lust and the lovers aie deprived of the ultimate bliss which 

is part of an ideal man - woman relationship. In Kainala Das's poetry-, 

there is an untiring search for the perfect masculine male and each 

encounter witlj the male either as husband or the lover , is an 

experiment in discovering the meaning of true love . The repeated 

failures of such experiments make her resentful and defiant turning each 

encouiilor for liei niciely as a substitute foi the real expeiience. Her 

preoccupation with the intensity of sexual love, or with the tensions of 

a love which she heisclf cajuiot fully resolve, does not bring her to 

the bunk of inaiiicniation. Words are an absbaction and being the 

product of conscious formulation , are therefore opposed to the elemental 

daikncss of passion. This is one of the stifuids which ixuis thiough her 

poetry. and time, and again she shows us the inadequacy of language 

to cope with the weight and depth of her emotional expeiiences. As 

Kadiatu Kanneh puts it : 

Tlie tremor which seizes the woman fiom 
the depths of her lungs, the irresistible 
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use of tlie body to complement the 
\niin;iiinceJil)lo ripple ol" licr voice, is an 
ficciir.'ilo iiccoiiiit not ol' an iiilioieiit reiiiiiuiie 
essmce but of the direct results of sociaj 
niaj"giiiaIii:alion aiid intolerable sexiial 
visibility Not conditioned to wear niaKtei-\' 
in a public scene or to forget the lole of 
her body in a voyeuristic male society 
the female" public speaker acts, m this prototy|)ical 
case with a shivering unceilainty, 
hajidling the latiguage of politico - tlieorelicaJ 
discourse with stumbling skill. ( 1996 , 332 ) 

In KaJiiain Dius's case, however, it is not nieiely a question of the 

palpableness of sensuous ex|)erieiice seeking n viiibic vohiclo in 

intellectual form and notation, but also a question of the sheer quantity 

of energy, the density of passions. 

The theme of lust is apotheosised in 'Convicts' a poem in 

which sensual love is portrayed in terms _ of physical labour and heat. 

llie convicts aie the I overs and their lust is universal . The comparison 

,of the lovers with 'toys dead children leave behind' implies the fatal 

nature of lust. The lovers have lost their sepaiate genders in the heal 

and heaviiicsH of liiKt : -

Tliat was the only kind of love , 
Tliis hacking at each other parts 
Like convicts hacking, breaking clods 
At noon. We were earth under hot 
Sim There was a buniing in our 
Veins and the cool mountain nights did 
Nothing to lessen heal. When he 
/Viul 1 weie one , we weie neilhei-
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male nor female . ( 1967 ; 8- 16 ) 

It is tragic that Move' should manifest itself through such acts of 

destniction . The reader's response is fuillier complicated by the 

presence of a wistfulness in the poetic persona, especially towards the 

end of the poem . It is implied here that there might have been 

greater sexual hainiony under more congenial ciicumstances. 

Numerous references in her nulobiograpliy and other prose 

works substantiate to a certain extent the kind of discoveries she has 

made about men on whom some poems aie based. In 7 Studied all 

Men', KamaJa Das writes how she was sptirred by her unusual ninrriage: 

'... into a hectic love life with a 
small capital -just a pair of beautiful breasts 
and a faint musk-rat smell in my perspiration 
...Each night, aller stripping myself, 
I put aside my soul and entered the 
arena with a body as efficient as a 
clockwoik toy'. (Love and fiiendship ; 14 ) 

llic concept tltiit tniintiigo WUH II union of ROIIIH tuid mind NOCIUN to 

have "gone astray. It had degenerated into lust bcrell of the pajlicipation 

of the soul .And the constant struggle of the poet to free herself from 

the impasse yielded little result . Kaiiiala Das identifies herself witli 

Radlia and seeks to lealisc union with the Loid . Tlie Radlia - Krisluia 
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myth provides tui objective correlative for her passioiuite yenniiiiRS niul 

lepressed desiies. Li the above mticle, she wiites : 

I wjis entirely without lust. I hoped that 
Someday as I lay witii a maji, some where 
beneath the bone, at a deadened spot, a 
contact would be made, and that al\ei-wards eath 
movement of my love would become meaningful. 
I looked for the beauleoua Jjishna in every man. 

(Love and Friendship ; 5 ) 

lu several poems of Karaala Das , lust causes devastation 

and disintcgiation of the self. The llagility of. love ejqjerience is the 

theme that dominates 'Glass'. Tlie poem describes in a tone of mock 

indifference the woman's ritual manipulations of vaiious lovers . Fragility 

of glass is analogous to the fragility of love : 

I went him for half an hour 
A pure woman, pme niiseiy 
Fragile glass ...( 1973 ; 1 - 3 ) 

In the arms of the lover she is reduced to 'an armful of splinters' , a 

handful of broken glass . She enters into love experience with a sort 

of unconcern bordering on the abominable. Tlie absence of involvement 

and the sad satiety haunt her : 

With a cheap toy's indifference 
I enter other's 
Lives , and 
Make of every tisip of lust 
A temporaiy home. (1973 ; 18-22) 
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Tlie juxtaposition of Hrnp' aiid 'lionie' instantly illusliales the 

IIK'coiicliability ol" luM love oxpei ieiice with goiuiino ploaHUie . A ioeling 

that nothing enclnres in man - woman relatioiishi|) fills the poom. Aflcr 

every encounter, the woman - body feels so badly beaten . There is a 

search for the 'misplaced father' at the end of the poem. The father 

figure merges with the lover in a Freudian manner and the picture that 

emerges is tliat of 'every woman who seeks love' , flitting from one 

man to another as if in unmentioned revenge against the male order 

However vital 'the body's wisdom' may be . it cannot satisfy the poet 

for long. Nor it can be the end of any search for certitude and 

meaning , clinical or mythical . In The Prisoner' , tlie poet compares 

herself to the convict who 'studies his prison's geogiaphy' with 

suspicion and hope : 

I study the trappings 
Of your body, dear love 
For 1 must some day find 
An escape Com its snare. 

( 1973 ; 3 - 6 ) 

Trapping heie has a double meaning for Kaniala Das - one is Uiat she 

wants to be fiee herself from the trapping of lust to know true love 

and, the other is the soul's cry against the mortal dress. Eillier way 

there is a trap since body and soul are not envisaged by Kamala Das 
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as separate entities there is little qualitative diflereiice between losing 

one or loRuig (lie ollioi 

Bercll of soul 
my body shall be bare 
Bereft of body. 
My soul shall be bare. 

('The Suicide': 1967 ; 1 - 4 ) 

Tliere is no final escape 'from cages of involvement' and there is no 

freedom which does not run the dangci of becoming impiisoncd. Even 

after recovering from her ailments, Kamala Da.s has to reconcile herself 

with 'tiio woiiiy body Kcttling into accustomed giooves'. hi the poem 

'After the Illness", the imagery of lust and flesh suggesting her 

recovery, reviving the will to live : 

...There was 
ôt much flesh left for the flesh to hunger, the blood had 

Veakened too much to lust ... 
(1973 ; 10-12) 

In spite of the body's unatfractiveness and skin's numbness 

what made her husband lust for her ? Was it the 'deeply hidden 

soul'? In attempting to find answers to lliese questions , Kamala Das 

contradicts hoiHclf witli tiie stance that the botly and 8oul wo ono 

entity as in 'The Suicide'. It seems here in 'After the Illness' that the 

body "and soul are .separate It is chaiactcrislic of the poet not to 

attempt to resolve (he dilemma beyond the limits inherent in the very 

nature of her own experience . Kamala Das seems to suggest that 
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poiliaps the body :UKI soul tue insepiuable , bill she iinds it diilicull to 

cx|)eiK'iice llio wlioleucns , llio seiiwe of coinpleleiiOHS without a HIIJIJOW 

of doubt and uiKeiiainty. Her exploiation into the inituie of lust is not 

merely confined to the exposure of the niaJe personality but also, as 

indicated above, into her ovsai anguished self. This is U»e despair that 

every woman goes through mostly the married ones . There is a 

perceptible gap between their longing and its gratification . In the 

anguish and anger of unfulfilled desires there hides a tacit confession 

thai the wonrau i\ceds the male's solicitude to realise herself iully . 

Instead of lending a lielpuig hand to the wife to raise heiself to the 

pedestal of self- realisation, llie husband exploits her body and deslioys 

her mind : 

...You were pleased 
With my body's iespouse, its weather, ils usual shallow 
Convulsions .You di ibbled spittle into my mouth , you poured 
Yomself into eveiy nook and cranny, you embalmed 
My poor lust with your bitter- sweet juices . You called me wife. 

( 'Tlie Old Playhouse' ; 1973 ; 8 - 12 ). 

The husband's lust adminisleied to the poet in 'lethal doses' lendered 

her life joyless, daik and passive. Kaniala Dns's protest here , is not 

merely against the snpeificial al)erTalions of mfuried life but also against 

the nsiinl domestic cicdo that permits the free exhibition of the lualo 

ego in all its hoirid manifestations. 



38 

Hiiiiiiila \)nH liiw Hlwnys bei'ii coiiceiiiecl willi llie 

precaiiousness and incompleteness of Hie love- relationship . The 

precaiiousuess may be dne to the change of feelingR or to the nature 

of sexual love which, Kamala Das, despite her occasional glorification 

of it, finds inherently incomplete and brief. From the theme of the 

incompleteness of love . it is quite logical for the poet to turn to the 

very precariousness of the body on which it depends. Sometimes, such 

a deep immersion in this theme leads Dw to rellect on the 

contrasting attitudes in man and woman to love. At other times, these 

aie complimentary, even though physiologically tliey aie opposite : 'tlie 

hungiy liJiste of rivers' in man and 'the ocean's tiieless waiting' in the 

woman. Woven into this is tlie poet's central theme . the exploration of 

the true natuie of love and of the extent to which the intensity of 

love, when achieved is self sufficient. There is a frequent reference to 

illness ; and the conceni with the decay of body and with all tlie 

sensuous pleasure that is bound up with its physical limitations is more 

pervasive tlian before . Tlie decaying house of the grandmother is 

sometimes internalised through physical symbols as in the following: 

My body is like a mansion where once pailies were given. Wine 
flov\cd Tlic dancers danced the musicians sang Eveiy quest was 
noble Eveiy giie t̂ was a pleasuie seekei . Tlien the house 
ciTimbled . and one day the slum dwcUcis began to airive with 
then KJiabby Uiggagî  Each s(ep tlioy took was with an apology. 
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Wc ki\ovv tlr.il wt> ought iiol to liave come liere , (hey said . Like 
the shmulwcllors tiio aclies cnine crccpiiiR in ;i IURIII iiilo lliiw body 
wh' i i ' oiu;i> only |)li;iiiiii en l ived . Ilie-M** tiio (Uo tu-W louaiits , (hoy 

know that they have come to stay. 
('Tlie Sparrow on (he Glass - Pane', No-S) 

In 'Gino' multiple meanings emerge from the single central concept. It 

encompasses the terrestiial delusion of love and lust as well as the 

clhoioiil visions ol" jili.', doiilh and lobiilli. Jiixla|)osition of IUHI and 

death is a common device in Kainala Das's poeliy that projects the 

consciousness of liitilitN' vvrajjpiiig all lust activity In the latter paj-t of 

the poem, the poet discards the idea of triumphant love instead of 

chasing it, she realises that they are unreal . She also feels tliat the 

sheer burden of the body growing uncomely and gross with years and 

its slow decay are more real : 

Tljis body that I wear without j o y , this body 
Burdened witii lenience , slender loy, owned 
By man of substance ,shall perhaps wither, battling with 
My dailing^s impersonal lust. Or , it shall giow gross 
And reach laige propoitions before its end. 

(1973 : 37-41) 

Tlie strength of Kamala Das's poetry lies in its haunting 

ability to awaken our dormant human sympathies and our repressed 

passion for genuine man - woman relationship . Iler ideal man - woman 

relationship is based on love without lust , passion without desire for 
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possession ajid sympathy without condescension . Kainala Das has 

ndiiiillod llr.it iheio is "lot of lovo' in IKM j)oeiiis . She wiote . 

Love is beautiful, whatever four- lettered names 
Tlie pui itans ca.ll it by. It is the foretaste of 
pajadise 11 is the only pastime that involves the soul. 

('Obscenity and Literature' : April 1972 ) . 

Bui she IS not a poet of liec love as allegedly some critics opine . 

On liic conlisuy , she upholds the sanctity of domestic and nuirital 

relationship. But she is disheartened when marital love degenerates into 

lust, and when marital relnlioiiship tunis into one of domination by Iho 

male over the Icmule . 'ilie traces of sexual repression and gloomy-

foreboding found in the love poems of Emily Dickinson and Emily 

Bronte aie absent in the poems of Kamala Das of love and lust. She 

is perhaps , tlie most feminine among the women poets writing in 

English and her feminine sensibility is manifested not in her 

fulniination against the male world but in her rapture and excitement 

in iccoivmg puie lovo and hei subsoqnenl disillumomncnl when the 

same degenerates into lust. Her repeated ex])lorations of the same theme 

m poem aflcr poem is <in incsintory and ritualistic j)erformance that 

secures for her emofionni purgation and ultimate tranquillity and serenity 

. Blamala Das's poems on the theme of love does not exist for its 

own sake but concerns with lust , death , decay , illness and the human 

http://ca.ll
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body . If \iK\ piodiices fru&Uatioii in tlie woman subjected to it , it 

nJKo pioduccH ciiiclly in (lio man wlio piacticos it. 

Tluis love and hate , excitement and depression appear side 

by side. Love expression in Kamala Das's poetry is a kaleidoscope of 

numerous tensions Their several aligjiments form the basic design in 

the general pattern of her ex[)lorations into the meaning of love , Inst 

ami sexuality . For h^v ivieal love is a folfiUeU experieiice alVaiiied 

tlirough sex but moves beyond its physical dimensions . It is a tension 

tiiat envelops the body , the mind and the soul . When love is 

imprisoned within the intimacies of the body, it becomes lust and the 

lovers aie depiived of tlie ultimate bliss which is a pait of evei-y ideal 

man - woman relationship. Since, the quest in her case is a failure , sex 

is no more than a 'mindless sunender' or a heailless pailicipation and 

not a'humming fiesta' K.R.S. lyengai- rightly points out that hers "is a 

fiercely feminine sensibility that dares without inhibitions to articulate the 

hurts it has received in an insensitive largely man - made world ."(1984 ; 

680). 
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THE BODY AND BEYOND A 
STUDY OF JUDITH WRIGHT 



"We clon't know wliat women's vision is What do women's eyes see? 

How do (licy care, mveiit decipher the world? 1 don't know . I know my own vision, 

the vision of one woman, but the world seen tluongh the eyes of others? I only 

know what men's eyes see (1996 ; 56-57)" - maintains Viviane Forrester in iier 

essay'*What Women's Eyes See' in an attempt do differentiate between 

male and female sensibilities, Fouesler nrakes an open call to underline 

how IS reality jjeiceived Fiom perception of reality issues out two 

intenelaled positions one that acknowledges one's selfliood and the other 

that determines subject position. These two interrelated issues are cnacial 

to women uaifeis as well as to feminist discourse , What we understand 

by feminine sensibility today is how creativity is related to ailicnlation 

of human relationships. Judith Wright as aii important woman creative 

uTiter from Australia accepts the difference in .sensibilities (male and 

female) and articulates her _own expeiiences and feelings as a woman. 

Her sbength as a poet, however, is a vision of integiation ajid unity. 

In this chapter a detailed analysis of Judith Wright's poetry is attempted 

to show what does she see and how differently does she see things , 

the world and reality as a woman, a feminist and a human subject. 

Tlie radical feminists may find Judith Wright too conventional for she 

does not like to ti'̂ e their language for she conceives woman as the 

mother e<u1h and reveals a sensibility that is like Jaiic Austen, sclf-

absorbing and celebrating the essential goodness of the world . She 

comes closer to Showaltei's uiideistanding of oitliodox hinnanism, a 
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belief III Iik'iMliiii.' lis !iji expiesyioii ol uiiiveisiiJ iimly eiicoiiipasaiiig 

men aiid women known as 'human nature' 

As a poweiful voice from Australia, Judith Wnght has 

shown stronger feeling for the land and its traditions . She has 

registered a distinct voice tlirough her poetic works that runs counter to 

the male tradition of lobust balladr>' and outdoor narrative Preoccupation 

which are obvious , throughout Judith Wnght's whole poetic canon -

continuity , love , nature . the iinagiiiadoii and Imignago - mo nil 

interrelated aspects of a unity which she seeks It must be stressed 

that this unity is both physical aiid psychic On the one hand. the 

pattern of human life is seen as an integiaJ part of the cycles of the 

natural world . On the other hand , tlirough the workings of the 

imagination, the inind of man is united with the natiual woild Love 

and vision are the forces working for unity- for personal integration of 

man with the world about him Love is seen as a powerful , physical 

and metaphysical force , the life force itself It ensures the unity of 

man and nature and is the agency tlirough which continuity is achieved 

. Philip Lindsay writing about Judith Wright glorifies her as : 

the only woman who lias kissed and told . Other woinaii 
have sung of Love . but apart from Sappho - and she alter all ,was a 
man in female skin - none have written hone'.'tly and without 
shame of theii desires (1968; 35) 
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lie pi()iiouiict;M Judith Wiiglil iw 'tlio liiyl woiiiiui lioiieslly to iiiibfue 

lioi IOVL-I'M liviut III IK'I _VOIHI.>' ill c'oiiliuMt to liiiiily "Dickinson, Liiuily 

Bronze, Cliristina RosseUi , whose love poeti-y , according to him , is 

inspired by 'sexual repression' and starved heajis rather than sexual 

fulfillment. 

Tlie search for unity accounts for the conflict at the heail 

of Judith Wright's poetry. for the compulsion to unity (for instance, 

surrender to love ajid natural process) is countered by the poet's fear 

of the full implications of such a surrender . Many of her most 

powerful lyrics contain both contrary impulses in syntJiesis , ajid the 

hiclusion within any one poem, or even within a pailicular symbol , of 

both points of view leads to tliat sense of realism which is a maik 

of the best of Judith Wright's poetry . One expression of the above 

mentioned fcai is the jjoet's obsession - pailicukuly in the eiuly poehy-

with time , death , evil and psychic disintegration. However , her quite 

considerable prose writings provide a ralionaJ basis for tlie sense of 

disintegration winch is so strongly felt in the poems of ''The Moving 

Image", which re-emerges in 'The Two Fires' but which is definitely 

latent tliroughout the poetry . Considering the poem 'The Company of 

Lovers' in the former collection, witli all the human description also 

.concentrates on a sense of life lost, of desolation, of deprivation: 
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Dojiili iiimshala up liis ajniies round us now. 
'llicir , footsteps crowd too near . 
Lock your warni Inuid above llie cliillmg lieait 
aiid for a time I live without my fear 
Grope in tlie night to find me and embrace , 
for the diuk preludes of the drtuns begin, 
and round us, round the company of lovers, 
Death diaws his cordons in. (1972:9-16) 

Ilic poet's seaich for unity is modified by a number of 

anportant phfiscs in her life and development. "The Moving Image" was 

written at a time when war and death were oppressive facts of 

everyday life, and the emphasis is upon vulnerability and disintegration 

. Affirmative elements in these poems are focused upon an awareness 

of the continuity of the physical and the psychic life of mankind . 

Tliroughout the poeliy continuity has a wider sense thaJj that of a 

simple temporal progiession. Continuity is a cognitive concept too, in 

that man's vision of reality, his total woild picture is not only an 

mheritaxice fiom the past, but is shaped and communicated through 

language - hence the importance of the word. For Judith Wright , to love 

is to communicate and thus to feel divine ; and to conununicate is to 

feel creative . Language is aji atlhmation of the power of love for 

Judith Wright : words me necessaiy for intcipreting one's pa.ssions . In 

"Water" the simple perception of the movement of water can stimulate 

a peiception of a profounder ptocess : 

Such sentences , such cadences of speech 
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(lie toiiguing waler sluUeis in its lace 
as inny have set us talking each to eacli 
befoie our language found ils proper pace. 

(1972; 9-12) 
Concern wiUi the lelationship between language and creation is at the 

heail of Judith Wright's "Camping Split Rock" Each perception is an 

involvement within a word : 

Tlie fingei of age old water splits the rock 
and makes us room to live ; the age-old woid 
niiis on in huigiiage and fioiii obstinate daik 
hollows us room foi seeing . (1972,17-20) 

111 riaycr" conhoiited with the thought ol doalh hoi&elt,the poet piays 

that she retain love which includes 'the power to see the words", as 

well- as the power to speak woids : 

And you, who speak in me when I speak well, 
Withdraw not yow grace, leave me not di-y and cold, 
I have praised you in the pain of love, I could praise you still 
in the slowing of the blood the time when I grow old. 

' (1972; 17-20) 
Judith Wiight never gets bieathless even when she is at her most 

intense as in "Woman to Man", the collection of poems she is best 

known by . In "To UnTiz and Shiiaz", slio siiggOHls Uiat with the 

lepctition 'of experience , there is a corresponding simplification of 

words but that icpclition and simplification need not mcjin the loss of 

intensity for . 

Evei7 path and life leads one way only , 
out of continual miracle, through creations fable 
over and ovei lepeated but nevei yet nndei stood , 
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;is L'vci^ woril leads back to the blinding oiigiual word. 
(1972- 18-21) 

111 (lie poem? of "IVonian to Man' , Judith Wright finds the 

answer to her eailier sense of disintegiation , for the celebration of 

sexual love and physical creation swings the balance to the other 

extreme : that a joyful unity with and integration into the great round 

of nature. The most frequent critical comment made about Judith Wright » 

was that in her poetiT siie succeeded in creating a satisfying fusion of 

passion and intellect . This unity is consuimnatcd aJid guaiantced by the 

creation of the child. Motherhood and child - bejuing sue the prerogativen of 

wonicuikind thai ollor a sense of fuUilhneut and contentment to her. In 

the role of a mother, woman is not different fiom the eailh. The last 

stanza of Judith Wright's "Woman to Child" highlights this truth: 

1 wilher and you brejik fiom me : 
Yet though you dance in living light 

- 1 aju the eailli, I ajii the root , 
I am" the stem that fed the fiiiit, 
Tlie link that joins you to the night. 

(1972; 16-20) 
At the same time , the mother as poet achieves a further unity, - the 

unity of the imagination and the world of nature . Tlie philosophical 

concept of unity is fully realized in works which aie themselves fine 

examples of" organic unity, with theme, structure and symbolism all 

conhnbutiiig to a fully integrated whole The symbolism met its the 

close Hcrutiuy to wliicli it is subjecled , for the ambivalence of the 
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poet's JIIIIIIKIC IO love and ujiliiii.' iy largely expiossed lliiougli syiiiholism 

lalliei lliaii (liioii^li din'cl slaloiinMil 

Oiii love is '50 uatiir.it 
the wild ai»inials move 
gentle and liglit on 
the shores of our love . 

(Our Love is so Natural' :1972 :l-4) 

Tlie urge to identity with physical passion and with natural process- is 

sliong and the intellectual qualifications are subsumed within the 

symbolism, so that the result is poetry of sensual passion ajid 

metaphysical strength, ibr_ the Ijrical urge to sing of love in time . 

The- symbolism which fuses these contrary urges is archetypal in the 

truest sense, for it takes us back to the primitive mythic sense of the 

fertility of the earth, of the turning cycle of the days , the seasons ajid 

the cosmos , and of man's participation in and integration into this 

round. Judith Wright's use of myth may also be considered under the 

. concept of continuity, in that the emotional history' of mankind , the 

most owerful concepts by which man lives and shajjes his ex|)crience 

and accounts for his world, aĵ e mythic in quality : 

Only the rider's heail 
halls at a sightless shadow, an unsaid word 
that fastens in the blood the ancient curse 
the feai- as old as Cain. 

(Bora Ring": 1972- 13-16) 
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llie use of myth, fioiii the poet's eaily md self - conycioiis imposition 

of ail OKI 'leslmni-iil pattvni upon uolonr.il cxpv îionce , to hei I'alei 

asbtiied aiid skillful hniKllmg of the mythic and symbolic patterns of 

lecundily mid leiiewal is discussed in this context At its best this 

symbolism unites the physical and imaginative life of man with the help 

of tiic cosmos, find recognises the ambivjileiice of maji's position in the 

cosmic context 

Judith Wricht's coufrontntion with the dnikcr aspects of 

expciiencc - the impeilection of love and the duality of nature is 

manifestly overt. There is a radial change in her aesthetic from the 

simple rapture of the monist at one with his woild , to tlie more 

analytic stance of the aesthetic theorist . Tlie poet is deeply awaie of 

the limitations of the cognitive - aesthetic act , of the inadequacy of 

language and the failure of the imagination Judith Wright's realistic 

conilonlnlion of inipeifection in tluee ielated rneas - love ,~ iialiue and 

poetry- destroys the basis of the unified vision and leads to poetiy of 

detachment and acceptance , 'Unity becomes duality' and the polarities of 

her poetic vision-joy and pain, life and death, reality and art unity 

and disiiilcgialioii - are accci)tcd a.s neccssaiy luid even appealing aspects 

of being : 

A fai-off boat moves on the moiningsea. 
'riiat bioad and equal monotone of light 
IS dinwn to focus , piiipose eiiteis in 
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ll» unity becomcH dualily , 
niicl action scars pcdcctioii like a pin. 

(•RelMin'; J972: 1-5) 

Detachment and acceptance aie the keynotes of the poems and this is 

reflected in the technical aspects of tlio poetry . Altliougli there are 

majiy admirable poems which express this changing vision, many others 

are innned by a hick of poolic conliol (either inflation or baiialily) , 

|)ro«aic diction, oi by a loss vigour and poetic tension. 

'Tl»e Moving Image' one of the most important of Judith 
Wriglil's cfuiy poctiiM iiiitialcn in one form or ajiotliei all of her major 
themes : 

I am the maker . I have made both time and foai', 
Hiiovving that to yield to either is to be dead . 
All that is real is to live , to desire , to be , 
till I say to the child I was , ''It is this ; it is here". 
In the doomed cell I have found love's whole eteniity 

(1972: 32 -36) 

Tlie' poem deals with not only man's increasing snbordination to time 

as ho matnres fiom childhood to adnlt lite but also it affirms the 

power of tlie hmnan spiiit to tiiumph over its temporal bondage. The 

child's carefiee cojiceplion of time is examined in niiimte detail . To 

him the years seem "enormous" eternity is eminent in eveiy gieen field 

and he is unafraid . 'litis is the best of Judith Wright's projections of 

the integiated vision of the child who is in tunc with naliiial lime. His 

'gieeif world is nieasiucd by tiie rcciinonce of the natural cycle : the 
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time 'bolweeii one blue H\HIIIIKM •,ii)d "aiioUior", llie 'tiee dressed in gold' 

tor autuiiiii . Ills k>iiipoial uvviueness is lueasined by moments of 

lieigliteried consciousiieys and is characterised by a fluidity of spatial 

and temporal concepts. 

Love for Judith Wright is a physical compulsion which 

oiisurcs the continuity ot̂  the. generations, a vitalislic force whicii n\oveB 

tluough and orders the entire phenomenal world, ajid fmally a powerful , 

spiritual force - tlie counter to fear , evil mid haired . AK such love in 

primarily a unifying power , reconciling individuals witli one another , 

inlegraling the iudividuai into the cycles of the natuial wo i ld , and 

gmuanleeing the unity and continuity of all aspects of being. for all 

yjc nmnifestatious of tiie primal creative force of lile itself, lliis 

accounts for Judith Wright's emphasis upon sexual love, for sexual love 

is the force which uitegrales (he pattern of human life - of love and 

procreation, of birth and death - into the cyclical pattern of renewal in 

the natural world . Tlie poet is able to achieve this by means of 

dramatic lyrics which picsent a ])<u1iculai" physical situation and at the 

same time define its metaphysical significajice. "Woman to Man'' exploits 

the full ambiance of mystery and paradox to communicate the spiritual 

" as well as the physical mirncle of the crealion of new life 'Ilie pniely 

physical level is diiecl and ex|.dicit . 'Hie blind head butting at the 
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daik' IS both tlie pluillus (tlie iiniiiediate) mid llie child's head at tlie 

iiioincnl of biilli - tlio riitino implicit in tlio |)iCHeiit . The poem has a 

double lime pei'-peciivo in which inlercoui'^e aiid bii1h, 'be act and the 

future contained in it aie synchronized The physical act is also 

suggested by the ihylhm which gathers impetus in the final stanza aiid 

reaches aji oigiasdc c]im;ix in the final line vvlieie the sexual act, aiid 

its Bignificjuicc fvise in the mind of the woman • 

Tliis is the maker and the made; 
this is the question and reply •, 
the blmd head butting at the diuk' 
the blaze of light along the blade. 
Oh hold me, for I ajn aiiaid. 

(1972: 16-20) 

The sexual embrace is inseparable from the mystery of conception and 

gestation. The woman is the creator, and to her the sexual act is not 

only an act of love, but an act" of creation involving 'the third who-

lay in the embrace', lliis integration is hirgely achieved by the 

symbolic identification of birth and the life pattern witli the seasons, 

the diuinal cycle and tjic fecundity of the vegetation cycle . Yet 

nowhere is sexual love seen as purely physical . Tlirough the sexual act 

and tlirough conception love repeats the primal creative act and man is 

inducted into the cycles of life which constitute eternity in Judith 

Wright's terms The most fiequent critical comment made about Judith 

Wiiglit uas that in Iiei poody she succeeded in creating a satisfying 



54 

f\ision of p-<issH)ii Jiiul iiitellecl . B\il lliis ck'toriiiiiuilion to lliink about 

the qir.ility of ln.-i r-^rling') l)r()nglil tionioiuloiiH Htiessos luicl sduiiis winch 

eveiilirally loUl on both her lniigii!i,t;e jiiul tcchiiiqiie . SU'phfii Heiilh 

aiinlyses the pniticulnr siMmtiori in the pioper |)erspective: 

Tlie woman is more natiually a writer, since close 
to the mother tongue , close to creation :'it is tlic woman 
who is more the writer, by the vei^ fact that slie 
creates aii idiom ; and tl\e poet well knows that it is the 
mother tongue he spenl^s and no oilier', woman's pleasure 
bemg in excess and at expense of the phallus, the 
phallic order of the signifier, it is like process of 
writing • 'female |)lea.sure can be "̂ een a-̂  wiilinc? Ihifj 
pleiii'Mie ;iii(l lln' lilciiii^ lox( ( which i.s al(U) wiilten liko 
;ui orgasm produced fiom williin disconrso) are llie cHecf 
of the same murder of the signifier. (1996 : .11.1) 

Judith Wright's manifesto - 'I am the maker' - does not 

simply apply to the poet as 'maker'; it is also a recognition of the 

power of sexual love to transmit life through time . Such a shifl of 

perspective Iransfoims time the destroyer into time the agent of 

.coiitimnly and geneiation , for it is witliin time that love fulfills its 

creative function,and time brings to Iruition the continuing cycles of life 

which love creates In " all this there is no guarantee of |)ersoual 

immoitalily ; Ihc leassurauce is one of involvement in continuity . The 

individual become.'; i)ail of soiiiethiiig which is etoiii;il - the family of 

man and the vitali.'^tic cycles of riatiiie . Ilie joyful acceptance of this 

involvement elevates pliysical exjjerieiicc to a transcendent dimension-
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ciiiclifyiiij^ llio cliild HH evidciii-i.' ol' bolli pliysicMl luul apiiiluuJ coiiliiuiily 

You who were darlcness wanned my llesli 
where out of darkness rose tlie seed. 
'llieu all a world I made in me ; 
all WiQ world you hear and see 
hung upon my dreaming blood, 

(Woman to Child : 1972 : 1-5) 

litis experience ibr .hidith Wright gives the individual access tc 

creativity - both physical and aesthetic . It is also a recognition of flie 

basic physical unity of man and the world of nature , in that the same 

life processes govern both. 

ln"l'Vomaii to Man" bolh imagery and pjiradox triuismit the 

metaphysical significance of the sex act . The symbolism is thai of 

darkness and light chaos arid creation, and the regenerative cycles of 

• nature. An example of multiple layers of significance is the image of 

(he resiinection day, the day of birtli. This not only suggests the biilh 

of the child fioin the daikness of the womb , but also the resiineclion 

of Clirist, witli the triumphant mastery over death which this event 

implied . Tlie ulciitilicnlion of bnth with the nsmg of the sun , bolh 

here and in "Woman's Song"' hanscends the Cliristian reference and takes 

us back to the iiiylhic Kientilication of biilh, sunrise and the origin of 
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llie w o i l d luicli liiiiii;m I)ii1li io|)c;ilg llio p i i i i in l l i i i i i i ipl i o f c rc i i l iv i ly 

ovi'i cli;i');< ('(In.' ••ollliMij .•;li;ii>i.'lo8:< Hi'od' u l ' lino 2 ) . in oucli I n i l l i , (.loiitli 

* 
aiid dfukitess aie coiiq\ieie(l once agJiin. The contimiity of life which is 

fichievecl tliioiigh sexual love is fiiillier deliiicd in, the complex synibol 

of Hie tree of life : 

lliis is the Ijlood's wild tree llmt giows 
the iuljiciite and folded roye . 

(Woiium to Man : 1972 : 14 - 15) 

The 'blood's wild tree' is both a physical symbol - pf^ihai)s the tiee like 

arteiies and veins rooted in the beating heaj1 - and a symbol of 

continuity in the generations. The longed for child, the flowering of 

this tree of passion, is the rose. the traditional symbol of beauty aiid 

transience. Moreover, the enibi^o rose is 'intricate aiid folded' bud like, 

suggesting both potentiality' and the actual embiyonic appearance. At the 

sajne time , the image of the 'blood's wild tree' insists upon the 

organic unity of man and nature , a unity which is reiterated elsewhere 

ill Judith Wright's poetiy This symbol , the mother as hee aiid the 

child a.s flowei oi fiuil of the l iee, and the oiganic idonlity which it 

proposes, an; grounded in myth. The tree is a symbol not only of the 

unity of all being, but of the inexhaustible cieativity of all living 

things which the feminine i>rinciple represents 'llnis the persona of the 

l)oet which emeiges is icpieseiitative of and rellects the numinous quality 
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of llio oleimil HMi>ii\ii\e , ;\IKI tlie tiec in lioi blood is a iiumiJestatiou in 

lime ol' llio iii;iiiy - bi;uicliiiig liec ol nil lile wliicli knows no time. 

Piocio-cUioii constitutes the coie ol" love mid sex between 

males and females and it is also the basis of a happy family life and 

society . In "Islitar" Judith Wright presents woman as one who fully 

knows the truth of the body but her thoughts aic not oveilly expressed 

. She IS actunlly an inseparable part of the entire procreativc system -

of child birth and of coulinuily of life Tlie |)oel expresses the hoi)eR 

ajid fears of a mother in the following extract: 

Wiien in fear I became a Woman 
I first felt yoiir hand. 
When the shadow of the future fit st fell across me 
it was your shadow ,my grave and hooded attendant. 

(Ishtar: 1972 : 5-8) 

llie - elation that belongs to physical union is strongly conveyed, yet 

sexuality never becomes the most important aspect of the love 

relationship , nor is the lover fully individualized . Instead , he is 

relegated to the position of a sei"vant to the vast impersonal power 

whicli i)osflesses both The JbcuS is upon the child , both Ibi itself luid 

as evidence of the creative povver of sexual love. Tlie child too tends 

to have symbolic status lalhcr than individuality, aiid the uudiUcrentiatcd 

nature of the child as symbol allows the full significance of birth and 
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llie ii-iK'vviil wliicli tl •liyiiilios , lln' viiIiK'iiibilily o l the iiKlividiiiil ia 

coiiliriimlly COIIIIIOUMI 'I'lii't in why i i i - •'VVoiiiiiii lo ( 'h ih l" (hi- molhi-'i 

contains not only the spatial world in microcosm - ' all a vvoikl I made 

in me' - bnt the temporal dimension too , in that the "child is the -

symbol of the conquest of lime : 

All time lay rolled in m e , and sense 
aiid love that knew not its beloved 

- (Woman to Child; 1972 ; 9-10) -

Judith Wriglit's altitude to time is quite dilTereut considering 

her perception of her sexual role, for time is no longer a frightening 

force liun-ying man on to destruction and dcatl\ . Instead time is the 

beneficent agent of otenial lecurrence and , accordingly , the poet sees 

her rcpiod\iclivc role in teims of the rec\incnt cycles of the naliual 

world. 

Judith Wiighl is not only clear about the positive and life 

aflirming power of sexual love, she is equally clear about the misuse 

of sex, the denied of its creative power. Tliis finds reference in "The 

Unborn" where the poet asserts : 

Slight is the foothold from the well of night, 
the stair is broken and the keys are lost, 
and you whom I have wrecked and wrecked indeed; 
and yot you stand upon the edge of sight, 
and I have known no path you have not crossed . 

(1972: 6-10) 
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llie profound .fcnso of loss iijid doijiivjilioii in tlic poem applies not only 

to llio niollier , Imt to tlie clnUi wliose coiiccplion tilio ir.is !\ppmciilly 

preveiiled . and vvlio is: 'u recked indeed' Bnt 'Typists in the Phoenix 

Bnilding" is piobjibly the poet's most pouerl'nl condeimiMlion of aiiti-sexiinl 

and life denying values. In this poem modern niban society is condemned 

as sterile, aitificial and shallow, for it attempts to insuie against, that is 

to hold at bay . the powerful forces of the natvHal world; not only fue 

ajid Hood, but human sexuality: 

('omptonietcrK and calculaloiM 
compute the frequency ol' Ores, 
adduce the risk , add up the yeais . 
Drawn by late- iiflernoon desires 
the poles of mind meet lusts equators . 

- - (1972; 11-15) 

Tlje focus of the poem is the Phoenix Building, wliich houses insurance 

l inns, and the inunature sexless beings who work there . The males are 

'half-cock clcihs', the typists 'shelter in their sex', ajid the coiridors aiie 

'lire proof, thus precluding sexual excitement. The train in the second 

stanza is a ()oweifid image of male soxnalily which in the poem is 

associated with pain and failure . Judith Wright's use of symbolism is 

clearly sensual , demonstrating an awaieness of sex as a vital and 

indivisible component of reality, Much of her symbolism is implicitly 

sexual, as in the weat palm of "The Bushfue'' ;ind the spring which 
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tiacH boiii'iitli il I'lio iilkMiiiiilcd Iniiik of llie paJin lioe siicgesls llie 

|)lirilliis , ;ni(l llie s|)iiiig witlmi tlû  lyovo is n 101111111110 wyiubol , 

lepie&enlalive o? llip iiioxliMiistiblc fccuiulily of llie ejulli ami of tlie 

water wliicli if; f.poiitnneoiisly geiieiated by it The implicit sexuality is 

a consistent factor m the poeti^, suggesting always a unity between the 

sexuaJily of maji ajid the fertility of the natural world. 

Hie rcciuTcnt cycles of nntnic aie 11111 lorod not only in (ho 

birth life, ajid death cjclc of man, but in his diiinial cycle as v\'ell . 

"•Niphl and the (Jhild" di !IIII;III/CH llio ciiild'H loiilalivo fioai ch loi the 

pattern of his world; his coming to an awareness of the underlying 

relationship between his own sleep, tlie death of the Jiawk, and the 

night jonniey of the sun • 

Tlie night comes up over you , faceless and forbidden , 
Over the hawk sunk in eailh and the sun drunk by the sea, 
aiid who can tell. the child said , no matter what they say -
who ciui be suie that the sun will 1 ise on another day ? 

(1972; 7-10)' 

llie myths of all cultures are grounded in an awareness of such 

underlying relalionships , relationship which cuaiautee the subjective or 

spiritual affinity between the mind of man ajid the externa! world . 

lliese relationships aic an expression of the basic congiTience- of all tlie 

cycles of the natural world , iiiclndmg those of man's' life . Jiidilh 

Wtight dofuies the native and ntuliifcrentiated awareness of being at one 
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wil l ) i i ; i lmo \ \ I I H ! ) Ir.luin.',:! U> llic cuii'n.iuiiMR-S!i o f llif-^ c l i iUl , l l iou 

l o j o c t s llie |)Os;iil>ililv <>' minl i i inmi; il . iiiid I'linilly p o i n t s l o i w i i i t l U)"'ii 

nioie valid ;uid sopliislicated sense of iiiiily bnsed not only upon llie 

exhilniiition wliicli nature mouses in the blood, but upon an awareness 

of all aspects of being; of evil and 'suffering as well as of simple 

joy . An awareness of the price which unity with nnturo dcnuuids is 

cliajactoristic of Judith Wriglit's thoughts. There is , tluovighout, a clear 

recognition of the individual \ailnerability which is involved in the 

identificntion of (he human life cycle with the ihylluns ol" the ualiira! 

world . llie poet probes the ultimate position of the individual within 

naluie and williin llie complex scheme of evohilion . 'fhe unified vision 

must assimilate the polaiities of experience ; not only life and love , 

but pain , evil vtiid death . This is the point of "Spiing aller Wai" 

where the resolulioii of tlie poem is based upon the dichotomies oJ~ the 

tiUle (regeneration and death) and is sanctioned by the example of the 

natural world. Tlie poem is beautifully balanced in its movement back 

ajul forwaid from the questioning mind to the exemplary world. 

Tliough the poetry of Judith Wright is certainly exjjressive 

of feminine sensuality, this sensuality is always modified by a strong 

awareness of its metaphysical significance . This involves an acceptance 

of the feminine role in, its fullest sense; of an involvement in cieativity 

wliicli is al<in lo and pailakes of the dynamic creativity of tiie natural 

file:////Iih
file:///ailnerability
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\v()j)(l "llH- |M)iliy li;iiisciii(l'; Da- K-iiiiiiiiii.- .si.ii.'iil>iliiy silid IliO llMJiijlillO 

oxpiMiiMici? wliicli iiiu!ouli(c(lly iiiloiiiiii i( I In- pool'jt votco , ill i(n most 

powerful, is llie voice of the piiiiioidial feiiiiiiiiie , speaking of Hie in 

exiiiuistible J^ul eleiiiaJly lecunont feililily of the eailh's cycles of 

which birth, is Uie hnman expression. Her characteristic imagery too is 

that of tlie legeiierative cycles of physical life ; imagery which is 

defined by Jmig. ajid Inter by Newniajm , as pcitaitmig to Hio etenral 

feminine. The sympathetic identification .of man with nature is not only 

constantly maintained , but is strengthened, for it is in sexual love , 

aiul eventuaJly in cliildbirtli that the poet at last feels herself at one-

with (he e.'ufh and the leQeneralive cycles of nature : 

I hold the crimson liiiit 
and plumage of the palm; 
flame-tree, that scailet spirit', 
ill my soil takes root . 

CTlie Maker'; 1972; 1-4) 

At the same time , Judith Wright is able to include her personal 

reservations towards her role, thus adding realism to her total projection 

of the feminine sensibility. These rcsciA'ations aje either ovci1 ('oh hold 

me , for I am afraid) or sublimated within the symbolism . such as that 

of light ajid daikness ;uid aie in line with the stiain of ambiguity mid 

conllict lluoiighoiit her poetiy . The poet embraces physicality as the 
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viiil^lf coiiiiloi to tmii.-. yd is rc-iiliil iind lOwiiHitI of llio iiiiphiciiblo , 

iiiipoisoiiJiI ;IIKI OILMI ciik'l IOICIH wliicli control llio pliy îcMl vvoild 

One of the «liiuige«t (liiiigK iil)ont Jnditli Wiiglil is lli;it she 

has no juvenilia to show , no period of youtlilul and immature 

development She ni)penred on the An^lrnluin lilerniy scene with her 

talents llilly ciowu llcr poems lack the complexity, the daik and yet 

uigenl piesence of tiie poet herselT in them. Yet it has another quality 

-i t is magnificent poetiy of projecliou . of subtle and unobtiusive self-

ideiitificalion. The poet is there, not in (lie poems as a chsuacter, but 

within the characters themselves , and within the frame work of the 

Imiguage. It is a measure of the complex nature of Judith Wright that 

the poet who is capable of losing heiself within the subject of the 

poem can, almost in the same breath, pioduce a love poem of (he 

most tuibulent subjectivity. Also with the surest possible hand, Judith 

Wright has created a technical framewoik for a kind of poetry which 

could quite easily have sli|)ped over into the abyss of nostalgic 

scntiineutalisin. "Brotheis and Sisters" is written in a comparatively liee 

run on form It is near to the conversational , but not too near: 

Hie pianola-oh, listen to the mocking bird -
wavers on Sundays and has lost a note . 
Tlie wrinkled ewes snatch paxisies tlirough the fence 
and st?u-e with shallow eyes into the gajden 
where Lucy slu ivels Wciitiug for a word , 
and Millie's cameos loosen lound her throat, 
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'Hie bii.sli coiiiOH iiosir , llic iniiccs grow imiiioiisp 
(1972; H - 2 0 ) 

llic skill here lies in tlio cleljiclied qiiaiily of llic verse : the emotional 

(one is not loaded vviili technical accentuation. 

Tlirougliont the poetry of Judith Wright , the evolutionaiy 

process is given a mystical signitlcance . 'I'lirough it the individual life 

gains a transcendent value , in that it is the product of all previous 

existence ;uid elloit 1 he individual life is also set in pcrsi)cctivc ^,^s 

])-.»{ o l ;i | ) i o c i n n vviiii-li ))ii-tti.M vt'H i ind IMIMIICH (IK- c o i i t i u m l y o l t h e 

race, thus conquering time . The ti'iumph however is achieved only by 

love, sufTering, slrile and death. The poems of "Woman to Mail' as 

a whole aie tlie cleaiest aiid most integiated expression of unity of 

being in the poet's entire canon of vv'oik. Cenhal to the total concept 

of unity which these poems convey is the sexual act and the biilli of 

the child which integrates man into the creative cycles of the physical 

world. In "Michiighf at least this state is analogous to the state of 

pure love known only to the mystic or to the ajlist in an intense state 

of creativity : 

So lei my blood reshape its dream . 
diavvii into that tideless stream •, 
that shadowless and burning night 
of darkness where I fmd my sight. 

(1972; 17- 20) 
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Alliftl to UiiH iM \\\c comiilivc ;ILI (seen in w ninnbei (̂ 1 poeins us ii HOMUII iicl) 

wliicli unites IIK* ciejitive nn'.iKiinlion willi llie pluMioiiion;!! woi U| ol' ii;i(uic . Moving 

through and viiliclatinc both phy^icnl and psychic iniity iy llie life force wliich is 

h)ve Hie sysloin is in a f;tale oJ' ceaseless lliix wliich bolli inanifeRlK and 

guarantees its vitality. And, underlying all is the souice of all creativity, wiiellier it 

is tJie generative earth , Die feilile darkness , or tiie creative unconscious . 

Works; CUed : 

Forrester, Vivimie . "What Woujen'sEyes See" JJJ JVlajy I];a;g)elo;j 
- edited Feminist Literary Theory : A Reader. 
Oxford: Bhickwell , 1996. pp. 5 6 - 5 8 . 

Heath. Stephen. "Tlic Sexual Fix" in Mary Eagleton edited 
Feminist Literary Tlieory : A Reader .OxS^o\^\ . 
Blackwell , 1996. pp .111 -.116 

Lindsay, Philip "I>oeti-y in Australia" in A ?!. Thomson edited 
Critical Essays on Judith Wiight. Brisbane : 
Jacaranda Press , 1968 . 

Wright, Judith. Collected Poems. Sydney : Angus and 
Robeilson Publishers , 1972 . 



STRUCTURES OF DESIRE: A 
COMPARATIVE STUDY OF DAS 

AND WRIGHT 



Coiittal to llio reiiiinisl ili5icoiii;ic vue two iiupoi-tnnl issues, 

uiio lliiil is lo slriigRle to ioc()ii?-liiicl a Joiiiiiiist lileraiT liaclition . and 

llic ollioi , is lo dclino womoirs writing Viiginia Wooll", for tlie fust 

t ime, iiiteiTogaled (lie so-cal led inainstreani wiitiiig, while making a 

claim lo llie type of wiiliiig llial snils women's imagination . Although 

Woolt^ did not ovoilly undcilino subjectivity in essential and unitaiy 

terms she made n strong claim, mapping a (ladition tiom Apliia Behn 

till her time . argnma that the women writers in English d\irine dilTerent 

cciitiiiies throngli IIILMP sfiiiggles , have been al)le to express their 

experiences and give shape to their imaginations . Drawing npon the 

W'orks of Virginia Woolf, Tillie Oilson. Ellen Moors, Elaine ShowaJler 

and others , '•women's vviiling" has emerged today as an aiea of 

disciplinaiy stndy'- Showaller examines British women novelists since the 

Brontes Jiom liic point of view of women's expeiiencc and ontlines 

three jjhases of its development : 'Feminine' , 'Feminist', and 'Female,; 

each achieving a greater liberation than .its predecessor witliout losing its 

dihimctivencss ;is women's writing . She also discusses the nature of 

female creativity and language, and the historical problem facing women 

as writers. She maintains, '"Representatives of a Ibrinal Female Aestlietic 

such as Dorothy Richardson and Virginia Woolf, begin to think in 

teinis of male and female sentences, and divide their works into 
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'niji.sculiiiL'" joiiiiiMlipiii ;IIKI 'UMiiiniiio' ficlioiiM , leddiiiiiig nnd sexualising 

cxteiiiai ;uitl iiitciiuil ox|)oiionc(?" ( in Rice luicl Waugh , ed : 1989 : 103) . 

Making a value judgement , she fiulher maintains that "The feminist 

content of feminine ajt is typically oblique , displaced , iionic niid 

subversive : one has to read it beKveen the lines , in the missed 

possibilities of the text (ibid. : JOI)" . Con«;i(lerinc the whole field of 

feminist activity. Shovvaller points at llie Oicl Uial 'gynoci iticism' deals 

Willi diptiiictivc tlicinos , stnictures and eeriics of women's writing. 

Woolf believed that women have always faced social 

aiid economic obstacles to their literary ambitions . In ''Professions for 

Women", she discussed the disabling situation of 19th century 

womanhood. The ideal of the "Angel in the House" too for a woman 

hisists Oil her to be sympathetic, unselfish. and pure. However in order 

to make space for writing, a woman had to use 'wiles' and flatteiy. 

-Tlie taboo of the expiessiou of female passion was ai\other serious 

reshiction Woolfs A !\oom of One's Ovtv? (1929) opens up the 

question of ibinale , language and the nature of geiiies . However 

patriarchy conliimed to be the most inipoi"tnnt challenge to feminists of 

all hue . Simoiie de Beaiivoir's The Scroini i'Jcx (19'I9) established the 

principles of modern feminism . When a woman tries to deiiiie hersell", 

she stcuts by bayiiiq , 'I am a uoiiuui', revetdiiis the fundamental 
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: inyi i i i i i e l iy belvvx-L-ii l l io k i iii;! •iir.iMciiliiii.-' niid ' It'iiiiiiiiie". \h' B o i i i i v o i i ' 

nliowH w i l l i gn'!i( II i id i l io i i lliiit iii;m"n ( lomi i ia i i c i - IIMH IH'OII Hoci iu'd 

tliroiigli the jiges by ideological power; legishilors , jniesls , scientists 

and philosophers-have -all pioiupted the idea of womeifs wiboidiiiatiou. 

For feminist's to break this pah-iarchial domination it is necessai^ to 

challenge men in all spheres of critical ajid creative activity . The 

psychoanalytical theories of Lacan and Kiisteva have sngcosted that 

female, sexuality is revolutionary, subversive and heterogeneous . The 

lenialc is simply to reniam outside the male defmition of the female . 

Heiene Cixous's "The Laugh of the Medusa" is a celebrated manifesto 

of women's writing that calls for women 'lo put their bodies into their 

wiiling', vShe' believes tliat feminist writing will always sun^ass the 

discoiiise iJiat legulalos the - phalocentiic system . female sexuality is 

directly associated with poetic productivity - with the psychosomatic drives 

which disnipt the tyranny of unified and logocentric meaning . In her 

words: 

I have been amazed more than once by a description a 
woman gave me of a world all her own which she had 
been secretly haunting since ejuly childhood. A world of 
semching, the elaboiation. of a knowledge , on the basic 
of a systematic ex[ierimentalion with the bodily functions , 
a [lassionafe and precise intenogation of her erotogeneity . 
Tliis practice , extraordinaiily rich and inventive , in 
paiiicular as concerns masturbation , is prolonged or 
acconii)anied by a production of forms , a veritable 
aesllielic activity , each stage of raptuie insciibing a 
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losoiiiiiil vision , ;i coiiiposilioii , soiiiellmig boiiiihrnl 
Boniily will no longer ho tbibiddcn 

1 wished tliat woinnii would write aiul proclaim 
tlii«: unique enipiie «o llint ofln̂ i women , other 
ncl'jiowlcdaed sovcreiens , nneht exclniin . I too ovcrllow ; my 
desiieshaxe invented new deKiies.iny body knows unheard - of 
- sonsR . l ime mid again , 1 , too . have felt so full of 
luminous (oncnts that I would buist - buisl with forms 
miicli more beautiful than those which '<ue put up in 
flames and sold for a stinking foilunc . And 1, too, said 
nothing , showed nothing ; I didn't open my mouth , I 
didn't repamt my half of the world. 

I uxite woman • woman mii^t wi ite woman . 
And man , man So only an obli(]iie consideration will be 
ibiiiid lieie ol man. it» up to him to say whcie his 
masculinity and femininity are at : this will concern us 
once men ha\e opened their eyes and seen themselves 
clearly . • (Selden , 1992 : 541 - 542) 

Besides gender difference , there is a lot of debate 

among feminists in lelocaliug women as the subject Siibjectivily like 

identity is linguistically and discuisively coii'^liuclcd mid displaced acioss 

the range of discouises iii which the concrete individual pailicii)ates . Jii 

contrast to |)osl - model n and post- stnictui alist iJiojections of the siil)iecl 

, feminism put foi"waid an alternative conception of the subject as 

construed through relationships . 

If women have traditionally been positioned. in terms of 
'otherness', then the desire to become subjects . (which 
dominates the first phase of post - 1960s feminism) is 
likely to be stronger than the desire to deconstnict , 
decentre -or fragment subjectivity (which dominates post 
1960s poslmodeniist practice and post structuralist theory) 

lliey have not yet expeiieiiced this 'whole' oi' 
'unilaiy" or 'essential' subjectivity . However , it seems 
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lo nil- tli;il il IS llie ei;i(lM;il lofopiudon ol the viiJiie 
ol conslmmg luiiiniii identity in toiiii'̂  oJ" iclrilioiisliii) 
;inii (Ir |)c'i'.;il , IIIIIK'I tliiiii ;is ;i imi(;ijy, -̂ cll (Iiiocdiig 
Molaled ei^o, uliicli hns fiindnnicntally altered the course 
ol' iiiodein and contemporary women's wiiting concerned 
to challenae gender steieotypes (Eaaleton , ed , 1996 360 - 61) 

Fioni llie ;il)ovo disciissioM , it f()llo\vs llint location ol" the subject by 

tar !•; cenlral to ciontivity Subjectivity in the context of women's 

wilting does not sfajid on its own, but is related to self experience, 

that views female aiialomy a-̂  dillbrent. while ailicnlating it^ needs ;UKI 

I ei.poMnefi lo irlalionshipM 'inbu'clivily has been liiilhoi ii>C()i;,iii'ie(l ;i;i a 

lelative and shilling position It has been out undeishuidmg that foi 

some ol the women wiileis ol the 60H an<l 70s imily intliei llian 

dispel sal lias been ceiitial to ciealive eiideavoui . To believe that theie 

might be nalnial oi Mine -^eir that '.lionld be discoveied lluongh 

cieativity is not unlikely in conteiiipoiiuy |)oetiy 

Women's uiiting vmiously seeks libeiation of the subject 

tiom poiUicaU social, economic and Uteiary mispnson. Mrs. Browning's 

version of caged bird metaphor in Aurora Leigh is likened to the 

situation of women m 19lh century society. Auroia says : 

A '<ort of cage bird lilb, bom in a cage, 
Accounting that to leap Com perch to peich 
Wa5 act and joy enough for auy biid 
Deal lieavoii , how "̂ illy aie llie tilings that live 
111 thickets, and eal ben ie s ' 

r alas , 
A wild burl sc;ncely Hedged, was bionclit to liei cat 
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.\nd she was there to meel me. Very kind. 
Bring the clean water, give out the fresh seed. 

(Moers Ellen in Eaglctoii ed . 1996 : 294) 

In those hncs , the agony and anxiety of Aurora is clearly manifest. 

Tlie poetic motif cleaily implies that the bird's habitation is the free 

and unlimited sky and not a cage . However , total freedom in 

ajticulatmg one's body and experience stalled with Anne Sexton. Sexton 

dared to create poetry about breasts and wombs , about aboilion , 

menstuiation, niastiubatiou, incest and adultery. She broke new grounds, 

shattered tal̂ ooH and aH a poet wan able lo find unity between a 

-Woman's sexuality - and her spirituality , her creativity and her 

piocieativily, herself and other women, her private and her public self. 

Sexton writes: 

Everyone in me is a bird. 
I am beating all my wings . 
Tliey wanted to cut you out 
but they will not. 
They said you were immeasurably e.rytpi 

but you are not . 
Tliey said you were sick unto dying 
but they were vviong. 
You weie singing like a school girl. 
Vou are not" torn. 
Sweet weiglit, - . . 
in celebration of tiie woman I am 
and of the soul of the woman I am, 
and of the central creature and its delic 

I sing for you. I dare to live . 
Hello , spiiit. Hello , cup . 
Fasten . cover . Cover that does contain . 
Hello to the soil of the fields . 
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('III relobiatioii of My Utenis' quoted 
in Scliiieir cd 1995 330-31) 

It seems, wliile celobiatiiig sisterhood of women. Sexton stnick a note 

of J03 m li;)ii^<;endence ,"iii celebinlmo; women's physical nature 

Fiom the time of Anne Sexton to the present day , women's 

writing has come a long wav It is not only that contemporary poets do 

not licbitiile in uiilinq tlieir bodie-s into jjoeiiy, but also filtciiipt to icdeiine 

man - woman lelniioiisliip Themes '̂ uch as love, maninge, motheihood have 

been piominently focii'-.ed m then cicfitive woik'; Kmiiiila Dn'. find Judith 

Wright have vaiioii'>l\ ;ii(iciilaled tliese themes m iheir poems As cieative 

writeis , their iinsweiA-me alleRiniice have been to the cause of women's 

libeiation Hovvevei , tlie sense of fieedom is conceived difierently witli 

sinlhng emphases that diiect the leader's attention to their social , niaiital 

and malonal backgioiiiidb 

Kniunla I)a=- has used the confessional mode in most 

of her significajit poems Ilei j)oems while painting her pains also 

depict Hie pre&suies a modem Indian woman encounteis in her jouniey 

fioiii bondage to fiecdom and liodilioii to modeiiiity Robeit Lowell once 

desciibed S>lvia I'lallT'. con let Clonal poems as tlie 'aiilobiogiajiliy ol a 

fever llii^ iR tiue ol Tlauiala Das's pooui'̂  also llei (evoi can be 

traced back to lli: ad'^iesc-iil leru about licr liicidity , tlie complex 



;iboiil 111.! (I;IJ!; f;l:!ii iiiitl oidiiiniy H-iiliipos . Ilio siispL-cled iiiicoiictMii o ! 

liiM'liii.'-b:iii(| ;iii'l \\K\ iniiiolic l()ii>'liiii-ns Imlilli VViiirli(s poiMiH , on llio 

otliei' liMiid, reflect \\u- liaiiiionioii.'^ rel;ilioiii^!ii[) of liio uoild of iiuiii ;iii(l 

ii;i(iiie and f;|ie is ;ible to lecoiicile bolli the sdaiids in a piiilosopliical 

povspccdve . 'Hie niovcnieiit towards philosopliy may have been largely 

duo to Judith Wiialit'y own interest in philosopliy, but there were 

ccvtamly other int\uences wl\ich vemtbrced this - (he \\w?,[ \u\pot1anl 

influence being that of her husband . In the poetry of FCamala Das we 

come across iicr deep sense of ennui and boredom . anxiety' ajid • 

restlessness , caused by her ill-matched and ill fated maniage . The 

luiplial knot iu which she has been" tied c;uuiol be imdonc and this 

has spelled disasters for her in her personal life . Cleaily , as is 

luamfest in her i)oems and more so fully in her aulobioaiapliy , Kaiir.ila 

Das's husband is an uul'eermg soul , having conlracis with 'sliils ajid 

nymphomaniacs" and foicing his wife to tui n levenceful towards iiim 

and to betray him tor another man. In the poem ''I'he Old Playhouse", 

she writes : 

...You called me witi? . 
I was taught lo break sacchajine into voiir lea and 
To otT'ei al the ri^hl mouieuts the vilmuins Cowei lug 
iicuealh VCMII nioii'-li ons C£;o J ale and maqic loaf and 
Became a dwajf. (197,^- 12-16) 

file:///u/pot1anl
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(.''II llio cu i i l i i i i v , .'iidilli W n i i l i T s i imii ic i l l i le liiLS boon 

Olio o l ' H i i i o o l h H n i l i h u Wil l i ii i)oil'o<j( i i i i (kMitl;m<lni^ vvi l l i l ior m i n i , l i i 

this regard. Wright snys : 

I Iiave been lucky '" "iv relfilionship with men 
• especifilly " with my husband with whom 1 

worked ni a kind of inteliechial symbiosis . 
(1981 ; 104) • 

It is not conorally roiilisod lliat the laic J.P. Mckinncy, tlic husband 

of Judith Wriglit , was a i)hih).sophcr of no mean al>ility aiul reputation . 

A creative interaction of ideas in the Mckinney liousehold created a 

cuUuial climale whicli was piulosophical in tenor . Poems which give 

imaginative expression to pliilosophical concepts were obviously the 

subjects of stimulating discussion • 

Pocti7 is bvit the thought ajul words in which emotion" 

sponlancously embodies itself. It is an organisation of the best words in 

the best possible ordei-. Tliere is something more than mere expression 

of imagination in gieat poetry ond it is futile to sepaiale thoughts , 

emotions and expression in poetry' as if they are ineconcilable entities . 

In great poetry, the poet is _ concerned with the revelations of the self, 

the joys , sutTerings , longings and anguish of the self, caught in the 

welter of existence . It celebrates man's ability to observe aJid apprehend 

experience as well as to manipulate Inncunee expressively . llie 

oxpiessioii of the sell' in poelic fcniis in a l;iiic;il«lo nmniier loriiiiies the 



assislajice of laiigiinge ;iiid words. Tlius foiiii and content in poetry ai-e-

iii(oi(li'|)ni(li'ii( iiml coiisliUit'^ llic iiidivisiblo col'' ol' (he poet's lut . In tlio 

poetiy of Kaiimla D<is , tlie distinction between form and content 

diHapi)Cfii'hi because it works synergically on the several planes of our 

sensibility and consciousness. She chooses words by their tone of voice 

and > uses them with unmistakable instinct to convey the peipetual 

burning within hei . Kamala Das believes that honesty of expression and 

sincerity to one's own feelings and emotions aie more fundamental to 

poctiy tliaji the langiiaee employed . In "An liitioduction", the poet 

touches upon this question and replies to those who advise her not to 

write in English : 

... I am an Indiaji. very brown, bom in 
Malabaj". I speak tluee lajiguages, write in 
Two. .. (1965 : 4 - 6 ) ^ 

llioii again, more emphalically she says 

.. Why not let nie spealc in 

.'-\ny language I like ? The language I speak 
Bcconies mine, its distoilions , its qiieeincss 
All mine , mine aJone . It is half F.nglish jialf 
Indian , limny peihaps, but it is honest. 

(1965 • 9 - 13) 

Kajiiala Das's joys , longings and hopes come naturally to her in 

English langiiagt; as 'cauiiig is to oiows or loaiing to the lions'. She is 

ignorant of the inoiphology or even the .gi-ammatical nuances of words 

bill lecopjiisos llioir vital pouei and omoli\'o enacts . ficr poetry is an 
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pool]-), liouevei . î  ctiai ncleiised b> Itic iiieUipli^&ic.il qii;ilit> ol liei 

lvtii,s llii? iiiel5i|)li\'^icnl stiniii develops ajul she is incieasmgly concerned 

Willi sncii philosophical questions as the iiatuie ot reality, the nature ol" 

the coanitne act and the abilitv of lancimge to expiess it In hei ovvn 

woi ds 

Poetn is coiicciuod uilli uliat diives deepest 
into the ^onl Uowevei much we may leani 
acadcmicallv about iiiglit and dani|)iiess , 
unless we have expeiienced lliem we do not 
IJ IOU the tnilli about them l\us kind ol 
tnith IS the l)iisiness of poctiy 
Pocli'v dcaK liist of all , (hat is , wilii expeiioiice -
physical expenence, oi emotional expoiieiice , 
or mental e''i)eiieiice - and nothing lint the 
poet learns liom books oi Horn olhei pot Is 
tait kacli liiiii Io make a poem unless lie exp-
eiiencos the things In wiites of , and knows 
them '() diHpiy llnl Ihcy Iw^coiiie hts 1)IM <OIMI IIIIIII 

(1963 VI) 

Judith Wright's poetiy certainly arises from personal 

expoiieiice, but the peisonal expenence is not as a nile the theme, latlier 

it i.s the accidental means to a theme which is ly[)ically general - concerned 

uitli the human condition, uith what is hke to be subject to tune and 

change, having and losing knowing and feeling , in a world which never 

ceases Io be slmige though familiaj Also what stiikes one is that , 

though Iheie aie i)ositP'e' and negatives williin this peisonaJ expenence -



iiiiicHolvcd coiilliclH III tlie sigiisils Unit coino lioiii |IK> OIIIOI world llieio 

iH vei-y little inteiioi conflict Tlic wlioli* poison ftoems to leact 

integrally to each situation or problem ; the self is not a divided one 

imd Jiididi Wnglil Ims had iilMe need for the ironies juid mnbignilies 

of diamalizafions that many modern poets have required. Commenting on 

her poem "Wonum lo Man"', Sycd Amanuddin wiites: 

Peihaps no other j)oot , not even Jiidilh Wright 
herself, could excel the beauty of this poem. The 
theme, diction, imaginative sweep , elTective imagery 
controlled tone and drama, are here in peifect blend. 
A caielul choice of monoBvllabic words and Ihe atlmirable 
visual nnageiy add to the quality of the poem. (1981 : 139) 

Tlie philosophical basis of Judith Wright's poetiy has not yet been 

subjected lo a close or systematic ajialysis It is important that we 

lecogmse m Judith WiiglU a lyricist, who docs not opeiate solely on an 

instinctive or intuitive level Two of her l\iics "Wonga Vine" and "Blue 

Ajjib" do not have a definite intellectual toughness either subsumed 

within the symbolism oi overtly exi)ressod This inlelleclual strength is 

almost masculine in quality ajid is finely bahmced against the lyrical 

impulse. The modulation of this metaphysical or intellectual strain into 

an overt philosophical bias is a definite feature of those poems which 

deal Willi cognition ajid aesthetic _ creation . This raises tlie overall 

problem sometimes of a unca.sy relationship between philosophy and 

poeliy Judith Wiiglit is \vcll awaje of Uie dangers of what John Crowe 
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"Clint^tiiias Bnlliul" oi ''A1 ;i Public 01111101" - slie violvites RuJisoin's terms 

herself At i(s best , licr own pliilo.sopliicaJ poetiy is not the 

'iiiiposilioii of the- picjiidging niirifl 011 Hie holiness of unpredictable 

expeiieiico", but Iho iiiingiimtivo exprossioii ol' concepts; which have 

become so absorbed and subliinaled that they have niodilied aiid 

coiourod , rallicr than leplacod .Indilli Wrielit's prime concern - a diiecl 

iCKpniiRO to lint lite 

Procreation and child bcaiinc are the prerogatives .of 

womajikmd and both KaniaJa Das and Jiiditli Wright speak about these 

aspects veiy candidly Motherhood oJVers a sense of fiiltillinent to the 

mother cUid it is inorp than a biological function . Cliildbiilh is an 

overwhcliiiing p^ycliolocical liinctioii with calliailic effect . 'i'lie growth 

of the foetus , il^ -̂ oll stir in the womb and its qmel cx[)iilsion are 

linked with the creative forces of nature . They are conceived as tJie 

several iv.iiis of a fertility ritual and the niolhei is the eailh. In f^.amala 

Das's poem "Jaisuiya", childbiitli is treated as fulfillment of love . The 

poem exhibits exemplifying sophisticated feminine sensibility . The 

juiaesfhelic elfect of the ram on (he mother in labour pain suggests the 

secretive sviiipalliv (liat exî t̂'̂  belwecii nadiie and its creations . The 
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s^iiiboli'jiii ol Imhl 111(1 duljic',"^ , liclp'. lo idoiilily tlio son ns 'ii slioiiJk 

ol liglil (lini'l iiilo tli'̂  \'.\(\\H\ liglil' 1 In soil iM 'sop-.u'.iK'd liom 

d-iikiie'̂ '- (Jiat \\n^ uiiiie and in mo Sin^jLii symbols of light and 

daikness fiie used by Jiiditli Wiialit in lioi love poem's like Woman's 

Soiic;" and Wonrui to Clnld" In lli'̂  lalfoi poom , tlio poet î  tlie 

(.•"̂ •̂ cntMl fonnnine poiiiasmg giapliically llio inollici s lole in clnld 

bearing 'llieie !•; a •icnse ol joy and exiillalion iii liei Slie is the 

feedei to llie clnld ajid lin«; a ^olid link with it ^ Judith Wii^ht. 

till- lovi- ot nidivi(iii!il' loi oath OIIKM - ol vvoinaii loi iiian ol inolhei 

foi child boni or nnboni is not pi evented as a relationship which u 

conlained in and penelialed by the conlinuons epic of eeneiations , iti 

which the pei^^onal aflection i'; the core , but becomes also a means of 

appieheiiding the woild of being and beconiiiic The centre of the 

woild IS not lovc-makinq but lirc-makiiiR In tiidith VViight\ |)oeliy the 

piocieative act is seen in a inoie haimonion', light due to the poet's 

sncccssliil man led lilc wheicas in Plamala Das niotheihood and child-

beai iiiK aic VIOVVIMI to (lie cxolnsive oxtliision ol the male Hie 

condemnation ot male mscnsitivity is expiessed in ficice tonus and the 

gloiification of an oxtia-iiiajital aifair impails a strange sigmllcance to 

Kaniala Das's contiived system of male abhoirence The husband is the 

'old fat spider' weavinc webs of bewilderment around her In a hundied 

wavs lie has doslioyod liei foininine peisonalify The wife is leduced 



so 

lo !lie ^I'.iliis ()( ;i shivi^-li dw.ul" mid llic liiisliitiul luis been admiuiytciing 

lo lioi 111 "lollinl dosi^s' not love but ltu<l , londciod lioi lil'o joylesy . 

daik iind passive T''.fiiiialn Dn'-''^ bidoi'iies'^' foi man I)iicklcf; down iiiidoi 

llie ueiclit ol' inoilie'iliood and &l>e melts like n waxen doll when she 

speaks of child - biitli and the experiences of motheiliood The poet's 

concern for hei child, born in aji age of bloodshed and despair, .ciows 

into a iinivcisal concern for mankind . MaisniA'a' is FLainala Das's 

nanalive meditation on childbiilh in which she oxprcssos sentimcnls 

'jimilar lo thai ol' hidilii VViiulil 

I'd a vvliile I too wu^ eailh 
111 me the seed was silent , wailing as 
A baby does , ibr a womb's qiiiel 
R ĵMil̂ ion This then was my destiny. 

(1967 • l'l-'l7) 

Feminine sensibility is laigely discoveied in tiie writings of sensitive 

women endowed with imagination , especially when they treat such 

subjects as nieiistination , child - bearing and motherhood . Poets like 

KajnaJa Das and Jiiditli AViight caji speak on these subjects with 

contldence and aiitlioiity In "Camphor Lavircl", .Uidith Wright desciibes 

tlic conception and birth of a child very skillllilly in the following 

pa'^sage 

Under the house the roots £;o deep , 
down . do\Mi , while the sleepers sleep; 
opidting the lock wheie the house is set, 
Ciackins the paved and broken slieet 
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(i ' '7: n-16) 

' l l it^ i> vpoi i c K c o i< p i i i i ' K li m i i i m > ' I lu p i i s i , >j.n> HIK < > s ' l i i i l v I I I K I M I . I I M H 

(lie iiiNslciy ot woinankuul '1 lie iraked di'^plav ot piivjitc pjuls ol the 

botl> , Ihc bierisK, [he white legs anrl the piibic - tlial one finds m Das 

in certniniv mi^sinc here Yet . Wright adioitiv recounts the lootedness 

and depth of the iiiolher Eninnla Das on the other hand has her own 

slock ol such t\pit,illy Iciniinne feolnifts and cxpoiieiicos Piociealion 

constitutes the coie of love juid ^ex bclAveen men and women, il also 

foi nis ihe basi'^ of a liappy riinnly IiTo and Motiety Judith Wiiglit'fl 

poem M^htar' aiiiculnte^ this very idea in a logical and convincing way 

III llie poem, woiiuui is piesciitod as a votaiy of Jshlaj wiio lully 

knows tlie tiiitli ot the lK)dy but wlio caift icad hci thoiichts ot hopes 

Mic 1̂  acliKilU lu Ml'o|),ii il'Ie pail ol llio eiilue [)iotiealive svsleiii ol 

ciiild birlh 'lud ol coiitiunily of lilc I ho epici.ipli [)ielixed lo the 

poelical collection "JrtWfj/' to Kfan" (1949) partly nins thus "Love was 

the mo'̂ t ancient of all the gods . and existed before eveiy thing else . 

except chaos, winch is held coeval therewilli " Love is certainly as 

old as Ihe liistoi"v of the uiuveise , but as compaied to animal love , 

huiuan<: put it to n betlei use by lendi^img it put pose oiiented oi 

ciealioii oiionled In 'Woniaifs Soiie\ Judith Wiiehl is least bolheied 

'iboiit the equality ol urui ,ui(l woman bul she •^ecms lo maintain the 

view that \\.oinaii i=: a siii>onoi |)ailiiei in llio dininn of love and sox 
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According to her, in;iii is ';i lielpless viclim of desire' wlierciis woiiiim 

IS (lie coiiliolliM u( Ills (liv îio iiiid n>ci|)ieii( ol his seed, i'lie Ibllowiiig 

oxhiicl froia "Woinnir'-' Song" betniy hei e\iil1;iti()n ;iiid sense of pride 

over becoming a mother • 

O move m me , my darling , 
lor now tlie smi mnsi l i se ; 
llie film tlifit will diJiw open 
the lids npon your eyes . 

O wnke in m e , my (hiilinc 
Tlie knife of day is bright 
to cut tlie llireiid thnt hinds yon 
within the (lesli of nichi . 

" - (1972: i-8) 

It is interestinc (o note that the celebrated poems of conception arid 

child birtli in IVI^IKCI; /,. Ma:' prednle Judith Wiight's miiniage and the 

birth of her only child. Peihaps the longing for this personal fuUillment 

accounts for the power of poems where the poet is apparently 

()rojecliiig herself into the situation she longs Jbr. while the satisfaction 

of her desires leads to poems m which the tension noticeably slackens . 

In Kaniala Das~s poetj-y. there is an untiring seaixh for 

the |)eilecl niasciiliiie beinc and each encounter with hei husband- or 

lovei IS an espeiimenl in discovering the meaning of true love. The 

rei)eated taihircs of such expeiinicnis make her resentful and defiant 

aiid she looks upon each encounter as merely a substitute for the real 

eK|)erience . Tiie poefs relationship with the husband and the several 
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lowMP coiivlnich (he fiHiiu'woik ol IHM low expoi ieiice ;iii(l Ibi iiis ii 

synbolic ceriiio ol' Iiei Jiiji(a.sies luicl cltcaius . A desiie for all 

absorbing love i«! turned into despair afler eveiy encounter and the 

slnictnre of hei emotional exif^tencc falh n|)ait into a void of liannting 

lonelniess 'Die hope de^pan paiadox in Kaniala Das's j)oetns enacts 

the agony and lesllessness of the poet With a cajidid sense of regi'et 

she wiitos 

" my ptM^ms ir.id been n^nd by vivrr.il pco|)le My aitides 
on liee love had titillated many .So 1 continued to get piione 
calls fiom iiicii who wanlod to piopoHiliou me It was 
obvious to mo thai 1 had |)ainted of myself a \\ioiii» iinatte 
I was iicviM n iiymiiliomamac Sox did not inleiei^t me except 
as a cdt I could eiaut to my husband to make him happy. 
A few ofour acquaintances tried to touch me and made 
indiscieet simgrstions I was hoi rifted When I showed my 
di< '̂cust at (heir behavioiii they became my bitterest ciitics and 
stalled to spread scandals about me If I weie easily 
promiscuous and obliging I would not have gained the-hate 
and the uoloncty that my iiuhlfeience to sex has eanied for me''. 

(1976- 191 -92) 

'llie failure to lind tnie love and the quest for it being a failure , 

Kainala Das aspired for si)iritual .giatification And this she developed 

thioiigh the Radlia - III isliua myth. She bccaii to seaicli lot Hiishua in 

liei eutomileis willi vaiions men She idoiililli'd IKMSOII with Radlia and 

to lici the ecsla^A' ol love - liiltillment was in Radha's total sunender to 

Vliishna The poem 'I'.ndlia" is an expiession ot tiio muted dosne I'oi love 
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aJltM" a long WriiliiiK . Tlie dî yiro ibr iiiiiJlcitioii wilh (lie Loid is eclioed 

(lovotioii;illy 

EveiA'lliing in me 
Is molting . even the hai'dness at the core 

• 0 Krishna. 1 am molting , melting, molting 
Nothing loinains but 
Yon... (1967 : 6-10) 

llie repetition of the word 'melting' heightens Radha's snflering of love . 

In 'The' Maggots" which also is ielated to the Radha - Krishna myth , 

KamaJa Das muses over the fntility of sexual union wliicii suggests the 

failuie of the poet to tind fnlfillmenl spiiitually: 

Tliat night in her husband's arms , Radha felt 
So (load that ho a.skod . what is wrong, 
Do yon mind my kisses love ? and .she said , 
N o , not at all , but thought, what is 
It to the coipsc if the maggots nip . 

(1967: '3-7) 

Obviously, K;uuala Das docs not find what she has boon soaiclung Ibr, 

and her iladha - Krishna syndiomo comes too late to rescue hor . Here 

Kj-islina sounds a mislit in hei poetic landscape . lliough there aie a 

low rofoioncos in hor autobiogiaphy, they hang on to a lemious thread 

and aie too fiagile to sustain . In conhast to the unrequited love oJ 

Kaurala Das , .hiditli Wiieht has been able to reconcile hor love life 

wilh the gioat cycles of natnie In i)ni"ticulai', many of hor i)oems aie 

devoted to those oxporieiico'? of love and love - making , which so tew 

women have conuuouled in pooliy Most women i)oets have writtcr 



85 

liilicll oil l o v o lull not i imcl i o n Miiil;iiit; l o v o . A m i , iis i s ii;ilui;il (br 

:i w o i i i i m . iiol o i i l v llir iicl '.iiul lln- |);i.s'^i<)ii , bill il̂ ^ OIIICOIIK' tho 

c() i icc | ) t io i i . the OCS^IMIIOII . Iliî " bi i t l i o f l l ic c l i i ld ; i ic llie s i i b j o c l s ol" the 

p o e l ' s iiieililiilioM lo vvhicii -.he m v e n iiii ;ii l ic i i l ; i le v o i c e 'l"o . i iuhlli W i i g l i t 

it is love in tlie nietapliyqical sense , coiitainiiig niifl mlusing all love in 

tlie physicnl aiicl the v|)iiitiinl sen̂ ê that is hugely the theme of" the 

vohiine 'IVomwi lo h'iaii' A high dcgicc ol alliiiiiation is achieved in her 

poems and she pinpc^es such a variety of images that the total 

inipiesKion one cams is |)ositive . Peihaps , lo Jnditli Wright there is , 

after all . nothing but the .great round of nature . The shock of her 

husband's dealJi initiates her into another phase . Here it is biought 

home to her in extremely peisonal terms (hat her afTirniation of the life 

process with the individual , it involves a capiliilation to the more 

leartiil aspect'^ of lhi> iraliiial cycle - decay and death 

'Hie f]iicst tor It iie love and companionsliip has forced 

Kaiiiala Das to exploie vaiioii«; possibilities She may have got over the 

need for i)liysical love , but she wrote lepeatedly about it and about 

miconveiitional relationshi[)s . She theorised on matters pertaining to sex 

and to extra maiital atTairs . But the failure of any of these relations to 

exist permajiently appeals to have purged her of all physicaJ desire and 

the self was focused as the cenlie moving towaids spiritual bliss . llie-
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siificriiii; ami ii,m>iiy tow-irds MpirituiUity". nl tlio cciiue oi mr WOIK IS 

syiKploiuulic of nil acutely disdiibcd psyclie s^oiiiu tluougli seveial Uaunias 

I wajit to be simple 
I want to be loved 
.'\iid 
If love IS not to be had 
I wnjit to be (\cn(] 

C'JIie Suicide' 1967 51-55) 

BeicH of love, life is dealli 'llie T oi llie sell" ^^ains pioniiiience iiioro 

aiid more as other lelatioiisliips recede to the backgiomid . But Kamala 

Das IS well awaie that the fq)iiiliial can only be gained through the 

physical and, therefoie , the physical natiiie of love is not completely 

ignored She lemams a passive participant in the entire gajiie of love 

making. The quest for identity tliiough the self is one importajit aspect 

of Kamala Das's poetiy . The yeajiung has laigely failed in her case 

but the positive attempts of the poet touajds realisation of the self of 

her comfoil and coii'^olation to her. In her perpetnal quest for identity, 

the self is actualised tlirough the body, however, traumatic the entire 

experience may be ; 

It is I who laugh, it is 1 who make love 
And then feel shame , it is I who lie dying 
Willi a lattle in my thioal I am sinnei , 
[ am saint I am the beloved and the 
Betrayed I liaAe no joys which are not yoius, no 
.'\clies which arc not yoiiis f too call myself I 

(';Vn Intioduction"- 1965 : 55-60) 
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In the ;il>()Vf Iiiu-s . I-JIMIMIM D;IS iilk-inpls lo iis'ioil lici iiulivulimlily uiul 

foiiiimiM^ uloiility :i«:ii!i'.l socnil mid ciilliinil coiilbi iiiily Tlio pool who 

seeks love transcend', liei individtialily and becomes a symbol of tliat 

univeisal i)0\\ei in uhicli everythinc, good and evi l , inei ges She is 

the debauchee and the lover , she is laughter and death . According to 

Kadiatu Kannoh ' 

Deteiniinisni through body lajigiiage - the self at the 
centre of the orgasm and its roots in the unconscious-
relies upon a belief in a prelingnistic reality, a way of 
exi)eiicncing and nndcistanding the self which is piior 
to tho symbolic. ' (1996 : 332) 

Spirituality in Judith Wiight is very symbolic and philosophical . Metaphysical 

strains ollen tend to obscure the proper poetic perspective . Her earlier 

poeti7 had been es>lablished in one world, the tlnite woild available to 

the seiise"?, and had diawn its strength fiom the claiity and vitality of 

her sense peiceplioiis The etfoil of the later poetry is to teach beyond 

that woild an elYoit that is always a movement towards regions unexplored 

before In 'The CaUwC';' and 'The Two Fires' Uie contingent world has 

become both an eaiiic^t of the idejd world and a denial of it . at times 

a piison fuid at times a means of release Tlic satisfied and consummated 

love life of Judith Wiiglit lias made her to seaich lor identity on her 

own teinis quite ditfeieiitly fiom Kamala Da ;̂ In her poems, her own 

peisonal is sublnnaled \\\\\\ (lie lovci / liiisbaiKl iiuich iii the iiiannei of 
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Jolm Doiiiii.- iiiiil Ilk- t|U!.-st for idciilily ICSIIHM IKJIII M iiiiiU'd yoiiiiiiiig . 

Uu: 'I ' ;l|>|)̂ .•;ll̂  m Jiidilli W'l mlif.s poems' ;i'i :iii i-yik-ii-iioii ol (lie* union 

between Inislnind ;iiid wiie lioni a bioadci pei^jjeclive ajul is in many 

poeniH a siibfilituto J'oi~ 'we ' 

We meet and part now over all the world . 
We . tiie lost company , 
take hands togethei in the night , forget 
the night in our brief happiness . silently. 
VVc who songht many things , throw all away 
lor this one thing, one only , 
remembering Ihnt in the nnirow grave 
we shall be lonely 

C'llie Comi)aiiy of Loveis" : 1972; 1-8) 

Spirituality is here attained through the temporal . Happiness of physical 

existence benimibs the yeann'ng foi attainment of the spiritual . Judith 

Wright acknowledges the need of the male in the entire cycle of 

piocreation -'ujd piopngation of flie race She nieasnics 'identity' juid writes 

about selfliood in terms of a single , nnilied entUy • 

Lock your wanu hand above the chilling heaji 
and lor a time I live without my fear. 
Gtope in the night to find me and embrace 
for the dark preludes of the drums begin, 
and lound us , romid the company of lovers 
Death draws his cordons in. 

(Ibid : 1972 : 11-16) 

To Judith Wright . unlike Kamala Das ; spirituality is notable not only 

for its ^symbolic complexity , but also for its realism It confronts the 

full implications of the human situation . The child which is the agent 

of the life-force ai'jo foniis a pait of the 'self of tlie poet . The child 
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in a vei"y real sense is tlie' sexunJ urge made flesh . The poel too is 

coiilrollod by (lie iinpoisonal power of (he life-force . This accounts for 

lier femTnl response in her poems which is wholly successful not only 

for its dramatic innnedincy , but l)ecause it resolves the complex levels 

of signitication . Identity is estfiblished in .hidilli Wright's poetry by a 

powcifiil presonlJilion of physical love in which the lover/husband is an 

active paiincr. Viewed liom the niclaphysical level her poetry proposes 

that in each sexual net tlieie is the potential tor concci)tion and a 

resurrection that defies liine and death. The womaji is the proud yet 

fearful instrument in this process . On this point . Judith Wright in an 

interview maintfiins : 

'' ..because women are much more inclined to rely on their basic 
experience . They 're more in touch as it were , with life in the raw . 
Tliey're not dealing with it in the same way that men are . They're 
coping more day-to - day , and I think that women have to rely ajid 
should rely a good deal, on their emotional reaction to l i te , rather than 
their intelleclnal- reaction to life : and I feel that one has , one's really 
walking a knife-edge there . One can't over-develop one's intellect or one 
loses the emotional reaction .The basic touch . with life probably is 
women's main strenglh. ( in an intei"view to .iohii rhompson: 1967: 38 ) 

FundamenlaJ to her obsei-\'a(iou as revealed above is the theme of the life 

of the woman - the special metaphysical vision of woman that considers 

her -as a special kind of human being, a special kind of living being-

for to be female is to be more than a paii of the human race . Women 

as poets have tended to speaJ< in the forms prescribed . Most of them -
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Inive iiol been iibk- lu P,IYO O^I)IOSSII>M in uoids wliiil iniikey explicil llio 

|)cciili}ir fuid inii(|no oxpciienco oi" goiiorationsj ol' women unci tlioir 

e'q)erieiices Tlii«: la'̂ k of speaking llio original native word not 

tiajislaled into niasciiliiio terms is implicit m the pioeramme ontlincd by 

Judith Wright lor herself llie 'tone of voice" of her poetiy allows one 

to speak of lior in a reaJ sense as a poet , williout ajiy of the iniplicalions ; 

carries uilh it . 

Judith Wright appeai-cd on the AiistraJinti Jiternjy scene 

with her talents firlly grown and no pocl past or present has shown 

so much concen) for the land tuid its people like her . Pioneers , 

busluaiicers, convicts , aboricirres - whatever or whoever is colourful aiid 

significiurt in Australia comes up HS ghosts arrd spefrks in her poetry 

giviirg it a curiously liamited qunlily Judith Wiiglit is at complete ease 

when she treats such diverse subjects as the Australian earth , the 

feminine question exploring the niysferies of love and childbiiHi, and of 

piolormd and soaichrng medrtati()rr<^ of lite in gerreial - all outslaridiiitt foi" 

their intensity of vision and their richness of language and mirsic. 

Jiiditli Wiiglil lias IK-CII paKi.ioiialcly involved uilli Anslialiaii coiicci lis , 

particularly with settlements by Europeans ajid its conseqirences for the 

traditional aboriginal owners as well as the ecolo.g>'. However, her 
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pocliy li;iy its |)liil()'-'('|)liic;il ^\Ae , loilfJcd iii il'- iusMiiMiess of diiiilily 

iuid longing Ibi uiiil) \n ils coiicoiii willi \\w iol;i(ion of time to 

oloiiiily >L;iiii!tlit L);i!- on llie otlu-i Ir.iiul ^liows liUK- concern Ibi (lie 

country or its |)coplo m genetal , uliere slie resides . In her poems flie 

dnst, (lie heat, tlie ciowds, the poveiiy of Incha is mteduined wilh the 

misery and endurance of womankind. Her troubled marital life and other 

social concerns gave hci little time to focus on matters of local or 

national interest. She talks of war , but only on purely personal terms. 

Waj- destroys both love and life . In 'The White Flowers' tlicre is 

thought fully expressed anxiety and anguish : 

'Hicy talk of India, in strong beautiful voices Willi ficsh 
Blood (lu"y shall love her, 1 Know , most lovingly 
.Ajid bum as incense, living llesh. (1967. 7-9) 

'llie poet's concern foi her baby son boni in ait age of bloodshed and 

despair ,giows into a universal concern Jbr mankind. The white llovvers 

aic contiiisted with the red clien^ wine siicgesting the contrast between 

peace and bloodshed. The ghastly sense of death created by images 

like 'the dead man's palnf ajid 'the weeping of old motlieis' is counter 

baltuiced by the poet's deteiminism to protect the baby - son . Jiidilli 

Wright also voices similar concems in "The Two Fires" "fi-oni a broader 

viewpoint . Her despair ni response to the hydrogen bomb and the 

Korean War maiks a crisis in her thinking It is not simply the 

physical threat of Ihc boml) ; to Judith Wiighf the bomb lepiesents tiie 
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ullitiiale aJienalioii of niiiid ajid world , for here man turns in fury not 

only upon liif? follow MI;IJI , but on the genetic basis of life itself. It 

is upon this genetic vitality that the |)oet has based hei whole defence 

against time and denth 

Deal!) , decay and desli action aie concerns which are voiced 

inteirnitlently ni llic poetiy ol' l-lainaia Das This is largely due to the 

lailnie of the poefs search for a line <uid lasting lelationship . Death is 

levealed :is ;iii obscuie piuallel to lite I lie poet's loii.cing for death 

IS also a pai1 of her belief in immortality. Death is temporaiy phase 

tlirough which the human soul passes from life to immortality. Kaniala 

Das writes : 

1 have been foi yeais obsessed with the idea of 
dealii I hnvc come to believe thai life is a mere 
dream and Hint death is the only realih,'. II is 
endle?,'! strelcliinq before and beyond oni' 

" himiaii existence . 'fo slide into if will be (o pick 
lip a new sicnilicance. (J976 : 218) 

On several occasions death appeared to her as an easy escape from 

the loneliness of life , The idea of suicide also hnnnted her fiefinently . 

Howevei , the {)oel's jest foi life ])ievented her fiom taking the exiicme 

option. Judith Wiighfs preoccupation with family life, her conceni for 

Australia and its people , her relationship to the gieal cycles of nature 

prevented her from seeking an escape from the realities of Uie 



93 

\ciiiporal woild Slic Ir.ul sniTorcd momenls of depiesv;ion l>iit she loinid 

.solace in pocdy . 

I'licn poiMiy\s' clectiiii!. ŝ liiuli." 

enclosed nie with its darkening ray, 
left me no thee to recognize , 
no eyes to meet my searching eyes . 
'llic solitude of poeti-y 
locked ine within its second shade . 

('Clock and Heait' : 1972:7-12) 

Because . o f fove and a consninniatcd inairietl life , Jndilli . Wiight's 

attitude iy responsive S!ie does not conlionl a passive tuid loveless 

world like I<'!iiii;il;i i)n?i 'I'lie niiioti ol mind and niallii , lilo and death 

, is one. of total inlograiion 
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In lilt' iiilrodiiclion to lier work 'DR- SC-COIKI Sex , SitiioiiL' (It? 

Boauvoir staiis w\\\i tli.: qucsitioii -What is a woiiiviit ?' Slio tlieii goes on 

exploring (lie i)!iyi^ica! '.uul social aPiHH-t« tliat didbrontiates a woman fioin a man 

Now , in liio |>c)stniu(liiii peiiod , we niiglil have moved Ibi avvay (loin de 

Ikanvoii's liindanienlal ass-erlions in inqniiiiic; iiilo 'Wlial is a woman ?' . 

I'lieic is no need iiriyniorc to eslabli^li a woman"?; gender identity , and argue tlial 

slic is equally cajjable like men in llie aieas ol' cicative writing as well as 

cliallengiiig men m the so - called ;nea.s meant 'only for man'. What is cnicial in 

lileraiy ajul critical discourse is how far we liave been able to uiulersUiiid 

'women's writing" as dilTerent fiom othci- writings . llio question that needs to 

be exploied is liow llie diiTiM.eiice is ailicuUited ? Does that dilTerence speak of 

fnudamenlal dilTerenees in thinking , feeling and aiiienlation ? If so , how does it 

work ? All these qneslion and otheis conceining body, molherliood , woman -

child relationship , man- \voman relalion'diij) , and spii iluali^m ai e discnssed in 

the Ibiegomg chaplcis in llie context of Kainala Das and Judith Wright as 

feminist |)oets. 

It is widely held that while one's sex is detei mined by anatomy , the 

prevailing concei)ts of gender - of the trails Ihat constitute what is masculine and 

what is feminine - are largely , if not entirely . cultural constructs that were 

generated by the omnipresent patnnjcliiaJ biases of our civilization . ]n this 

way the niasciiline in our culture has come to be identified as active. 
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(loiniiiiiliiig , JKIVOIIIUIOUM. iiilioiml. croiilivf , lli'.* loininitio , by ;<yMloinii(ic 

oppowilioii to sucli tinily . liiis come to be i(leittilio(1 ;"is pjissiVe , vifqdicscciU , 

tiuiiil . omolioinil jiiid coiivenlioiiHl I'liilliei- , it \H OIKMI lield llinl llic tindilioiinl 

neKllielics cnlegoiieff niul ciitoiia for nnnlyzing and nppi'<iising literal^ woiks , 

altliougli repiesented in standaid critical theory as objective , disinterested -, and 

universal arc in Ihct innisiMl vvitli iiiascnline assnmpfioiif? , interests , arid ways of 

leasonnig . so that the standard laidongs . and also the ciilical lieatnienis . ol 

iilofaiy \u)ii;s ui fact been tacitly bnt tlioioughly gender - biased . llie feminists 

of all hues challenge tin?; bias . Iliey call attention to decoiiMli iicting our ci itical 

approaches and dealing with literature so as to do justice to fcinnle points of 

view , concerns and values In the eighties , Jeniini«ls have moved liom the 

social to the lingniblic challenges of gender discrimination . The sweeping 

ladical chiiin of Fieiich tlieoiists has declared that lajignage is not gender -

neutral •riierefoie , the need of the hour is no! only thai women should cicate a 

liadition of theii own wiifnig but shonld also create a language of llieir own. 

llic basic problem of llie Piench theorists is lo establish the very possibility ol 

a woman's langnagc that will not , when a woman writes , aniomalically I'e 

ap|)ioj)i latcd into the pliallogocenti ic langiiace , Ibi such ai)i)ropi lalion force? 

her into complicity with the lii>giii< ;̂tic lhalnie< !̂ (Ir.il impotje on feiniilea ;i 

condition of maicinalttv and snbsen/ience , or even of lingnistic nonentity . 



To ^;"l I K I (I ( I 111'I ( l i l r i i m i ; i , I l i - l c i i ( ' r i o i i ' i p o i i i l M Ilk* CMMtri iCi ' o l n i l 

iiicipieiil 'Iciiiiiime \SII(IIK;" wliicli li;is its fioiiici* in IIK^ iiiollioi , in lliiil Ndigo ol" 

llie iiiotlier - cliild lelnlioii bef'oie llio cliild ricc|iiiies' tlie intliei's language . 

llieiefoie , in liei- vie-w , lliis pielingnistic pofeiitialily in the imcoiisciotis 

'inaiiileslp itself in tli'ose written texts which , nbolishing all lepressioiis 

unclenniiie and snhvcrt the tlxcd signitication , the 'logic' and 'closure' of 

pliaJloceiitric kuigwage . and open into a joyous frecplay of meanings . 

Alternately Luce Irigajy posits "woman's writing'" which evades the male 

monopoly and the risl; orap|)ioprintion into the existing systems by cijliiblisliing 

as its generative principle , in place of the monolithic i)liaJkis , llie diversity , 

lluidity , and multiple possibilities inlieient in (he sliiictiiic ;uid ciotic functioning 

of the female sexual organ's nnd in the distinctive naliiie of feinvde sexual 

experience . 

Ill oui study of Kajiiala Das and Judith Wright ,-in spite of 

. ai'guments and counter -aiguments by critics , what has emerged cleai'ly is their 

unique sensibility Cenlrnl to thnt unique sensibility aie female experience and 

imagination . Although Haniala Das has shown a different language use , 

rhetorical employment, Judith Wright seems to be traditional . However , tlieir 

feelings and cxpeiiences as women illuminate tluough their creativity . Hence , 

it will not be improjier to say that both belong to the badition of women writing 

with the alteiidant featuies that the feminists considei unique to 'women's 
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wiiliiij^'. Jii tliL'ii'poems on? wiliiesses ii «li oii^ (lisH|>|)i oviil of lueify |)oiiit 

of view |M iori(ir-'ii)c only ill'' foiiinle w;ty of seeing and undeif^lniicling 

lliiniis' iiionnd llieni oi lliHnieli then' lived ex|)ei iences . If we don't accepi 

ne-'-illielic vnlne !I.<J nitiveis^Jil nnd axiomatic . we lind in tlie u'oikfi ot'botli poets 

f:n|-)eil) poetic (lualities Ilia! resonate tliio\igli a nniqne w^v ol' symbols and 

nietapliois that inl'orm tlie aesthetic qnality otllieii' vvoii<s 

J'emale identity apart tiom being based on a diiJeicnce or 

lack is mostly socially constructed . Kamala Das's sclt̂ - defmition snbsumcd in 

llie poetic persona T Inik's ot'hef iiKlividiinlity njid gendcf ditlefence . Slie slaiis 

witli knowing her , 'who is she'and then aiUculates lier feelings in poetry from 

that position . She is oflon rebellions mid vehement in ailiciilnling her subject 

l)()silion l.ike Sylvia I'latli, she does not want to shy away even fioni violence . 

Heterosexiiality is not only a man's preiogalive . However . Kamala Das 

visualizes it as a quest lor wisli - fiiltillment In her vaiions sexual escapades , 

she is looking for tlic man ot~ her ideal male /man She is nntbilnnatc , m the 

sense that all her extramarital involvements only results in disgust and not in 

glorification . While in the social context she tries not to cindc herself with the 

iinage"of the ideals of Sitn or Savitri , nonetheless she does not hesitate to play 

the lole ol'Radha , the consort of l<.rislma . (3ne may ajgiic that IvamalaDas has 

given a new direction to female spirituality' in idealising Radha - Krishna love . 

To her physical lo\e is a kind of sickness Ilosyever , the only escape liom this 
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sickness is llierc in llii." ideiil iove of Rndlm mid Kiisliri;i . 'Jlio tlioirif ofRadlui -

ICiisIuia love is sliipijed of all tiadifioual trapping. Kaiuala Das uiiderstaiids 

(his relalioiisliip â^ coming (ogellior of two like minded people . However , this 

pnrsnit doc î not bear fnn't in the context of social control 

Her anger and frnstrations in her multiple relationships 

aie obvious . 'lliis does not lead her to hale men in general . She as a mother is 

ovcrgratiJicd and loved the .experience of motlierliood . 'J'lie biilli of the child 

biings to her innncn^c joy . Kamala Das may sound radical in sexual 

relnlionsliips, however, she is traditional in many ways as an Indian woman . 

As a creative writer, she combines many things traditional and modern and 

redefines womaifs position in Indian society . On the whole , Kamala Das 

lemains individualistic in her ai-ipioach and ajticulation of creativity . She does 

not bother about Indian landscape or the nation as Judith Wright does likening 

her to the image of the eaiHi mother . 

Judith Wright's sensibility is quite dilleient form that of Kamala 

Das's for she thinks of woman in a context of the eaith- mother , procreator, 

nnitmei- of life . She \n not as ladical as F.amala Dafi in her sexual predilections . 

She-certainly values ideal man - woman lelationsliips . She is not a stranger in 

her own world ; indeed she is a happy poet who wishes all the veiy best . Her 

ideal relationship with her pliilosopiier husband and having a home full with love 

shai)es her poetic sensibility She ceilauily slails with looking at herself as aii 
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o l l i o i s . l l i o b i ' , ) log ic ; i I h i c k o r ( l i l T o i e i i c o d o e s i io l I r o i i M c IHM foi- s l io loo l<« ;il l ici 

clidereuce as a gill lluit could bi iug meaning to liei' life 

She docs not iimke hor lack as a convenient weapon to challenge 

ratlier consider it as a means tlirongli udiich slie can bring in happiness to herself 

suid others. Emerged Com this conviction is her attitude to men and issues like 

motherhood ajid spiritnnljsm . She enjoys motherhood and the innocent smile of 

a child's face brings to her heavenly feelings . In this mother - child ideal 

relationship she does i>oi visiiniize llio lhti>er ap an intruder, he is in i'act a part 

of it . Radical feminists, may not like Wright for this conviction , however , she is 

coned in visualizing any woman as a repieb'enlation of mother eiutJi . The 

sUengtIi of Wright's poetiy is that she strongly identifies with the AiisUalian 

huidscape . Tlie landscape of AUHIIalia resonates tluougJi a kind of melaphoric 

tloiirisli that mUh lo her feminine poetic charm . From this- emerges a 

. cohesive and integrated aesthetic vision in her poetry . 

Although ' Kauiala Das and Judith Wright differ 

siguiilcajitly in their perception of reality and realisation of individual subject 

positions , they are coini)lementary to each other in significant ways that 

addresses divergent view points of feminism . In reading both the poets while 

one , on the one hand, ta!;e'̂  note of woman";; asionios and anxieties , 
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(IcpiesHioiiy ;iii<l depriviilioiis , on (!io olhoi, lool'.s nl (lioso vv;iy.s lliut may 

bring to li'̂ i coiisohilioii ;tii(l coiiifoi t, iMiliglileimiiMil ;iii(l spiiitMiil blisH . 

Moio llinii ciiiylhiiig olse , bolli pods linve cleoij fiiitli in 

l)oeli-Y Pocti-y lias become n mesms tor not only their self- leaiizalion but also 

for self- expression 'the Muse , nUininlely becomes liio goddess for nn escape 

lor fuixielics oi agonies and also a means of self- lealizalion and spiritnal quest 

. It becomes a means for them to became many women and Ibrge sisterhood of 

women across the world . PoetiA' becomes the poets . Whether appreciated or 

not, they believe in the Muse as the means of their salvation : 

Be cfinlion'd then my Muse, and still retired ; 
Nor be dispis'd aimins;! to be admired : 
Conscious of wants , still with contracted wing . 
To some few friends , and to thy son ows sing. 
For groves of Lawrell , than weii never meant ; 
Be daik enough (hy shades , and be then there content. 

( 1996 : 97 ). 

0 2,1>'^ t? 
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