PAGE  
93


Arundhati Roy's The God of Small Things is a saga of suffering that involves the two most marginalized sections of society – women and Dalits, and the tremendous courage and dignity they show in the face of suffering. The novel is a remarkable indictment of patriarchy and the injustice with women. In this patriarchal society a women is victimized everywhere: as a daughter in her parent’s home, as a wife in her husband’s house, as a worker in a factory, or as an employee in an office. The novel deals with the issues of feminism and gender discrimination in a conservative and aristocratic society where women are seldom allowed to take education; where they are treated as inferior sex, where they have a very little share in the happiness of the family, where men always dominate over women. Meena Sodhi sees this novel as representing class-divisions at various levels of society, the most prominent one being the opposition between man and woman. It is a kind of chasm which cannot be bridged: 

Roy is not very hopeful of the narrowing of this breach between the two opposite groups. Perhaps this dismay has led to a feeling of anger and defiance in the novel – anger at the subordinate and marginalized position of women in the society, particularly in the society in which she grew up where, she says, the only real conflicts between women and men (Sodhi, 45).
Seen from the feminist perspective, the representation of the female characters focuses on the plight of women extending to three generations. Here we come across docile, submissive women who suffer the restrictions and the brutality of the patriarchal society silently like Mammachi; those who rebel and dare to defy the patriarchal conventions like Ammu and Rahel and also those who, despite being victimized, contribute to perpetuate the marginalization of women like Mammachi and Baby Kochamma. As Jyoti Singh observes:

In the gallery of women characters portrayed in the novel, we encounter two sets of women, one which submits to the dominant discourse for validation and the second which favours inner validation in search of a free self .The first set adopts the community’s charted path. They are thus safer, though they live in a fearful survival strategy   by always battling the psyche. Those filled with a sense   of inadequacy, especially when they measure themselves against culturally, especially when they measure themselves against culturally valued masculine norms, turn to inner validation. Unfortunately, in both case, unhappiness is their lot.  (Singh, “Indian Women”, 140-41).

The God of small things narrates the story of a Syrian Christian family of Kerala, the Ipes. The story of this novel centers on fraternal twins, Estha and Rahel and their mother, Ammu, who has been ostracized by her family and society in the small town of Ayemenem. Speaking about the subject–matter of the novel, Roy comments:
The book is about the level of boundaries between parents and    children, touchable and untouchables, life and death. And also about the transgression of these boundaries and how one can break with these conventions, about leaving home and returning home we all wish to return home; also the fact that there are no guilty or innocent beings for we are all accomplices (Sengupta, 52).
The God of small things focuses on the family of the Ipes in Ayemenem and traverses through their three generations. Baby Kochamma and Mammachi belong to the first generation. They apparently seem to submit unhesitatingly to patriarchal social norms as pointed out by Antonio Navarro-Tejero in her article titled, “Power Relationships in The God of Small Things”: “The first generation of women in the novel give extreme importance to patriarchal social norms, indeed they succumb to them….” (Navarro-Tejero, 105). Ammu belongs to the second generation. She is the central character and the whole story moves around her. She is a divorcee and harbors an intense passion for Velutha, an untouchable. Rahel and Estha belong to the third generation. Through these three generations Arundhati Roy has tried to weave a tale of helpless suffering that seems to be the destiny of the marginalized sections in a society degenerated by the desire for power and control. As Tejero points out, in the novel, “Roy investigates the oppressive conditions powerless people are pitted against in the three ‘Big’ power structures: Family, State, and Religion” (Navarro - Tejero, 101). Shreya Singh observes in this context:

The God of Small Things thus is a book about a clash in society between those who accepts history’s destinies and live within the limitations prescribed by them and those who are “not accepting of what we think of as adult boundaries”. Those who resist the boundaries of history are those who have historically been given no power and autonomy in society. Their attempt to piece back their destinies into their own hands meets the resistance of those who have enjoyed power and who have benefited from the weak remaining so. “The personal is the political” is what Roy’s protagonists are armed with and by their acts of social and sexual transgressions, they fight against the forces of history and society that deny the weak and marginalized the right to dream their own dreams… We can see how the Jamesonian allegory finds its way in The God of Small Things where Roy uses her characters as national allegories to critique an India where the weak and unprotected, namely the women, children, untouchables and nature, are suppressed and suffer tremendously due to the “social machine” that “intrudes into the smallest and deepest core of their being and changes their lives” (Singh “Politics”, 1). 

 
In the novel Arundhati Roy has tried to depict women's status in the society, especially the women who make their own choices in life and are ‘displaced’ and uprooted as a consequence. Arundhati Roy focuses on the bitter experiences of Ammu, who tries to break free from the shackles of patriarchy and is victimized by her orthodox family and her community. Her marriage with a Bengali young man brings disaster in her life and his disgusting behavior compels her to divorce him. She cannot claim a position in her husband’s home and neither can she find her own space in her parental home. The other female characters are also victims of the patriarchal subjugation in one way or the other.
The novel opens with Rahel coming back from America to her childhood home at a remote village, to meet her two-egg twin brother on a wet monsoon day in Kerala. Her brother Estha has also re-returned to Ayemenem after an interval of twenty three years. Rahel and Estha have a peculiar relationship. As children they considered themselves to be one person. Roy tells us that "they were a rare breed of Siamese twins, physically separate, but with joint identities." Rahel used to share experiences, dreams, and memories with Estha. But as thirty-one-year-old adults, the twins have developed individual personalities, more so because they have been living separately for a long time. As young children they used to live in the famous tea province of Assam. Later on, their parents divorced and Ammu returned to live in Ayemenem. Rahel’s return sets off the memories of her childhood and thus we are offered glimpses into the past and the present of other characters. In this way she makes us aware of other characters of the novel. 
Baby Kochamma and Mammachi belong to the first generation and represent the women who ardently conform to the patriarchal norms and willingly succumb to gender-oppression, as is evident from their stories. At the tender age of eighteen Kochamma falls in love with a handsome young Irish monk, Father Mulligan. Father Mulligan came to Ayemenem to visit Baby Kochamma's father, Reverend E.John Ipe who is a priest of the Mar Thoma church. Though there is a considerable age difference between father Mulligan and Reverend Ipe, both enjoy each other's company. One day Reverend Ipes invites  Father Mulligan for Lunch and Kochamma is irresistibly drawn towards Father Mulligan: "......of the two men, only one recognized the sexual excitement that rose like a tide in the slender girl who hovered around the table long after lunch had been cleared away" (Kapur, 23). When Father Mulligan returns to Madras, she displays her stubborn single mindedness in defying her father and goes to Madras as a trainee. Against her father's wishes she becomes a Roman Catholic and enters a convent hoping that she would get more time there to spend with Father Mulligan. But she does not succeed in her mission because of the heavy engagements of Father Mulligan. She hardly gets an opportunity to meet Father Mulligan. However, this frustration of Kochamma makes her restless and love crazed:
Within a year of her joining the convent, her father begins to receive puzzling letters from her in the mail: “My dearest Papa, I am well and happy in the service of our lady. But Koh-i-noor appears to be unhappy and homesick. My dearest Papa, Today Koh-i-noor vomited after lunch and is runnng a temperature. My dearest Papa, convent food does not seem to suit Koh-i-noor, though I like it well enough. My dearest Papa, Koh-i-noor is upset because her family seems to neither understand nor care about her wellbeing...” (Roy, 25).
Baby Kochamma's mother knows that Koh-i-noor is none other than Baby Kochamma herself. Reverend Ipe goes to Madras and withdraws his daughter from the convent. Then he makes arrangement for her to attend a course of study at the University of Rochester in New York and she graduates with a degree in ornamental gardening. When she returns to the house in Ayemenem she maintains a uniquely beautiful garden, which grows wild from neglect when she is hooked to the television day and night. This passion she now shares with the midget housekeeper, Kochu Maria. Baby Kochamma is anxious now that the twins are back in Ayemenem, worrying as though they will steal the house from her. 

Though Kochamma pursues her education abroad and gets exposure of two cultures, native and American, she doesn't feel easy and grows more and more frustrated, resentful and peevish. She remains in touch with Father Mulligan until his death a few years earlier. Although he rejected her in life, Baby Kochamma develops an imaginary loving relationship with him through her diary. Surprisingly, she is not affected by his death. On the contrary, she feels that now, “her memory of him was hers. Wholly hers. Sav-agely,  fiercely, hers. Not to be shared with Faith, for less with competing co-nuns, and co-sadhus or whatever it was they called themselves”(Roy, 298).
Thus, Kochamma’s frustration and rejection in love transforms her into a sadistic pervert who makes the life of Ammu and her children miserable. Kochu Maria is the cook in Ipe's home. Baby Kochamma and Kochu Maria are hypocritical and self-opinionated women and their myopic vision causes grievous losses to other.
Shreya Singh, in her essay, “The Politics of Transgression” says, “Roy personifies patriarchal norms in the Indian society in the form of abusive, manic and tyrant males that suppress the hopes and lives of the women around them. Ammu’s desires and her innate nature transgresses on the fate imposed upon her by her family and society and it is through her character that Roy gives us a critique of patriarchal traditions embedded in even an elite and educated family in India” (Singh, “Politics”, 1). 
The novel also narrates the story of Reverend Ipe's son, Papachi. He is an entomologist and a high-ranking government official. Despite working in Delhi and abroad, he remains an orthodox, jealous husband all along. He is a thorough hypocrite. He does not have any interest in Mammachi’s pickle making. He feels that her work is against his dignity and status of a respectable, high-ranking ex-government official: “He has always been a jealous man, so he greatly resented the attention his wife was getting” (Roy, 47). He donates money to orphanages and leprosy clinics and outwardly, he is a thorough gentleman. But with his wife and children, he transforms into a tyrannical patriarch. In the novel we find many references of his manic cruelty and his methods of terrorizing his wife, his daughter, and his own family. He beats his wife and daughter mercilessly. He is a compulsive wife beater and thrashes her regularly. Even though Mamamchi suffers a lot of cruelty from her husband, she does not raise her voice (Roy, 180).
Mammachi's physical abuse is put to an end by Chacko's superior physical strength. Chacko is Mammachi's son. In the Ayemenem House he is the youngest male member. During his under graduation he develops a taste for communism. He has a curious mixture of a Marxist mind and a feudal libido. His colonial obsession takes him to Oxford and there he happens to meet Margaret, an English girl, whom he marries. But Margaret Kochamma is not “just the first woman that he had slept with” (Roy, 245). His feudal libido has been active long before his marriage. 
One day, when he is on vacation and sees his father's cruel behavior with Mammachi, he barges into the room, twists his father's hand and says, "I never want this to happen again" (Roy, 48). This incident hurts Pappachi and his pride so much that he snatches all his ties with his wife. He does not speak to her until his death and uses either Kochamma or Kochu Maria as intermediaries to convey his message. On the other hand, this strengthens the bond between and Chacko and his mother. On her husband's funeral, Mammachi cries because “She was used to him, than because she loved him” (Roy, 50). 
Ammu is Chacko’s sister. Thus she belongs to the second generation. Like her mother, she also suffers the cruelty of her father. He is not in the favour of girls’ education as he feels that a college education is an unnecessary expense for a girl. Hence, she has to drop her studies and come to Ayemenem with her family. At Ayemenem, her life becomes a dull, monotonous routine as she has nothing to do except for household chores. Her wait for marriage stretches endlessly as no suitable proposals come her way. She cannot get love and affection in her family. Her mother is indifferent to her, and she is constantly humiliated by her father. In Ayemenen she feels alienated and captivated and gradually begins to grow desperate. 

All day she dreamed of escaping from Aymenem and the clutches of her ill tempered father and bitter, long suffering mother. She hatched several wretched little plans. Eventually, one worked. Pappachi agreed to let her spend the summer with a distant aunt who lived in Calcutta ( Roy, 38-39).
Thus, at the age of eighteen she meets Babu, a Bengali young man while at a friend’s wedding-reception in Calcutta. He proposes to her after five days. Though she hardly knows him, she cannot deny his proposal as she is in search of a peaceful and happy life. So she accepts the proposal in a fit of desperation: “she thought that anything, anyone at all, would be better than returning to Ayemenem” (Roy, 39). But soon she realizes that her marriage is a mistake. She discovers that her husband is a full blown alcoholic and an outrageous liar. He is suspended for alcoholism and his English boss, Mr. Hollick gives him an ultimatum to either send his wife to sleep with him or be fired for laziness. Her refusal to do so infuriates her husband: “He grew uncomfortable and then infuriated by her silence. Suddenly he lunged at her, grabbed her hair and then passed out from that effort” (Roy, 42). When Babu forces her to accept the proposal, she is furious and beats him senseless. She realizes that his violent nature might affect her children adversely and hence she leaves him for good: 
When his bouts of violence began to include the children, and the war with Pakistan began, Ammu left her husband and returned, unwelcomed, to her parents in Ayemenem. To everything that she had fled from only a few years ago. Except that now she had two young children. And no more dreams (Roy, 42).
At Aymenem also, she is treated as an unwelcome guest. Her father doesn’t believe her version of the story, that “an Englishman, any Englishman, would covet another man’s wife” (Roy, 42). Her mother and brother consider her a burden and her children a nuisance. She becomes a topic of slanderous gossip amongst the relatives and she “quickly learned to recognize and despise the ugly face of sympathy” (Roy, 43). As a forsaken woman, she becomes completely ‘unhomed’. Baby Kochamma, believes that being a “wretched Man-less woman” (Roy, 45). She should not have any “Locusts Stand I” (Roy, 159).
Together with her children, Ammu is repeatedly made to realize that she has spoiled her whole life by making the irrevocable mistake of choosing the wrong man. She and her children become a source of irritation and annoyance for others. Her life becomes a burden for her. Then one day she sees her daughter, Rahel, playing with Velutha and sharing the innocent joy of his company. Seeing this she also gets attracted towards Velutha. She falls in love with him and longs for his company though she is of upper caste whereas Valutha is an 'untouchable' a Paravan. He serves as a handyman for Ammu and the rest of the family. Slowly, Velutha's desire grows to match Ammu's longing. Though both of them are well aware of the consequences, they cannot restrain themselves. They know that there is no hope of their love lasting forever or culminating into marriage. They think that if the price of this dance is death, this cost is much better then living such an isolated and dejected life. But they are not able to hide their relationship for long. Their love is exposed after only a few weeks of whirlwind romance. The previous afternoon, it was raining nonstop, and Vellya Paapen arrives at the house drunk. When Mammachi finally lets him in, he begins to blabber about how grateful he is to her family. Then he tells Mammachi that Ammu and Velutha, her daughter and his son, are having an affair. Mammachi shouts so loudly that she cannot hear what he is saying. She pushes Vellya Paapen down the stairs. He offers to kill Velutha with his bare hands. Baby Kochamma feels vindicated when she hears the news, because she has always been jealous of Ammu. Mammachi, Baby Kochamma, and Kochu Maria lock Ammu up in her room and send for Velutha. The narrative shifts to a fisherman finding Sophie Mol's body in the river. Accused of assault and rape, Velutha is arrested, flogged and tortured to death by the upper caste police-officials. In the police station, Baby Kochamma recounts the discovery of Ammu and Velutha's affair to an officer.  In order to salvage the family's pride and to indulge her own love of melodrama, she says that Velutha had raped Ammu and makes him out to be an ungrateful criminal. Later, Ammu does try to set the record straight to no avail.
Ammu's family expels her from the house. Then her condition worsens. She works here and there and finally becomes a prostitute. Her dead body is found in a cheap hotel. She had to suffer this indignity because she breaks all the laws of society. When Ammu dies at the age of thirty-one, Rahel is nearly eleven. The burden of her mother’s ‘sin’ hangs on to the daughter’s shoulders. She has been a silent witness to her mother’s sufferings, her humiliation and her ignominies. She does not get the sympathy and concern of her family members which she rightfully deserves. After her mother’s death, she loses the only shelter she had and feels unwanted as she cannot relate to the other family members and begins to drift aimlessly:
After Ammu died (after the last time she came back to Ayemenem, swollen with cortisone and a rattle in her chest that sounded like a faraway man shouting), Rahel drifted. From school to school. She spent her holidays in Ayemenem, largely ignored by Chacko and Mammachi (grown soft with sorrow, stumped in their bereavement like a pair of drunks in a toddy bar) and largely ignoring Baby Kochamma. In matters related to the raising of Rahel, Chacko and Mammachi tried, but couldn’t. They provided the care (food, clothes, fees), but withdrew the concern (Roy, 15).
Rahel is first blacklisted in Nazareth convent at the age of eleven, when she is caught outside her housemistress’ garden gate decorating a knob of fresh cow dung with small flowers. Six months later she is expelled after repeated complaints from senior girls. She is accused of hiding behind doors and deliberately colliding with her seniors. The third for setting fire of her housemistress's false hair bun which, under duress, Rahel confesses to having stolen. 

This is her first of three expulsions. She cannot get love or affection in her whole life because of her mother's cursed life.. As the narrator tells us: "Rahel grew up without a brief. Without anybody to arrange a marriage for her. Without anybody who would pay for a dowry for her, and therefore without an obligatory husband looming on her horizon" (Roy, 17).
After finishing school, she gets admission into a mediocre college of Architecture in Delhi. She spends eight years in college without finishing the five year undergraduate course and taking her degree.

The fees were low and it wasn't hard to search out a living, staying in the hostel, eating in the subsidized student mess, rarely going to class working instead as a draughtsman in gloomy architectural firms that exploit cheap student labour to render their presentation drawings and to blame when things go wrong. The other students, particularly the boys, were intimidated by Rahel's waywardness and almost fierce lack of ambition. They left her alone. She was never invited to their nice homes or noisy parties Even her professors were little wary of her – her bizarre, impractical building plans, presented on cheap brown paper, her indifference to their passionate critiques (Roy, 17-18).
While she is at the school of Architecture, she meets Larry McCaslin who is in Delhi collecting material for his doctoral thesis on Energy Efficiency in Vernacular Architecture. They fall in love with each other and soon they get married: "Rahel drifted into marriage like a passenger drifts towards an unoccupied chair in an airport lounge” (Roy, 18). Rahel’s psyche has been scarred for life due to the trauma that her mother has suffered and she is not able to respond to her husband’s overtures; though he looks upon her as something precious, and loves her tenderly,

But when they made love he was offended by her eyes. They behaved as though they belonged to someone else. Someone .Looking out of the window at sea. At a boat in the river. Or a passer-by in the mist in a hat.

He was exasperated because he didn’t know what that look meant. He put it somewhere between indifference and despair" (Roy, 19).
After sometime she also becomes divorcee like her mother. She works for a few months as a waitress in an Indian restaurant in New York, and then for several years as a night clerk at a gas station outside Washington. When Baby Kochamma writes to inform her that Estha has re-returned, she leaves her job at America and returns to Ayemenem. After sometime Mammachi also dies and Chacko immigrates to Canada.
Rahel has vivid memories of the injustices and violence done to Ammu. Perhaps she is the only one who understands the trauma of her mother and harbours feelings of deep sympathy and compassion for her. She herself is an emancipated woman and goes a step further than her mother in defying the social conventions. She divorces her husband and indulges in an incestuous relationship with her brother. But there is a strong emotional basis in this, there is a whole history of abuse, exploitation and confinement in a society that is almost brutal in its code of conduct. 

Mammachi is a typical example of a suffering, silent Indian woman. As Ruth Prawar Jhabvala comments: "Beat them, starve them, Maltreat them how you like, they will sit and look with animal eyes and never raise a hand to defend themselves ..... " (Singh, “Indian Women”, 103). They remain silent; don't show any signs of reaction or rebellion. It is not easy for such women to walk out of their suffering relationship. To save their married life they bear all the injustices without any protest. They meekly internalize the 'feminine mystique' and follow role-models: Sita, Savitri and Sati. 

Mammachi is seventeen years younger than her husband. Though her husband is a high ranking government official, he is extremely jealous of his wife’s capabilities. In Vienna, he abruptly disrupts his wife’s violin lessons when, “Mmmachi’s teacher, Launsky-Tieffenthal, made the mistake of telling Pappachi that his wife was exceptionally talented and, in his opinion, potentially concert-class” (Roy, 50).
Even though Mammachi possesses and manages an entire pickle-factory run by herself, she remains a mute victim of her husband’s manic cruelty. Pappachi is very insensitive to his wife’s sufferings. He never helps her with the pickle-making despite knowing that she has conical corneas and is already practically blind; Mammachi is financially independent, she contributes substantially to the family income and yet as a traditional Indian woman she cannot think of leaving her cruel husband. She becomes a victim of Papachi’s jealous, animalistic violence. He beats his wife regularly, without any rhyme or reason and seems to derive a sadistic pleasure in torturing her: 

Every night he beats her with brass flower vase. The beating was not new. What was new was only the frequency with which they took place. One night Pappachi broke the bow of Mammachi's violin and threw it in the river (Roy, 48).
Being a jealous husband, Papachi cannot tolerate even a bit of happiness that he finds in playing her violin. He has a typical patriarchal mindset. He works hard on his public profile as a sophisticated, generous, moral man. He donates money to orphanages and leprosy clinics, but his behavior with his wife and daughter is abominable:

 But alone with his wife and children he turned into a monstrous suspicious bully, with a streak of vicious cunning. They were beaten and humiliated and then made to suffer the envy of friends and relations for having such a wonderful husband and father (Roy, 181).

He finds ways to torture and insult his wife. He never allows her to sit in his car.  He is also a typical hypocrite. The Aymenem society does not have a whiff of his despicable behavior with his family. On the contrary, with a shrewd planning, he has been successful in projecting himself as a neglected husband:

In the evening, when he knew visitors were expected, he would sit on the varanda and sew buttons that were not missing on to his shirts, to create the impression that Mammachi  neglected him. To some small degree he did succeed in further corroding ayemenem past of years view of working wives (Roy, 48).
Despite suffering the worst of tortures, Mammachi, like a typical Indian woman, does not protest and meekly suffers the atrocities of her husband. She always tries to hide the scars on her body and the small tumors on her head. Through the portrayal of such conditions, Arundhati Roy tries to suggest that brutality is present in all men, educated or illiterate and that Indian women are ‘conditioned’ to bear all the injustices and atrocities if they are inflicted on them by their male-family members. The patriarchal society has created certain stereotypical molds for them and they consider it their ultimate responsibility to fit in those moulds. Jyoti Singh comments in this context:

Care, Empathy, tolerance and selflessness are positive qualities in a person. These help in attaining happiness and are crucial in human development. These very virtues are traditionally held symbolic of ideal womanhood, but as Gilligan points out, herein lies a paradox, ‘for the very traits that traditionally have defined the ‘goodness’ of women, their care for and sensitivity to the need of others, are those that mark them as deficient in moral development’(Gilligent,1982:18).The goodness of women, which they are conditioned to imbibe, facilities the growth of others, especially men. (Singh, “Indian Women”, 42). 
Mammachi, because of her ‘conditioned’ mindset, not only plays the role of a docile, suffering wife to the hilt, she also serves to propagate and perpetuate the patriarchal mores. Her attitude to her husband’s torturous behavior is that of calm resistance. She never seems to hate him despite his cruel behavior with her. She accepts her rejection by her husband passively and submissively playing the female role model imposed on her by this patriarchal society - that of a docile, submissive and unprotesting wife. 

 As Khan points out:

The typical Indians sensibility of wife does not breed hatred in  Mammachi. She continues to adore her ‘late’ husband, feels satisfied to notice ‘pappachi nose’ in sophie Mol and very carefully treasures the obituary cutting from the newspaper. Strange are the ways of Indian wives for whome the pati is parmeshwar. (Khan, Explorations 94).
Mammachi never sympathizes with her daughter though she seems to be obsessed with her son, especially since the day he had stopped his father from beating her:

The day that chacko prevented Pappachi from beating her (and Pappachi had murdered his chair instead), Mammachi packed her wifely luggage and committed it to Chacko’s care feelings. Her Man Her only Love (Roy, 168).
Being a woman herself and a victim, it would have been easier for her to understand her daughter’s plight, but we never witness such a bond between the mother and the daughter. Perhaps she is jealous of Ammu's courage and happiness in love. Mammachi–Ammu relationship is that of mother and daughter and both are women but Mammachi's behaviour with Ammu after her return to Ayemenem seems to be a function of the dominantly patriarchal society. Perhaps she cannot reconcile to the fact that her daughter is a divorcee and that too from an inter-caste marriage.  As Ray points out: “Mammachi accepted her rejection by her husband passively and submissively playing the female role model imposed on her by the society.” (Ray, 101).
She has an equally condescending attitude towards the woman in her son’s life – Margaret Kochamma. Her attitude to Margaret is also a part of this patriarchal structure and shows her jealousy for Margaret. This shows a typical feminine jealousy for the woman who shares her son’s love. She feels threatened and seems to hate Margaret though she has never met her:
Mammachi had never met Margaret Kochamma. But she despised her any way Shopkeeper’s daughter-was how Margaret Kochamma was filed away in Mammachi’s mind.Mammachi;s world was arranged that way (Roy, 167-68).
Further we are told:

Of course Mammachi would have despised Margrated Kochamma even if she had been higher to the throne of England. It was not judged her working-class background Mammachi recented. She hated Margrat Kochamma for being Chacko’s wife. She hated her for having him. But would have hated her even more had she stayed (Roy, 168).
Baby Kochamma is another significant woman character in the novel that represents the first generation. She is, as Ray observes, “a study in meanness and perversion that may result from unnatural self-repression and the consequent frustration” (Ray, 100). Her failure in her personal love-life fills her with frustration and a sadistic tendency to wish others unhappiness. Her inescapable tragic situation makes her immune to the suffering of others. She resents Ammu for having gracefully accepted “the fate of a wretched man-less woman” (Roy, 45). She thoroughly dislikes the twins and leaves no opportunity to make them feel unwelcome and undesirable. She is: “keen for them to realize that they (like herself) lived on sufferance in the Ayemenem House,… Where they had no right to be” (Roy, 45). Baby Kochamma despises Ammu's husband for being Bengali and Hindu, and cruelly dislikes the twins for being "Half-Hindu Hybrids whom no self-respecting Syrian Christian would ever marry" (Roy, 45). But she deeply admires Chacko for having married an English woman and for having fathered a "beach-coloured" little angel (Roy, 179).  She is instrumental in making Ammu’s life miserable. She poisons the minds of Ammu's mother and brother against her.
She is also responsible to a large extent on the calamity that befalls Ammu and her children. The police want to know if Velutha had kidnapped the children and whether he is responsible for the death of Sophie Mol. Kochamma informs inspector Thomas Mathew of the circumstances. She considers herself the custodian of the family-honour and the purity of the future generations. Hence she acts swiftly and ruthlessly against Ammu and Velutha. Anoint[ing] her thoughts with unctuous oils, she decides to resort to lies and perjury, fully convinced of her self-righteousness: she "set sail at once. A ship of goodness ploughing through a sea of sin" (Roy, 257). She falsely implicates Velutha:

.... A Paravan. A few days ago he had tried to, to... to force himself on her niece, she said. A divorcee with two children. 
Baby Kochamma misrepresented the relationship between Ammu and Velutha, not for Ammu's sake, but to contain the scandal and salvage the family reputation in Inspector Thomas Mathew's eyes (Roy, 259).
At the police station, Inspector Thomas Mathew sends for Baby Kochamma, whom he tells that Velutha will probably not live through the night. He then tells her that if the children say they went with Velutha of their own will and that Sophie drowned accidentally, the police will have an innocent man's death on their hands. If someone does not substantiate Baby Kochamma's claim that Velutha is a criminal in this case, she will be charged with filing a false account. Alone with the twins, Baby Kochamma tells them they have murdered Sophie. She terrorizes the children with thoughts of being alone in jail for the rest of their lives in order to pressure them into substantiating her claim. She also convinces Estha that if he does not lie, his mother would be in jail for the rest of her life.  She gives them the option of saving Ammu or sending her to jail. The children choose to save their mother. Inspector Thomas Mathew takes Estha in to identify Velutha. He is naked and near death. Estha does as Baby Kochamma told him and identifies Velutha as the man who abducted the children. All he knows is that he answers "yes" to the policeman's question. Velutha dies that night. The memory of this lie haunts Estha forever and he cannot utter any other word after this. The childhood, the innocence of the children is destroyed: “Childhood tiptoed out, Silence slid in like a bolt” (Roy, 338). The fact that Ammu is back in her parents' home deprives her of any social position or prestige, of any right, and Baby Kochamma's quivering, silent outrage efficiently dramatizes Roy's depiction of the ritual impurity and inauspiciousness attached to someone who, in a society still very much in favour of arranged, endogamous marriages, happens to be "a divorced daughter from a intercommunity love marriage" (Roy, 45-46). 
Thus Baby Kochamma represents those women who have internalized the patriarchal mores to such an extent that they do not hesitate to ruin the life of those who pose a challenge to the patriarchal authority: “Mammachi provided the passion, Baby Kochamma the plan. Kochu Maria was their midget lieutenant” (Roy, 258). In the final three chapters, Baby Kochamma emerges as a vamp. In her old age she seems mundane and harmless, but in fact she is behind much of the family's scandal. Her nervousness at the twins' return to Ayemenem is not unsubstantiated as she is the one who pressured Estha into identifying Velutha as guilty, she who made Ammu and Estha leave Ayemenem. Finding her own life uninteresting, she interferes with others' lives in order to make sure that she looks reputable. Amitabh Roy comments in this context: “It is a pity that she submits in the name of decency and honour to the very sexist, casteist and communal prejudices that have stood in her way and denied fulfilment to her”(2005, p.62). 
In the novel, we find gender discrimination of extreme kind. When Mammachi boasts that her son Chacko is one of the cleverest men in India, Ammu just laughs it away and says, "All Indian mothers are obsessed with their sons and are, therefore, poor judges of their ability" (Roy, 56). Through the discrimination between Ammu and Chacko, Arundhati Roy has tried to bring before us the true picture of Indian society. In our society a daughter is considered a source of misery and trouble, and the son is the saviour and hope of the family. The birth of son has always been preferred to that of a daughter. Mammachi’s double standards are obvious in her dealings with her son and her daughter, both of whom are divorced. She gladly accepts the status of a “sleeping partner” in her own pickle-factory when Chacko takes over the reins and calls her factory as ‘my factory’. Ammu, on the other hand, does not have any share in it despite working equally. While Mammachi is absolutely oblivious to her daughter’s desire for love, she does not mind her son’s “libertine relationships with the women in the factory” (Roy, 168). In fact she herself arranges servant girls to satisfy “a Man’s Needs” of her divorced son: “Her tolerance for her ‘Men’s needs’ as far as her son was concerned, became the fuel for her unmanageable fury for her daughter” (Roy, 258). She considers her daughter as “a bitch in heat” (Roy, 258). She feels a deep repulsion at picture that she creates in her own mind, in lurid, graphic detail, of her daughter "coupling in the mud" with "a filthy coolie". Her disgust feeds on Velutha's colour, on "his coarse black hand" and his "black hips jerking between her parted legs", as well as on his "particular Paravan smell" (Roy, 257). Whereas Ammu is punished for violating the sexual taboo, Chacko's offences are blandly ignored. It happens because in our patriarchal system women are nothing more than disposable goods. They are only a symbol of the family's honour and pride. They are always supposed to live within the prescribed bonds. They don't have any right to have their own personal desires. They are regulated by this patriarchal society. A woman wants what this patriarchy wants her to want, she can't desire on her own; though with men there are no such compulsions.
The instances of patriarchal domination are interspersed throughout the novel. We notice that Ammu's brother is a divorced man. He has also broken the laws of patriarchy by marrying a foreigner but after divorcing her when Chacko comes back he is warmly accepted in the family. He openly flirts with the female workers of the pickle factory and keeps illicit relationships with them but no one says even a single word against him. They all turn a blind eye to his philandering. Gender-bias is also evident in the wages women-labourers get in Mammachi’s factory as against their male-counterparts: men get two rupees fifty paisa whereas women get one rupee twenty-five paisa a day despite their equal share in the work. 
Thus in the novel we find many instances of gender discrimination. We find that Ammu is denied education while Chacko is sent abroad for higher education. Ammu is punished for love marriage and then divorcing her husband while Chacko is treated as usual, and finally, Ammu is punished for fulfilling her sexual desires with Velutha. There is a double standard towards illicit affairs. Mammachi grows hysterical at the idea of Ammu in Velutha's arms, whereas she does everything she can to cater to Chacko's "Man's Needs" (Roy, 168).  As Pesso-Miquel points out, “Ammu is condemned, Chacko condoned, for exactly the same "crime" of exogamy followed by divorce, and Chacko is aware of this double standard, he who proudly leads his ex-wife and child into the house "like a pair of tennis trophies"(Miquel “Breaking”).

 
Ammu is a rebel who fights for equality. She becomes rebellious against the patriarchal love laws. Since her childhood she has not been able to get satisfaction nor love in her life until she meets Velutha. Her struggles and distress have made her lifeless but Velutha gives her a new lease of life, a desire for living. It is the first time when she feels fulfilled in her life but she is denied the access to choose him. But she revolts against patriarchy and becomes a model for women who seek to chart the course of their lives on their own.   

Ammu is a woman of grit and substance. She is a valiant fighter for her rights. She seeks her economic and sexual freedom in a society that is conservative to the core, which is a major issue of feminism. M.K. Naik says in this context: 
At an impressionable age he had become aware of the religious hypocrisy and bigotry in Indian society and of its injustices thriving on anachronistic practices as untouchability, feudalism and economic exploitation of the have not by the haves (qtd. in Prakash, 125). 
 
It is through the character of Ammu that Arundhati Roy raises her banner of protest against the male dominated society and highlights the deplorable conditions of Asian women. Ammu is one of those women who, “refuse to join the axial line of feminity” (Singh 2007, 48) and is determined to pay the price. In the novel, she rebels thrice: when she marries outside her community, when she walks out of this marriage and finally, when she enters into a relationship with a Paravan. But the result is the same – destruction and death. Her rebellion or her “quest for self-identity is direct confrontation with social and moral system that defines the course of our life. Ammu attempts to redefine, rename the codes of life. But the codes of life and society are concrete and hard; so hard that women like Ammu can not break or soften them. Ammu’s attempts are foredoomed to fail. She in designing love, she in designing physical pleasures is foredoomed to die.  
Ammu is a victim of a marriage that does not work out. Her being treated as an outcast in her own family clearly defines her position in the society. 

Ammu suffers through all her life. Her father Pappachi is a typical patriarch. Even his daughter is not spared of his cruelty. In fact, it is almost a routine for him to flog his daughter and Ammu becomes habituated to this:

As she grew older, Ammu learn to live with this cold calculating cruelty. She developed a lofety sense of injustice and the muliss, reckless is streak that develops in Someone Small who has been bullied all their lives by Someone Big. She did abjectly nothing to avoid quarrels and confrontations. In fact, it could be argued that she sought them out, perhaps even enjoyed them (Roy, 181-82).

Pappachi is not favour of higher education for girls. Hence it becomes difficult to continue her education and at the age of sixteen she is forced to drop her education the year her father retires. Gender discrimination in education is conspicuous in almost the whole of the novel. Ammu's brother, Chacko, is sent to Oxford for higher education though he is not interested in studying and Ammu who is interested in study has to discontinue. Her marriage is delayed as there is no money to pay for dowry. Like all the girls of her age in Ayemenem, her life is limited to an endless wait for marriage:

Unnoticed, or at least a remarked upon by her parents. Ammu grew desperate. All day she dream of escaping from Ayemenem and the clutches of her ill-tempered father and bitter, long-suffering mother (Roy, 38). 
 
In desperation she escapes to Calcutta and accepts the first marriage-proposal that comes her way, without much feeling for the man. Her marriage outside her community is her first act of defiance. Unfortunately, the man turns out to be an alcoholic and a compulsive wife-beater. Her marital life is disgusting. She has to suffer the “cold calculating cruelty” (Roy, 181). And his “drunken violence followed by post drunken badgering” (Roy, 42). She gives birth to the twins while travelling in a bus. She suffers the merciless beatings of her husband but the worst moment comes when her husband forces her to sleep with his boss. This is intolerable for her and she refuses. After this her suffering increases and she realizes that her marriage has been a big mistake. She has no option but to seek separation and finally divorce.
She comes back to Ayemenem as an unwelcome guest. Even Chacko, who is otherwise very tender to his sister and her children, also does not feel easy when comes to know about Ammu's arrival. He makes it insultingly evident to her that he feels burdened by her presence; even her children are considered to be a nuisance. Because of their mixed parentage, they are denied the claims on both their paternal as well as maternal properties. Though Ammu and Chacko both work equally in the factory but she is continuously made to realize that she has no claim over it:
Though Ammu did as much work in the factory as Chacko, whenever he was dealing with food inspectors or sanitary engineers, he always referred to it as my pineapples, my pickles. Legally this was the case because Ammu, as a daughter, had no claim to the property.

Chacko told Rahel and Estha that Ammu had no Locusts stand I. 
'Thanks to our wonderful male chauvinist society, 'Ammu said, Chacko said, 'What's yours is mine and what's mine is also mine' (Roy, 57, italics mine).}}} 
When jokingly Ammu rebukes Chacko that he does not care for her and her children, he crassly replies: "Should I? He said, 'Are they my responsibility?' He said that Ammu and Estha and Rahel were millstones around his neck" (Roy, 85). These words of Chacko hurt her emotions. She realizes that in her home she has become a source of irritation and annoyance to her parents and relatives. Her children are not really loved by anybody and all her dreams are shattered.  Thus, in her own parental house, she is rendered homeless – she has no “Locusts Stand I” (Roy, 159). Her position is reflected in Baby Kochamma’s views who
Subscribed wholeheartedly to the commonly held view that a married daughter has no position in her parents home. As for a divorced daughter according to Baby Kochamma, she had no position anywhere at all. And as for a divorced daughter from a love marriage, well, world’s could not describe Baby Kochamma’s outrage. As for a divorced daughter from a intercommunity love marriage – Baby Kochamma close to remain quiveringly silent on the subject (Roy, 45-46).
However, in spite of all these traumatic experiences, her indomitable spirit is not crushed. Since her childhood she has had a combative spirit. She takes a definite step against patriarchal tyranny in trying to flee her tyrant father but unfortunately, she is not able to prove her choice right. Unlike her mother, she refuses to cry when her father flogs her and her attitude to her father is that of calm defiance: "As a child, she had learned very quickly to disregard the Father Bear Mother Bear stories she was given to read. In her version, Father Bear beat Mother Bear with brass vase. Mother Bear suffered those beatings with mute resignation" (Roy, 180).
In her marriage also she refuses to make compromises. When she is physically assaulted by her husband on her refusal to sleep with his boss, she hits him back. She shows a sense of self-respect and walks out on him although she is over burdened with the twins.  She decides to refuse patriarchy in her body and in her dreams. Patriarchy always tries to disembody a woman by imposing upon different rules and regulation and different roles as daughter, wife, mother. It prides on the purity of a woman's body even if her soul and mind are stained. She decides to take vengeance by seeking pleasures of the body outside the patriarchal limits. She decides to challenge this patriarchal system because it is the only way for her to redeem her and her children. However, this desire to preserve her grip on her body is not an easy one. Ammu knows her predicament of being not just a divorced daughter of a patriarchal family but the "divorced daughter from an intercommunity love marriage" (Roy, 45). 
 
At Ayemenem, we find Ammu occasionally indulging into romantic day-dreaming. On such occasions, she is engrossed in listening to the film-songs on radio. This happens because she is sometimes unable to cope with the harshness of the world around and her own sense of insecurity. Ironically, her family knows this that it can be dangerous for her to "let her be" because they are also the part of patriarchy:

 They sensed somehow that she lived in the penumbral shadows between two worlds, just beyond the grasp of their power. That a woman that they had already damned, now had little left to lose, and could therefore be dangerous. So on the days that the radio played Ammu's songs, people avoided her, made little loops around her, because everybody agreed that it was best to just Let Her Be (Roy, 44-45). 

In Ayemenem also, with her “unmixable mix” of “infinite tenderness” and the “reckless rage of a suicide bomber”, she is able to set aside “the morality of motherhood and divorceehood” (Roy, 44). In yet another act of defiance, she enters into a relationship with Velutha, a low-caste paravan. Ammu and Velutha’s relationship can be seen as the attempt of both of them to lay a brick against “the smug, ordered world”, the world which intends to snatch everything from those who defy its conventions. Roy describes the beginning of Velutha and Ammu’s relationship in the following passage: Velutha's playing with Ammu's daughter Rahel fills her with happiness and arouses tender feelings in her: 

In the dappled sunlight filtering through the dark green tree, Ammu watched Velutha lift her daughter effortlessly as through she was an inflatable child, made of air. As she tossed her up and she landed in his arms, Ammu saw on Rahel's face the high delight of the airborne young “Standing in the shade of the rubber tree with coins of sunshine dancing on his body, holding her daughter in his arms, glanced up and caught Ammu’s gaze. Centuries telescoped into one evanescent moment. History was off-footed, caught off-guard. This knowing slid into him cleanly, like the sharp edge of a knife. Cold and hot at once. It only took a moment. Ammu saw that he saw. She looked away. He did too. History’s fiends returned to claim them. To rewrap them in its old, scarred pelt and drag them back to where they really lived. Where the love laws lay down who should be loved. And how. And how much (Roy, 175).

The physical attraction leads to a physical relationship between the two. Ammu knows that the consequences of their love in this world of rigid caste-hierarchies would be disastrous: 
Biology designed the dance. Terror timed it. Dictated the rhythm with which their bodies answered each other. As though they knew already that for each tremor of pleasure they would pay with an equal measure of pain. As though they knew that how far they went would be measured against how far they would be taken. So they held back. Tormented each other. Gave of each other slowly. But that only made it worse. It only raised the stakes. It only cost them more. Because it smoothed the wrinkles, the fumble and rush of unfamiliar love and roused them to fever pitch. Behind them the river pulsed through the darkness, shimmering like wild silk. Yellow bamboo wept. Night’s elbows rested on the water and watched them (Roy, 335).
Despite this she breaks all patriarchal rules and regulations. She poses a challenge to the taboos of society and social hierarchy by listening to her body, by seeking the pleasures of the body without caring for the social sanctions: 

The only way for Ammu to liberate herself from the ubiquitius presence of patriarchy is to take refuge in her body and in her dreams. Patriarchy always tries to disembody a woman by imposing upon her different roles such as those of daughter, wife and mother. In all her struggles against patriarchy, Ammu stubbornly refuses to barter away her When body because that alone is something which she can call her own (Shukla, 114).  
In the novel, we find many instances where Ammu asserts, directly or indirectly, her right over her body, because it is perhaps her only possession in a hostile world: “She wanted her body back. It was hers” (Roy, 222). She refuses to be tyrannized by her father’s torture, she rejects her husband’s proposal of bartering her body to his boss and she enters into a sexual relationship with an untouchable. Smothered by social injustice, Ammu rebels against the very social norms that constitute the Syrian Christian community in Kerala. This rebellion is an act of resistance against the very foundations of this society. Her most significant act of becoming sexually involved with the “Untouchable”, lower class Velutha, cannot be taken as a simple act of sexual desire going haywire. This is an act of resistance aimed at bringing about change in and around her. That is why she goes to the police station and argues against the detention of this lower caste, lower class subaltern, denying supposed “womanly” qualities typical of an Indian woman. As Quaderi and Islam point out:
In short Ammu as a subaltern/woman resists oppressive and repressive social and political structures. She does not succeed in bringing about any tangible change but puts up a brave fight for realizing her dreams. Although she may not consciously have worked for other subalterns, her actions contribute to the emancipation of different kinds of subalterns and there lies her exceptionality (Al Quaderi etc. 65).
When Ammu’s affair with Velutha is disclosed by Velutha's father, Vellya, all hell breaks loose. Unfortunately, this coincides with the death of Chacko’s daughter Sophie Mol in a boat-accident. Then Baby Kochmma makes a conspiracy to trap Velutha in the dragnet of local police.
The police know that these charges are wrong, but they deliberately ignore the truth. Velutha is trapped in this false conspiracy and is arrested and beaten to death. Ammu suffers a worse fate. She is “locked away like the family lunatic in a medieval household” (Roy, 252). When she rushes to the police station to tell the truth, she is humiliated by the local police: 
Inspector Thomas Mathew stared at Ammu's breasts as he spoke. He said that.... the Kottayam police did not take statements from veshyas or their illegitimate children..... he tapped her breasts with his baton. Gentles. Tap, tap. As though he was choosing mango from a basket. Pointing out the ones that he wanted packed and delivered (Roy, 8).
This act of the Inspector is not out of the spontaneous brutishness of a policeman. He merely acts as a representative of the patriarchal attitude to a woman who refuses to conform to the society's "Love Laws": “It was a premeditated gesture, calculated to humiliate and terrorize her. An attempt to instill order into a world gone wrong” (Roy, 260).  

Ammu, because of her scandalous love-affair, is ostracized by her community. We are told how she and her children are made to stand separately during Sophie Mol’s funeral. Two weeks later she is made to send Estha back to his father. She is excommunicated and expelled from the house. She suffers this indignity because she has broken the ‘love-laws’ of this patriarchal society. She is again homeless and a destitute, with no one to look after her. She ends up being a prostitute and dies alone, sick in a hotel “in the strange bed of a strange room in the strange town” (Roy, 161) where she had gone for a job-interview She dies at the age of thirty one... "Not old, not young, but a viable, die-able age" (Roy, 161).
Ammu died in a grimy room in the Bharat Lodge in Alleppey, where she had gone for a job interview as someone’s secretary. She died alone. With a noisy ceiling fan for company and no Estha to lie at the back of her and talk to her (Roy, 161).

Ammu’s act of transgressing the patriarchal boundaries does not let her be in peace even after her death. Her body is denied a decent funeral: ‘The church refused to bury her on several counts” (Roy, 162) because her relationship with Velutha was difficult for the society to accept. She has to be cremated in the electric crematorium with “beggars, derelicts and police-custody dead” for company.       

Thus we see that Ammu suffers all her life - ill-treated by her father, deceived by her husband, degraded by the police and insulted by her relatives. They all represent patriarchal ideology. As Jyoti Singh comments:

Amms’ rebellion against the patriarchal system is punished by disruption of relationship. First, when she married, her parents disown her emotionally: second, when she rebels against her husband, she is divorced: third, when she dares to fall in love with Velutha, she is thrown example of a negative reading of relationship. (Singh, “Indian Women”, 54).
The tragic tale of Ammu is an illustration of the female’s marginalization by the patriarchal ideology. It shows how the patriarchal ideological system consumes the female self and how it is ruthlessly harsh to the women who dare to defy its conventions. It also shows that women themselves contribute significantly to perpetuate patriarchal tyranny. Jyoti Singh comments in this context:
Ammu’s story shows the terrible consequences of the refusal to abide by the age-old traditions of the established laws of a gender-based society. It reflects validly a woman’s experience and psychological development in patriarchal conditions (Singh, “Indian Women”, 140).

 
In the novel female characters are significant because of their contrasting voices and they signify hybrid essence of Indian cultures and tradition. Most of the female characters go through bitter times in struggling for their basic rights. 
 
The third generation is the most rebellious. Rahel belongs to this generation. She represents the contemporary Indian women who want to live life on their own terms. They are aware of their rights and are ready to revolt. They refuse to follow the patriarchal norms when they don't suit them. Rahel revolts against this society because this society wanted to punish her for her mother's mistake. In her childhood, she cannot get love and respect because she is the product of an inter-community marriage, a daughter of a divorcee. Although her mother tries her best to provide her love and care, she feels utterly helpless in such a vicious atmosphere. Her emotional needs remain unfulfilled and the vacuum that has been created remains there for life. Rahel has been a witness to her mother’s sufferings and the humiliation and the tortures that she has been subjected to after her affair with Velutha is detected. The children had been very fond of Velutha but Rahel vividly remembers how they were used by Kochamma to give false evidence against him, due to which he was brutally beaten to death. Thus, the memory of being instrumental in her mother’s destruction ruins her psyche forever and her conjugal life also gets affected by it. After the death of Ammu, Rahel becomes lonelier than ever. She gets married to Larry McCaslin and immigrates to the United States with him. Their marriage collapses because she is never able to connect to her husband. When Rahel finds out that Estha has returned to Ayemenem, she too returns home. She has married and divorced like her mother, but does not suffer the same stigma that her mother was made to suffer.

In the novel, Rahel appears to be an emancipated woman. With her awakened feminine sensibility, she understands the trauma and the sufferings of her mother. By divorcing her husband, she chooses to defy patriarchal conventions and we don’t find any traces of remorse or shame in her for this. She doesn’t feel burdened by the status of a divorcee and almost shocks Comrade Pillai by the manner in which she informs him about her divorce:

‘We’re divorced?’ Rahel hoped to shock him into silence. ‘Die-vorced?’ His voice rose to such a high register they it cracked on the question mark. He even pronounced the word as though it were a form of death (Roy, 130).
Thus, in Rahel’s character there is a faint ray of hope and “a distinct possibility of redemption” (Ray, 104). Her relationship with her twin brother challenges a still very widely held historical and social taboo of incest. The love making of Estha and Rahel is an act of transgression that “once again broke the Love Laws. That lay down who should be loved. And how much.”. Estha and Rahel’s love making scene, with its subtle imagery, becomes a channel for Estha and Rahel to overcome the “Quietness and Emptiness” inside of them, to share their “hideous grief” and try to become the people who had “known each other before life began” instead of “strangers who had met in a chance encounter”(Roy, 328).

Other women characters in the novel appear to be stereotypes of women who have succumbed to the patriarchal subjugation and are relegated to the background. They are accustomed to being exploited and contended in their marginalized existence. The Kathakali men beat their wives mercilessly but they do not protest. Even Comrade Pillai, who claims to be a Communist, impresses his authority upon his mother and wife. His mother is “like a bored passenger on a long bus journey” (Roy, 269) and his wife accepts his authority with the humility of a servant: “Comrade Pillai took off his shirt, rolled it into a ball and wiped his armpits with it. When he finished, Kalyani took it from him and held it as though it was a gift” (Roy, 272). It would be worthwhile to quote Quaderi and Islam in this context:

Roy’s The God of Small Things, presents women as subalterns, some of whom try to bring about change through resistance. But as subalterns they do not have the articulate voice that members of other groups in Indian society have. These women mount resistance against both local and global inequalities, though the first kind of resistance is perhaps stronger. Through their trajectories of personal involvement in different issues they interrogate the structures of caste, class and gender, implicitly and explicitly, unconsciously and consciously, partially or tangentially and wholeheartedly. These women are different and similar, complicit in oppressions as well as mounting frontal attacks against iniquitous social structures, customs and laws (Al Quaderi and Islam, 76).
This novel is viewed as being heavily autobiographical. Arundhati Roy, drew upon her autobiographical resources for the purpose of its reconstruction into art. The raw materials from her past are exploited and reorganized and the practice gives credence to the hypothesis that "Fact, in order to survive, must become fiction" (Sodhi, 49). Arundhati, though she denies the work being autobiographical, says in this context: 

My mother says that some of the incidents in the books are based on thing that happened when I was two years old. I have no recollection of them. But obviously, they were trapped in some part of my brain (Sivaraman, 93).
Arundhati Roy's mother Mary Roy fought a long battle winning a land mark Supreme Court verdict that granted Christian women in Kerala the right to their parents property. (Sengupta, 52). Though Mary Roy doesn't accept that this is an autobiographical book, but this part at least has strong echoes of Arundhati Roy's own life. Arundhati Roy herself points out in an interview:

I grew up in very similar circumstances to the children in the book. My mother was divorced. I lived on the edge of community in a very vulnerable fashion. Then when I was sixteen I left home and lived on my own..... it was just sort of precarious. Looking at life from the outside and not being part of this safe world where you grow up and then are married and sent off (Sengupta, 56). 
Gillian Beer, professor of English of Cambridge, praised the book and said:  
The judges had been "engrossed by the novel." "With extraordinary linguistic inventiveness," she added, "Roy funnels the story of South Indian through the eyes of a seven-year-old twin. The story is fundamental as it is local: it is about love and death and yet tells the tale quite clearly." The novel, however, is more than "The history of South India" (Pathak, 11).
India is a tradition bound nation even in the age of twenty first century. India may be called deeply biased society. Today also in India women have less chance to receive education (though Kerala is an exception). They are economically inferior to men. They live as slaves of their husbands and their husbands rule over them as their masters. This novel has portrayed a truthful situation of the plight of Indian women, their sufferings, anxieties, submissions, persecutions in this male dominated society. As M.K. Ray points out:

The God of Small Things is preeminently a novel by a woman about woman seen through the eyes of woman. Not only the texture of the novel is suffused with feminine sensibility but the structure of the novel is also by and large feminine (Ray, 104).
However, in this discourse of marginality and subjugation, there a few voices of resistance also. The novel is essentially subversive, counterbalancing the hegemonic discourse with the marginalized one. It is through the depiction of the eternal conflict between the   powerful and the powerlessness that the novelist seeks to subvert the center-margin equation. Hence, on the one hand if the narrative focuses on the plight of the oppressed, it also articulates the challenges to the rigid ideological structures on the other. Even in the experiences of the traumatized marginal, there emerges a sense of self with a voice. As Murari Prasad comments: 
…Roy’s narrative confronting a facelessness the dominant culture in Ayemenem threatens to impose on the subaltern groups, forges out of stultifying social strictures a voice and identity, counteracting the dis-empowerment of the ages as it were . …The language play constructs and dissolves the ossified, rigid ideological structures that have historically hemmed in the “small” victims, and sustained marginalization. (Prasad, 159-60).
Though Ammu and Velutha’s story meets a tragic end, Roy makes their story one of hope rather than of despair by concluding the novel with the scene of their lovemaking which may be considered their act of rebellion against the society. The book’s last word, Ammu and Velutha’s small promise for a “Tomorrow” is Roy’s way of reminding the reader that even in such a dismal scenario, there is hope for a brighter future. In these small acts of rebellion lies a rejection of the historic ideals that society imposes on the individual- a rejection of “The laws that lay down who should be loved, and how. And how much”(Roy, 33).
