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As disillusionment with the Nehruvian era became the mainstay of Hindi literature in
the 1970s, with the emergence of ‘experimentalism’ as its major vehicle, cityscapes
became the principal concern of middle-class writers. These writers seek to depict
how urbanisation and migration accentuate already existing social divisions that
trigger an entirely fresh set of predicaments like mental distress, pollution,
overpopulation, and poverty. The dystopian visions of the post-1990s era, of economic
liberalisation further enhances this initial sense of disenchantment. These dystopian
visions came to be sharply represented by especially those authors and protagonists
who lacked access to caste and class privileges. A striking feature of such works is
that they engaged with urban spaces portrayed the corrosive effects of the city on the
human body and consequently the mind. They depicted phenomena like
metamorphosis (Ek Cahe Ki Maut), rotting flesh (Murdaghar), decaying bones and
organs (Animal’s People; A State of Freedom), or mental illness (Maine Manda Nahi
Dekha). Seen from the inside, cities like Bhopal, Delhi, or Mumbai become maze -like,
oppressive, and hostile spaces where daily wage workers’, sex workers’, clerks’, but
also the bodies of middle-class and aspiring writers underwent deterioration,
transfiguration, and abjectification, consumed quite literally by disease and by the city
itself. This article analyses these texts as pathographies and examines the aesthetic
choices made by authors to describe their experiences of maladies, and the
unresolvable crisis that their writings foregrounded.

urban-novels, Indian-city-lit, Hindi-pathographies, post-1970-literature

Introduction

South Asia has a long-standing tradition of city-literature. In the early postcolonial period, most
writers resided in urban areas, and the city was frequently idealised, depicted in literary works
as a setting that was replete with aspirations and integration. During the 1940s and 1960s, the
depiction of city life asa catalyst of progress became popular, centring on characters that were
seeking belonging and freedom in the metropolis. The archetypal character of the ‘lonely
flaneur’, traversing a deserted maze of streets in the ‘city of dreams’ underthe veil of darkness,
persisted in the post-independence literary landscape until the 1960s. However, from the
1970s onward, a discernible shift emerged, marked by the occurrence of new motifs such as
the concept of being lost in ‘the monster which is the city’ (Hahn 2020: 119). Once a symbol
of infinite possibilities, the city now began to reveal its harsh and cruel realities (Varma 2012,
Latham 2014). It started to be depicted as an exploitative organism and as a ‘toxic gutter.’
(Harder 2016: 455). This article aims to trace the shift in the tradition of Hindi and English
writing in South Asia, commencing with the 1970s and continuing till the present through a
specific genre of pathography. This is in keeping with what Divya Gujral (2024: 102) observes
in her recent essay that examines the nature of art in the 1970s and the subsequent decades
as “Indeed, the years immediately preceding the Emergency and the decades after seem to
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herald a turn towards concerned artpractice: art that responded to and documented the Indian
public, its everyday life, and its negotiations with the state for rights, representation, and
justice.”

Pathographies as Narratives of Maladies’

In this article, | analyse three novels written in Hindi and two in English in India between 1971
and 2017 as narratives of malady or pathography.? These novels describe experiences of
illness, both as individual experiences and as side effects of an urban lifestyle and modernity
that dominates daily life in cities like Bhopal, Delhi, Mumbai, or any urban centre. The
experience of dwelling in the city within these narratives is closely linked to physical pain,
intangible suffering, dysmorphia, and abjectification. The protagonists' bodies absorb the
residue, substances that ooze out from urban space, from places like buildings, institutions,
sewage, slums, offices, police stations, and restaurants. These residues affect the physical and
mental condition of citizens, infiltrating their organs, tissues, and fluids. Conversely, cities can
also be viewed as consuming their citizens. Some of the narratives in the Hindi and English
city-lit genre of the latter decades of the 20th century and the opening decades of the 21st
thus deal with the experience of real maladies that are caused by environmental and mental
hazards omnipresent in urban spaces.® These narratives can be variously categorised as
autopathography or pathography (Hawkins 1999) as they consist of decaying figures that are
being destroyed, or that are adapting to new ecosystems. The bodies of individuals from
Bhopal, Delhi, and Mumbaiin these works serve as maps, representing transformation through
illness, understood as a process of becoming something else, such as an animal, a nonhuman,
or an abject creature (see Catherine Malabou’s concept of plasticity [2012]). Other narratives
in this genre often use metaphors surrounding disease and defect to illustrate the oppressive
reality of living in a metro. The concept of ‘iliness as metaphor’ analysed later in this paper
draws on Susan Sontag’s (1978) suggestion that the cultural and aesthetic reception of disease
varies, depending on the type of disease. She presents a vocabulary and conceptualisation of
disease that revolves around fighting (fighting cancer, invisible enemy ,invasive disease, body’s
defenses, killing cancer cells), conquering, invading (abnormal growth, alien cells, attack on
organs), consumption (cancer spreading, body wasting away), punishment and crisis (stages
of cancer). lllness is often rendered metaphorically or symbolically as chaos or as an
overwhelming force that an individual cannot control, something that is not part of their identity.
Pathographies, therefore, aim to construct inward-looking meanings about illness, forming
specific micro-stories that hold the affected person at their narrative epicentre. The emergence

"1 am aware of the existence of only one book from India that explores the history and cultural
understanding of maladies in the Indian languages (Qadeer 2022). However, Qadeer draws on the
theories of Foucault, Sontag, Charon, Arnold and other western scholars. Due to a paucity in South
Asian methodology and theory, | too am compelled to focus more on well-established theories that
emanate from the west. In this particular case, the distinctive plurality of South Asian medical culture is
not too significantly a part of my arguments.

2 The selection of material may appear arbitrary, given an abundance of similar novels—to name a few,
Jhini Jhini Bini Cadariya (1992) by Abdul Bismillah, Dastan-e-lapata (1995) by Manzir Ehtesam, Rat Ka
Riportar (1992) by Nirmal Varma, and Sahar Mé& Karfyii (2006) by Vibhiti Narayan Ray. These and some
others have been omitted due to the limitation of space. Notwithstanding these omissions, this article
endeavours to make a modest contribution to the development of the Indian city-lit corpus.

3 As with other North Indian languages such as Bengali and Marathi, both Hindi and English and their
literatures have existed in close proximity since the 19th century. Their literatures have constantly
influenced each other, with some authors alternating between English and the vernaculars. For further
details on the vernacularisation of English, see Harder (2011) and Zaidi (2024). In fact, as Zaidi states,
“One may reasonably claim that the Indian novel in English has finally emerged from any Western
orientation to articulate new itineraries and sociological trends which overlap with writings in the
vernaculars in many complex ways” (ibid.: 55).
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of pathographic literature is linked to the rehabilitation of the sufferer’s voice, encompassing a
narrative about the identity of the sick person, which is challenged, redefined, or destroyed by
the experience of illness. Pathographies constitute narratives about bodies that are affected
by pain and often marked and humiliated, reconstructed through a specific language and
metaphors, and centred around the subjective or objective experience of defects, deficiencies,
and faults. The abundance of pathographic texts produce evidence for Bryan S. Turner’s
reference of a ‘somatic society’ in postmodernity, wherein the body is socially constructed
through various medical, moral, artistic, and commercial discourses (Turner 2002: 8). City-
centric literary works share a specific aesthetic preoccupation, much beyond mere thematic
overlap. On the other hand, the Hindi and English ‘city-lit’ of the post-1970s era leans towards
corporeality as a representational device. This is understood as an extensive depiction of
urban bodies and their defects. Through this, the urban experience finds expression, with all
its dehumanisations, atrocities, and brutalisations. Narratives of this sort depict the painful,
disorienting, and isolating frustration of city life. Post-1970s Indian cities are characterised over
here by abjectification with bodies being used as the sites of resistance that are presented,
investigated, and measured to assess damage and gain reparations, or to distinguish them
from ‘good’ bodies, and altogether mark their ‘Otherness.” Some citizens even reject their own
human identity. The defects these bodies carry vary from the loss of voice and comprehension
to the deformation of limbs and organs, and to their reduction to corpses or masses of flesh.

The Hindi novel Ek Cihe Ki Maut (Death of a Rat) by Badi-uz-zama published in 1971, narrates
such a story of a young man named “He” (vah), who works as a junior rat catcher in a state
institution called the Bureau of Rats (cahekhana). At the start of the narrative, the protagonist
is a novice in his profession and makes mistakes, such as misplacing a rat or failing an exam
on the regulations regarding the method of killing rats. Besides, the job of a rat catcher is highly
repetitive and lacks purpose with no opportunities for advancement from the lowest level. The
novel follows vah at work and accompanies him on his walks around the city. The institution
the story mainly describes is the Central Secretariat in Delhi, and the novel vividly mocks the
nonsensical nature of a cruel bureaucracy, which treats citizens as objects of investigation,
leaving even bureaucrats ‘dead’. Murdaghar (The Morgue) is a similar Hindi novel by
Jagdamba Prasad Diksit written in 1975. The text depicts the lives of Bombay’s marginalized
people, including sex workers, their lovers and clients, porters, thieves, taxi drivers, smugglers,
hooligans, and impoverished children. In the interest of upholding law and order, the police
force is engaged in a concerted effort to remove illegal settlements, apprehend sex workers,
and restrict the activities of smugglers and pimps. The author portrays the darker side of the
Indian city as an ‘insane world’. Diksit depicts a slum that runs alongside the railway line of an
Indian metropolis that is adjacent to exclusive neighbourhoods and skyscrapers. The place is
a world of poverty, where inhabitants live in shacks. This area starkly contrasts nearby affluent
neighbourhoods and skyscrapers that tower over the dark and unclean makeshift shelters.
Diksit depicts life in an urban environment where poor people from various religious
backgrounds, ages, and genders struggle to survive. Their commonconcern is obtaining food.
Many sex workers suffer from venereal diseases, malnutrition, and unwanted pregnancies. The
urbanity in Murdaghar can be characterised as fraudulent, as a ‘trickster city’, a term coined
by Shveta Sarda (2010: 620), which refers to the strategic coexistence of a city and the many
tricksters that inhabit it in shape-shifting, non-official, and a constantly mutating manner.
Resonating with this, Maine Manda Nahi Dekha, a Hindi memoir published in 2003 by Svades$
Dipak, later translated as | Have Not Seen Mandu: A Fractured Soul Memoir (Pinto 2021),
chronicles the writer’s descent into madness. The novel recounts his three suicide attempits,
the third one in which he sets himself on fire, resulting in his extended stay at a hospital in
Chandigarh. He is transferred betweenthe burning ward and the mental ward and, after several
months, recovers physically and mentally. Yet his state remains vulnerable and on the verge of
relapsing. The book follows the author’s physical transformation due to his extensive burns,
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his wounds getting infected and attacked by flesh-eating worms, all this resulting in months-
long immobility. The protagonist, Dipak is tormented by mayavini, a real woman whom he
meets at a party and whom his delusional mind transforms into a mysterious, goddess-like
creature of extraordinary capabilities. In his mind, she attempts to seduce him, grants him
extensive creative powers, and follows him around the creative circles of Delhi but demands
much more than he can give in return. Dipak exhibits paranoia, fear, spite, obsession, and
envy—all at once. It is unclear whether it is the city itself, or whether it is the emotions of envy
or vanity that have driven him to madness.

Coming to the Indian English stories, Indra Sinha’s 2006 English novel Animal’s People
explores the aftermath of the 1984 Union Carbide chemical disaster in the postapocalyptic city
of Khaufpur, modelled on Bhopal (Sarkar 2023). The narrative is led by Animal, who records
his perspective on past and present events on tapes, and then hands over these tapes to a
foreign journalist. The tapes are in Hindi, and the novel is fashioned as an English translation
of his words. The text describes the struggle for justice faced by poison victims and their
families in the light of new court hearings that involve representatives and lawyers of the
Kampani, the organisation that is responsible for the gas leak. Additionally, it introduces the
character of Elli, an American lady, who opens a free clinic and even organizes surgery for
Animal, who has a congenitally deformed spine. On the other hand, the 2017 episodic novel A
State of Freedom by Neel Mukherjee narrates five stories interconnected by the theme of
migration, with recurring characters, based in Calcutta. One of the stories depicts a young NRI
(non-resident Indian) returning to his parents’ house, and befriending the women who work
there, hoping to gain inspiration for the regional cookbook he is developing. In the second
story, a man and his young son visit India to reconnect with their cultural heritage. The son
identifies more with American culture than Indian, and is dissatisfied with his experience in
India, which is a foreign country for him. During one of their trips, he falls ill and passes away.
The third story includes the struggles of a rural family, where both brothers leave for the city
in search of a better life there, and to provide for their families. Unfortunately, neither succeeds.
One of the brothers dies working at a construction site and his family is left unaware of his fate,
as he has stopped sending them money back home. The other brother, Ramlal, finds a bear
cub and decides to train it to dance. He aspires to become a qalandar—not a Sufi ascetic, but
a bear charmer. But he and his animal are forced to starve, and wander through the suburbs,
as they lead a miserable but ‘free’ life. The last story is about a domestic worker, Mili, who
starts working at age eight to help her family and because of that is forced to leave school. She
experiences all sorts of employers, some very generous and others who enslave or mistreat
her. Meanwhile, her friend back in the village joins a Maoist group and is later killed in a police
encounter.

Corporeality—Excess of ‘Vial Bodies’

The bodies presented in Hindi and English pathographies are portrayed as disposable and
anti-aesthetic, often devalued due to their appearance and low economic status. In many
cases, specific ‘degradation techniques’ are used to limit marginalized people’s access to the
city. These actions aim to materially and symbolically degrade people who are reduced to
particular categories (Marcel 1995: 168) through deliberate methods used to destroy their self-
respect, making them view themselves as worthless. This results in a feeling of despair that
pervades all aspects of their lives. The term ‘vile bodies’ is thus used to describe negatively
constructed individuals who are targeted for exploitation in the city. We may draw on Judith
Butler’s theories to analyse the categorisation of individuals as ‘good’ and ‘bad’ subjects or
‘vile’ bodies, and the introduction of population categories as justification for their subsequent
invisibilization and removal. Subjects are thus constituted through their exclusion, which goes
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into recreating a new and special domain consisting of deauthorized subjects, presubjects,
figures of abjection, and populations that have been erased from view. (Butler 1995: 47).

The novel Murdaghar for example recounts the stories of various characters including that of
Maina, a sex worker, and her partner Popat who is mainly involved in petty theft. Popat dreams
of becoming a famous and wealthy smuggler and mafioso; he drinks, gambles, and refuses to
work honestly. Meanwhile, Maina is forced to resort to sex work to provide for herself and her
child. She repeatedly evades the police but is finally detained and ultimately brought to court.
The conditions in the overcrowded cell where she is housed, are deplorable and the women
detainees are not provided for with meals or any legal assistance. Popat comes to take her
away, promising to improve and asking her for one last chance. They live together briefly during
which time Popat takes up work, but he soon returns to his old stealing habits. One day, he is
killed under the wheels of a suburban train, which is carrying goods from a robbery. He is left
dying on the tracks for hours. Although he calls out for water, he receives no medical
assistance. The station master instructs Maina to proceed to the hospital morgue to retrieve
the body. Several sick patients lie on the pavementoutside the hospital, their bodies seemingly
abandoned. The scene is graphic with the bodies of individuals from various religious
backgrounds lying on the ground, stacked on top of each other. They are unclothed, and their
decapitated heads lie scattered around, in pools of blood collected on the floor. As Diksit
(2000: 145) puts it:*

And now... in front... a world... of the dead. Bright stone... floor... walls. Intense light
from very high windows. A machine works loudly... slate... slate... slate. Dead chill...
some kind of smell. Everyone scattered. And here...and there... all around Hindus...
Muslims... Catholics... young... old... women.

Naked corpses. Here... on this side a bearded man. Next to... crushed... young boy.
(...) spilled blood. Severed head... leg... arm. Bulging eyes... open mouth...
protruding teeth. There are more of them... on shelves... on benches... on boxes...
in lockers. There are more.

The mortuary worker present receivers with corpses for their identification by laying them out
individually. It is explained that due to the large number of corpses, not all of them can be
buried or cremated. In some cases, if the family is unable to pay for the mortuary disposals,
the body may be sold to medical students. The law enforcement, legal, and medical systems
appearto collude and unite against the protagonists, and even after-death care involves a wide
range of techniques that degrade impoverished citizens (ibid.: 147).

Maina looks around and sees... a corpse. Then, the three of them take off. They
slowly leave that world... where all around... scattered corpses... they walk towards
this world... where... there are even more corpses...

In A State of Freedom, Ramlal departs from his hometown, leaving his wife, children, and his
younger brother behind in the village, in search of a better life in the city and to escape the
discrimination he faces at home, which is due to his physical appearance. He works as a daily
labourer at a construction site in the city, building skyscrapers and inhaling dust and asbestos,
which leads him to develop lung disease. The workers treat it with cough syrup and alcohol,

4 All translations from Hindi are by me, apart from quotes from Maine Mandi Nahi Dekha that are after
Jerry Pinto (2021).
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which may alleviate symptoms but do not cure the underlying condition. As Mukherjee writes
(2017: 267-268):°

before the dogs something else is eating his flesh the flesh on the inside of his
chest because when the coughing comes it feels like the insides are turning into
the kind of cloudy wool-like dust which emerged when he was once asked to
remove yards and yards of corrugated grey roof by breaking it up into chunks
manageable for the women working on the site to carry them away on their heads.
The transference of that dust inside him is the human flesh version of it. So he
imagines a kind of red foamy wool where his chest is. And it was all fine when it
began slowly, just a little cold, a cough, and when it grew from little he went to a
dawakhana [clinic] and got a red mixture in a bottle (...) but that didn’t cure it so
he paid more money (...) and got a small bottle of thick green stuff which did
nothing either except perhaps send him to sleep.

One day, while standing on the scaffolding of a construction site, he has an overwhelming urge
to clear his throat. He loses control, and falls to his death. Ramlalis referred to by other villagers
as having a ‘fox-like face’ because of his elongated mouth, which sets him apart from others
as an exceptional and non-normative individual. This association with the animal kingdom
positions him as a liminal figure, disconnected from both his rural and urban environment.

Similarly, Animal from the novel Animal’s People is also a liminal creature who inhabits the
ruins of the Kampani’s factory. He resides amidst old tanks, chemicals, and pipes that are
partially reclaimed by nature. As a result of the gas-leak tragedy that occurred shortly after his
birth, his body underwent a series of deformations. As a child, he was abandoned at an
orphanage shortly after the disaster, likely due to the trauma his parents suffered. He moves
on all fours because of his crooked spine and leads a life similar to that of an animal. He
befriends dogs for companionship, but for the most part, he lives on the Kampanis
compounds, which he considers his kingdom. “I used to be human once. So I’'m told” (Sinha
2006: 1), he states. It appearsthat the 1984 incident, referred to as Apokalis or “the great mela
of death,” has affected the bodies of Khaufpuris indiscriminately. A singer has lost his voice, a
nun has lost her ability to speak and understand language, Hindi or English, which she had
used for several decades, workers have developed cancer, and many have suffered limb
deformities. Some children, such as Khan-in-the-jar, are extracted from their mothers’ wombs
and spend their lives in glass containers in medical centres. The correct medical terminology
to define this phenomenon is “formalin-fixed specimen” or “formalin-fixed preparation,” which
describes organs, body parts, or foetus preserved in chemicals, usually for teaching purposes
or to serve as exhibits. In the novel, Kha-in-the-jar and other unnamed characters, who were
unborn due to their deformities and diseases, are protagonists that telepathically communicate
with Animal. The Kampani’s lack of responsibility and financial support for those affected has
led the Khaufpuris in the story to come together and resist the Kampani. Thisis also in response
to new court hearings about the gas leak, and the mysterious re-appearance of foreigners in
the city. However, it proves to be a challenge to provide medical assistance to the families of
the deceased or to individuals like Animal, whose dream of receiving surgery in America is
supported by Elli, a medical practitioner from America who opens a walk-in clinic in the city.

® The original text lacks punctuation marks for the last chapter, which builds Ramlal’s stream of
consciousness narrative while imitating his state of intoxication at the same time.
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The gas leak in Khaufpur causes numerous casualties and permanent disabilities, resulting in
irreparable damageto the city. Locals refer to the event as ‘that night’ or ‘us rat’,® and it remains
a haunting memory for survivors who bear physicaland mental scars of the leakage. The actual
Bhopal gas tragedy that occurred over 25 years prior to the publication of the novel has
continued to impact the lives of both new and long-term residents of the city. Sinha’s retelling
of the historical event now includes previously silenced voices. Although using a fictional form
of recounting disguised as a reportage, Sinha, the co-founder of the Bhopal Medical Appeal
that offers free medical care to people affected by gas and water poisoning, has campaigned
and fundraised for the poisoned citizens of Bhopal since 1993. It is here that he gathered
knowledge about the 1984 event. He stresses that the novel is not exclusive to the Bhopal
disaster; it is about people struggling to lead ordinary lives in the shadow of catastrophe (Ipekci
2023, Rakshitand Gaur 2023, Alam 2022, Neti 2021). The novel concentrates on the memories
and experiences of the sick, the deformed and deceased. Sinha narrates his story from the
perspective of Animal, who has the unique ability to hear the voices of the deceased, providing
multiple perspectives to the consequences of the gas leak. The story follows the protagonist
as he learns to read and write, even while facing challenges when communicating with humans
who dismiss him as abnormal. Despite this, he masters French, English, and Hindi while in the
orphanage. In addition, Animal can understand and respond to the voices of ghosts, corpses,
and even children trapped in jars, like Kha. Animal’s speech is a unique blend of all these
modes of communication. His ability to live in the deformed city is thus not limited by physical
differences; on the contrary, his capabilities are expanded. Despite deformities, he can
navigate multiple worlds—human, animal, and an entire universe consisting of the voices of
victims and ghosts. He is a curious combination of human and nonhuman elements, making
him a new and unique entity. He is well-suited for, and thrives in Khaufpur in the postapocalyptic
and post-event era and states: “We are the people of Apokalis. Tomorrow, there will be more
of us.” (Sinha 2006: 366). His espoused group is composed of those individuals who are
subjected to discrimination and constant scrutiny. Outside observers are described as having
eyes that feel like acid to Animal and to others like him, forming a crowd that look for things to
see everywhere. Similarly, the people of Khaufpur are trapped in a vicious cycle of constant
retelling a story that no one in the city wants to remember. But nobody wantsto forget the story
either. All these individuals are categorised as ‘poison victims’. Unfortunately, this label is
nominal because, as stated in the text: “All these years after that night, (...), there’s still no real
help for those whose eyes and lungs and wombs were fucked” (ibid.: 24). Animal, who has
become disillusioned after years of waiting for reconciliation, decides to “refuse to be some
fucking bhonsdi-ka victim” (ibid.: 27). The novel continues (ibid.: 37):

On that night all sorts of people lost all kinds of things, lives for sure, families,
friends, health, jobs, in some cases their wits. This poor woman, Ma Franci, lost all
knowledge of Hindi.

While Ma Franci can only hear indistinct sounds, Animal begins hearing disembodied voices
of sometimes hostile, sometimes friendly, and sometimes inquisitive individuals. These voices
warn him of a second impending Apokalis (ibid.: 274).

It’s the dead of night, in my head is this howling that makes the hairs of my neck
stand on end. | have the power to understand these things, | know right away what
this is, it’s the dead beneath the earth, it’s their bones and ashes crying out in rage
against their murderers. The dead are shrieking at me that the good earth has
been defiled with blood. In thick clots the blood lies, won’t be washed away by the

8 The correct transliteration of the phrase would be us rat. However, Sinha consistently uses a simplified,
sometimes stylized transcription of Hindi words, as in the case of the word Kampani, which is neither
the correct English word company, nor a proper scientific transliteration of the Hindi word kampani.
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rain. The blood cries out for justice. Once the earth has tasted blood it craves more,
now the killers must be killed. This is the old and the real law, it’s the price that
must be paid for murder, the price demanded by the furious spirits beneath the
earth. Give us justice, screams the blood. It promises years of disaster, years of
iliness, if | do not take revenge. It warns me that ulcers will eat my flesh with white
and weeping sores.

Compared to deceased or terminally ill individuals, Animal experiences relatively higher levels
of well-being. He has friends, has fallen in love, and has secured himself a job as a street
watcher and spy that he carries out for a local philanthropist. Animal is aware of his unique
status and states (ibid.: 388): “If | were an upright human, | would be one of millions, and not
even a healthy one at that. But as an animal, | am one of a kind.” Already, Veena Das in her
portrayal of the narratives of pain in Bhopal has identified victim testimonies as being primarily
framed by bureaucratic, scientific, and the judicial appropriation of suffering, producing the
existence of victim bodies as a contested site of dispute (1995: 137-174). In this context, the
testimonies of ‘Animal’s peoples’ narratively reinforce a more expanded, integrational model
and approach to the collection of memories. The characters in these novels: Animal and the
other Khaufpuris; Popat and other Mumbaikars of Murdaghar; Ramlal and the other migrants
of Kolkata, are all defined and shaped by their place of residence, their occupation, gender,
status, or their appearance. Their presentation as such is contrasted with those who are not
defined in such terms—those who are ‘normal’, ‘sane’, ‘wealthy’, and those who are ‘non-
victims’. Murdaghar is an interesting example of how the city becomes integral to the way
characters develop narrative identities. After leaving the morgue, Maina reflects on her
experience and realizes that her own life is similar to that of the other corpses squeezed
between one another in the giant morgue, which embodies Bombay. She embraces this
discovery. Similarly, at the end of Animal’s People, Animal decides not to abandon his liminal
identity and not to become an average man, choosing instead to stay on in Khaufpur and live
as an ‘animal’.

In both Murdaghar and A State of Freedom, the characters are distant from one another, and
unable to form a community or to resist. According to Shari Daya (2019: 33), this is due to “a
corporeal illegibility” of urban spacesthat is symptomatic of the modern urban condition. When
analysing the 2006 novel Sacred Games by Vikram Chandra (2006), Daya suggests that the
ambiguity of the city, its lack of order and incomprehensibility, is typical of urban modernity.
The author argues that ambiguity should not be eliminated but rather acknowledged and
consensualized. The urban condition must be accepted if we wantto be partof an urban future
(Daya 2019: 32-33). In his work, Jagdamba Prasad Diksit examines the same vicissitudes of
urbanity when depicting the challenging living conditions of slum dwellers that includes their
struggle to obtain food while competing for it with dogs and crows. The text portrays their fight
for survival against a hostile world—that is akin to a giant garbage pile (D1ksit 2000: 25).

A lot of time has passed. The card players have not stopped playing. The little
children have grown tired and sat down. The crows... could not be seen. The dogs...
have begun to nap. The flies have also gone to sleep. All around... everything has
stopped. Suddenly, the door at the back of the premises opens. A boy comes out.
He is holding a container. Full to the brim. All in one. Rice... pancakes... rolls...
bones... lentils... fish... soup... today’s... yesterday’s. Rotten... smelly. They all wake
up unexpectedly... start running (...). Slumbering dogs also wake up... they throw
themselves into a run. Crows fly up... they caw. Buzzing... flies begin to rise.
Discarded decks of cards... they start to run. Little boys throw stones at the dogs...
they don’t give up. Crows fly up and again sit there.
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Their existence is a daily struggle for mere survival. They live in an underground world, a twin
city parallel to the ordinary one. According to Mike Davis, however, it is the slum that will be
the most significant component and the future of the ‘megacity’. Cities of the future, rather
than being made out of glass and steel as envisioned by earlier generations of urbanists, are
instead largely constructed out of crude brick, straw, recycled plastic, cement blocks, and
scrap wood. Instead of becoming cities of light, soaring towards the heaven, much of the 21st-
century urban world squats in squalor, and is surrounded by pollution, excrement, and decay.’

1970s—Failure of the Socialist Model and Defective Bodies

The 1970s in India was a period of significant political and social upheaval that was intertwined
with the challenges and aspirations of urbanisation and industrialisation. From a political
perspective, this era was characterised by the ascension of Indira Gandhi to a prominent
position in Indian politics, and her preeminence influenced the nation's trajectory. Her
government introduced substantial policy initiatives that included the nationalizing of banks
and the abolishion of princely privileges, moves that intended to reduce economic disparities.
However, her declaration of Emergency in 1975 resulted in the curtailment of civil liberties,
and centralized power more intensely. In this context, urbanisation gained momentum as rural
populations migrated to cities in pursuit of better economic opportunities. The process of
industrialisation, regarded as a catalyst of modernisation and progress, was propelled by a
mixed economic model that resulted in the expansion of sectors like steel, textiles, and heavy
machinery. Implementing ambitious engineering and infrastructural projects, which were often
accompanied by land acquisition and the demolition of slums, resulted in a rapid influx of
labour migrants to cities and its subsequent population density. This growth was accompanied
by challenges such as inadequate infrastructure and rising urban poverty, inadequate housing,
sanitation, and a strain on public services that led to the proliferation of slums, and a significant
increase in socio-economic divides in the cities. While the government emphasized industrial
self-reliance and planned development to modernise the economy, inefficiencies in public
enterprises and bureaucratic red tape often hindered progress. Massive strikes and protests,
street violence, riots, the rise of communal politics, caste- and gender-based activism, and
other mass movements resulted from the anger about failed promises that independence and
national movement had promised—equality, reforms, and the eradication of poverty could not
be implimented (Ray 2022, Jaffrelot and Anil 2020, Merivirta 2019, Prakash 2018). The
complexinterplay of political centralisation, socio-economic aspirations, and urban challenges
defined India's transformative yet tumultuous character after the 1970s. The artistic response
to this socio-political reality manifested through depictions of pain, shock, trauma, and grief.

The turn of the 1960s and 1970s brought changes and re-evaluations in literature. Critics and
scholars, such as Indranath Madan (2000), Madhari Khosla (1973), or most recently, Hahn
(2020) and Yamini (2023), describe this period in the novel as a time of experimentation
(prayog) with form, theme, and language. While most Hindi and English writers focused on
themes of developing urban spaces, a considerable distance from the moment of
Independence allowed for a more comprehensive and objective critique of the nation's policies
and their impact on humans. Metaphors about social decline, loss of identification with a
collective, a collapsing family system and community, as well as the consequent turn to human
psyche emerged in literature. The narratives shifted from rural to urban, social to individual,
and the style shifted from social realism to psychological realism. A detailed depiction of a
particular space or community, as in the 4calik (regional) works of the 1950s and 1960s, now
shifted to narratives that were fragmented, and more about anonymous spaces. The cryptic,

7 Cited in Herbert (2014: 209).
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ephemeral language of the novel did not necessarily convey specific meanings, but underlined
and evoked the embedded feelings of loneliness, alienation, and emptiness. Thus, narratives
often resembled a collage, with interruptions and disorder. (Jain 1980: 123-124, Yamini 2023:
199-228). The protagonist of the 1940s was aligning himself with influences from the pastand
present in the hope to change the future of the liberated self in politically independent India.
The protagonist of the 1970s had been stripped of all such choices by India’s national political
reality, whose sinister and surreptitious structures had overwhelmed the individual’s
psychological space. (Yamini 2023: 201).

In the novel Murdaghar for instance, we encounter a particularly gruesome scene that
describes the birth of a child to one of the sex workers, Miryam. The baby is born in the dark,
in the stinking mud of one of the sewers, and a drunk sex worker assists the birth. The mother
is unaware of how to feed the child, as she was not even aware of her pregnancy (Diksit 2000:
91).

In the dark sky... a star is born. In the circular tunnel of the long tube, the chimney
shakes. They look intently... Jamila and Parbati... pull on dirty saris. Between two
shaking legs... a body opens up. Dirty water drips. Dirty blood... forms trickles and
spills [...]. The birth... of a new star in a black sky. A black flash of black light [...].
Sweat and blood and dirty water. Both wiping with dirty clothes [...] Jamila and
Parbati. A weak, unsteady voice... will break out crying every now and then. No one
will hear. Only... curses can be heard. Not knowing at whom.

Like deaths or ilinesses, birth does not disrupt the city’s daily life. People continue to rush in
different directions, car engines growl, workers shout, and sex workers swear. The change
goes unnoticed, and the world does not stand still for even a moment. One of the sex workers,
Rozi, spends most of her days begging and waiting for food, her biggest concern being her
deteriorating health. She is finding it difficult to walk due to a severe foot infection. Rozi’s body
is decomposing gradually. Her foot rots and emits an unpleasant odour, isolating her, as no one
wants to be near her. This injury paradoxically leads to her being thrown out of a pharmacy
where she seeks help and medication. The reader observes Rozi’s slow deathas it progresses.
Rozi wanders around the neighbourhood daily, despite the immense pain of moving her limbs.
Her slow bodily deterioration is an obvious sign of venereal disease, which anybody can
identify and interpret. Unfortunately, the city provides no medical or financial assistance to
individuals like her. Popat, Rozi, and other sex workers are reduced to their bodies, riddled with
defects like gangrene, deformation, or pus.

One of the most unusual and flawed characters in all the discussed novels is Khan-in-the-jar
from Animal’s People. He is one of the many voices that speaks to Animal. However, he is not
dead but unborn, preserved as a formalin-fixed specimen in a jar at a local hospital, and treated
as an exhibit (Sinha 2006: 57).

Inside the jar is a small, crooked man. An ugly little monster, his hands are
stretched out, he has a wicked look on his face, as if he’s just picked your pocket
and is planning to piss on your shoe.

Together with others like him, Khan wants to be rescued. He explains (Sinha 2006: 237):

of all the Kampani’s victims, we are the youngest. We unborn paid the highest price.
Never mind dying, we never even got a fucking shot at life. This is why, Animal
miyan, we are the Board of Directors of the poisonwallah shares. (...) Not only have
we never lived, but so long as we are stuck in this situation, we will never die.
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There is no hope for improvement for the other unborn children stuck in jars either. In contrast,
Animal believes that surgery in America could improve his condition and alleviate the
embarrassment he experiences because of his body (Sinha 2006: 13).

I am looking right now at my feet, which are near the hearth, twisted they’re, a little
bent to one side. Inside of left foot, outer of right, where they scrape the ground
the skin’s thick and cracked. In bygone times I've felt such hunger, I'd break off
lumps of the dry skin and chew it (...) see this limp of skin, hard as a pebble, how
easily it breaks off, mmm, chewy as a nut. Nowadays there’s no shortage of food, |
eat my feet for pleasure.

Yet another form of social marginalisation is caused by mental health conditions. In Svades
Dipak’s autopathography, Maine Manda Nahi Dekha, the author shares his own experience of
living with bipolar disorder that led to three suicide attempts, the last of which resulted in a
nearly lethal skin burn and few-months-long hospitalisation. The condition manifested abruptly
in 1991. After a theatre performance of one of his plays in Kolkata, Dipak was approached by
a young and attractive fan who asked him to accompany her on a trip to Mandu. His firm and
assertive rejection led this femme fatale to issue an unspoken curse, and he later refers to her
as the curail (witch), a ‘shapeshifter’, and as the ‘man-eating tigress of Kolkata’. The event is
witnessed by several among Dipak’s friends and other artists. Later, the author is visited in his
dreams by a woman he refers to as his mayavini or seductress. Following this, he experiences
oscillations between feeling powerful and weak, feeling indestructible and getting suicidal
thoughts, defeat and arrogance. He feels trapped (“my soul was in chains,” [Pinto 2021: 1]),
“in a dark deep pit” (ibid.), helpless (“prisoner of war” and the “prisoner of my own bones”
[ibid.: 52, 79]), frozen (in a “state of samadhi” [ibid.: 27]) or under attack (“There is always a
hand grenade in my head” [ibid.: 8]). He becomes “a vegetable without thoughts” (ibid.: 59)
and “a mental cripple” (ibid.: 66). His deterioration starts when he abstains from food and basic
hygiene and stops communicating with his family. “I began to turn from a man into a chunk of
meat” (ibid.: 13), Dipak confesses. He expresses feelings of impotence in both body and mind,
but the most significant loss is his ability to use language creatively. As a former English
literature professor, he is now unable to write or think and has lost his proficiency in Hindi. Like
Ma Franci (in Animal People), he can no longer speak the language. His use of English often
intimidates other patients at the hospital in Chandigarh. “My soul was in chains, | was addicted
to English” (ibid.: 1), he recalls. Before his diagnosis, Dipak was “the most beautiful Hindi
writer” (ibid.: 84), “the dream man” (ibid.: 93), and “the man of machismo” (ibid.: 18), whose
“pride is the size of a mountain” (ibid.: 52). “I enjoy telling women bitter things as much as |
enjoy leaving them. It is an essential part of my strategy” (ibid.: 111), he unapologetically adds
while describing his relationships with women. In Delhi, Dipak goes to book readings and
premieres and meets most of his friends. He receives compliments on his looks and talent, and
other authors want to spend time with him. His ego flourishes in this environment as women
of all ages admire him. Unfortunately, his attitude towards women and his narcissistic
personality are his weaknesses, which are nourished and flattered in art circles full of vanity,
spite, and gossip. This atmosphere proves to be harmful to his mental stability. And during his
illness, he experiences vivid dreams where he sees himself as a leopard in a jungle, often
accompanied by other animals. He and his mayavinr fantasize about escaping the city and
visiting remote places such as the Sundarbans. His illness progresses slowly, and is
metaphorically described as a kind of dehumanization, with him feeling like a cockroach, jackal,
or being crushed, defeated, burned, or consumed. While in the hospital, his skin condition
deteriorates dramatically, with maggots being discovered underneath the bandages on his am
eventually, which means that he was quite literally eaten by worms.
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Between 1991 and 2003, Swades experienced hospitalizations, periods of relative stability, and
relapses. He lost his mental composure, skin-health, command over Hindi, and creativity, and
gradually, his familial relationships suffered. Though his wife and children were initially
committed to helping him, but his unusual behaviour often led to embarrassment, annoyance,
or fear.® After seven years of recovery, Dipak writes: “| began to take on my real identity.
Swadesh Deepak: the angry one, blind with rage, who neither forgives, and is no longer a little
boy” (ibid.: 336). He returns to his literary circles in Delhi and Ambala and travels to Mumbai.
However, it is clear that this story will not have a happy ending.

Metamorphosis

The process of metamorphosis in Ek Ciuhe KT Maut begins with the protagonist receiving news
of his friend Ga’s suicide. He then begins to wander the city’s streets, contemplating life and
reality which both puzzles and terrifies him. His behaviour and attitude towards work
responsibilities change drastically. He experiences a strong aversion to rats and is unable to
kill them. He is punitively transferred to working in the archives, where deceased rats are
stored. Over time, a metamorphosis commences within him—at first, he assimilates some of
the characteristics and actions of the rats, and ultimately, he undergoes a physical
transformation and becomes a rat. One day, he awakens with a peculiar sensation that
everything has changed. His body behaves differently, and his surroundings appear unfamiliar.
As he tumbles out of bed, his sister rushes in, and it is her scream that allows him comprehend
that he has become a rat. The creature has a tail, a snout, and a body that is similar to a rat’s.
The sister is terrified; but the protagonist remains level-headed and pragmatic. He prioritises
his job prospects over the transformation itself and ponders whether he can still carry out his
duties as a rat-catcher. When he passes by ordinary rats, they approach him but quickly realize
he is not one of them (Badi-uz-zama 1974: 161):

Even the rats thought he was strange and different. The humans also ostracized
him from their society, so now he is neither human nor a rat. He thought it was
nothing new. He has always been like that. Even before that, he was neither
completely a rat-catcher nor Ga.

He then embarks on a long and arduous journey to reach the archives. Finally, he manages to
find his superior but is thrown out of the building. Undeterred, he visits the archivist’s apartment
and learns that it is against regulations to employ a rat as a rat catcher. An official investigation
is launched against him as he is now considered a conspirator. Upon returning home, he
discovers that his apartment had been requisitioned by the Bureau of Rats, and his sister, who
lived with him, has disappeared. He searches the city for her and visits the market, where he
attends the opening of an art exhibition of the famous painter Pa. Upon realizing that Ga
actually painted all the art on display and not Pa, as the latter claimed, the protagonist becomes
upset, and a fight ensues. He is then taken to Pa’s office, where he accuses Pa of
misappropriating other people’s property. An argument breaks out during which Pa grabs the
protagonist by the tail and throws him into the fire. The protagonist’s metamorphosis is
primarily a phyiscal deformity resulting in a slow, initially noticeable transformation; however,
his change is also related to the previous stimuli he received when associated with working in
an environment that was full of rats, and undertaking the eternal pretense of being someone
else, who would stand out from the group. The defects he acquired in the process (becoming
a rat) ultimately make it impossible for him to exist in this world. He, like Ga, would have to die

8 Deepak’s son, Sukant, in a piece written for a volume on families with experience of mental disorders
edited by Jerry Pinto, confesses that he was always afraid of his father unpredictability. Although
Swadesh suddenly disappeared from his house in 2006 and never returned, his son still sleeps with a
metal rod under his bed. (Deepak 2016).
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because they could not fit into the system. Metamorphosis describes a unique defect because
it involves a series of changes and deformities. As the consequence of killing rats and devoting
his entire existence to catching them, he becomes one of them. His body transforms into the
object of his actions. Malabou (2012) argues that such a metamorphosis cannot be seen as
destruction because it only changes the external form of the being, and usually gradually, but
without altering its nature. Changing here involves ‘choosing’ from a finite palette of identities
consisting of different ‘skins.’ In the case of Badi-uz-zama’s novel, this skin is the skin of a rat
and a burned file, which is a symbol of oppressive bureaucracy.

City Landscape—Corporeality in the post-Junkspace’®

In Ek Cahe Ki Maut, rats and rat carcasses symbolize documents—the files that line the shelves
of various public administration offices. These papers need to be read and processed in any
bureaucratic institution—they are described as being tied with ribbons, archived, catalogued,
or burned. The rat catchers represent bureaucrats, and the Bureau of Rats symbolizes the
bureaucratic system—Ileading institution in India—the Central Secretariat. ‘Killing rats’ here,
indicates any mechanical action that imprisons human beings, renders them unfree, and
deprives them of their humanity. Similar to Murdaghar, Ek Cdhe Ki Maut depicts landscapes
of corpses and carcasses that are accumulated in various institutions that, in turn, affect and
sicken humans, eventually turning them into lifeless bodies and eradicating them. These
landscapes include a morgue, a slum, a police station, a mental hospital, a dilapidated factory,
a construction site, and a cuhekhana (Bureau of Rats), all of which become machines of
oppression that cause permanent damage to the bodies of ‘bad citizens’. The novels use
metaphors to describe the disillusionment and oppression caused by living in modern urban
landscapes that are plagued by environmental and civilizational hazards. The texts describe
garbage, dirty sewage, poison, asbestos, carcasses, and leftovers as part of the new
nonhuman human, which almost flows in the veins of the marked, shamed, and humiliated
organism. This new abject man, often belonging to the lower strata of society, is reduced by
his defects to a disgusting, malodorous, and obstructive presence, creating a disturbing
psycho-somatic image of the city’s geography.

The Bureau of Rats sees millions of rats die every day, imaging them as scattered body parts,
corpses, blood, marked by the stench of decomposition, which is a regular part of the
landscape. The Bureau is referred to as a tomb (magbara) and the archive is called the
mortuary (/as ghar). Working at the Bureau involves constant contact with deceased rodents.
The corpses of rats are archived or immediately cremated in the courtyard and transported
there in special carts. The bodies of dead rats are then treated with a inflammable substance
and incinerated, creating a distressing spectacle. The resulting smoke and odour lingers on
for an extended period, impeding free breathing. Any remaining rat cadavers undergo
preservation procedures and are stored on shelves. They are meticulously catalogued and, if
required, dispatched to other sections of the Bureau. Daily exposure to rat mortality affects
everything the Bureau touches—people, objects, and places. It fits right into a city that is also
imaged as being plagued by social issues such as poverty, unemployment, prostitution,
violence, crime, corruption, and alcoholism. Such a city is an unnamed city that serves as an

9 Junkspace’ is a term coined by Rem Koolhas who uses it to describe the grotesque and
interchangeable spaces of consumption: shopping malls, airports, service stations, and pedestrianized
city high streets with identical chain stores. Junkspace cannot be original or planned for any particular
user of architecture (Koolhaas and Foster 2013: 19). In the case-studies explored in this article, the
space that is discussed is what remains after ‘junkspace’ is created. This space houses commercial
objects that are meant for the middle and lower middle class—railway tracks, slums, warehouses,
dumpsters, backyards of restaurants, spaces behind railway stations, and factories. Sometimes, this left
over space can be called ‘post-junkspace’, a space that is generated by the abjects of capitalism.
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allegorical space of exile—claustrophobic, mysterious, and sick. According to Susan Sontag,
the city thus perceived is metaphorized as the most common space for the development of
diseases, especially cancer and infectious diseases, presented most often than not as a
growing tumour itself. The city is a place of the abnormal, of unnatural growth and of the
extravagant, devouring, armoured passions (1978: 74), and giving birth to deformities and
abnormalities. Dystopian Delhi in Ek Cdhe Ki Maut,'® Mumbaiin Murdaghar, and Khaufpur in
Animal’s People thus represent ‘carcinogenic cities’: places where infirmity and decay reign.
Khaufpuris are awaiting a second Apokalis. As Ma Franci professes (Sinha 2006: 62):

Animal, when the time comes these little beasts who live in the walls of our house,
they will come creeping out and grow huge. They'’ll reach the size of horses. They’ll
grow stiff red wings like locusts, that rustle when they move. They’ll have faces like
people and long hair like women, but their teeth will belike lions’ teeth, which they’ll
gnash in the most horrifying way’ (...) It’ll sound like an army of chariots rushing to
war (...) they will go around stabbing people, the ones who’ve done evil to others.

The city’s soil has been contaminated with deathand destruction, and it is only a matter of time
before it causes further harm. The Animal, familiar with the area, warns readers of how “Terror
will return to this city. It began here, here it will end” (ibid.: 64). The former Kampani compound,
now a mere skeleton of its former self, is filled with corroding platforms, ladders, railings, and
pipes containing toxic chemicals. Giant tanks have split and poisonous residues fill the
surrounding lakes (ibid.: 31):

Inside the warehouses | never went, they were full of rotting sacks that poured out
white and pink powders. Too long near them, you’d soon be breathless, with pains
in the chest. Sometimes moving through the jungle I'd get dizzy and feel a sharp
metallic taste on my tongue. Those were regions to avoid.

Despite all the danger, Animal still thinks that “the forest is beautiful, you forgot it’s poisoned
and haunted” (ibid.: 31). He refers to the epicentre of the leak as poison-khana, the place of
poison, yet this is his own space, where he is left alone and escapes the violent gaze of others.
The concepts of beauty, shelter, home, and utility undergo redefinition. This is a space where
the ‘bad citizens’ were and still are reduced to their biomedical conditions; their body and
bodies are reduced to their biophysical components (Esposito 2008). In this “dungeon of the
city,” to borrow Toni Morrison’s term (1984: 43), only the new type of creatures, such as Animal,
can survive. He adapts and can thrive in the most challenging and the most polluted of
environments.

Conclusion: A Sick City

Hindi and English pathographies demonstrate the urban environment’s adverse effects on the
human body and mind. They portray various phenomena, including complex and pathological
defects such as body deformities, man-to-animal metamorphosis (Ek Cahe Ki Maut), rotting
flesh (Murdaghar), decaying bones and organs (Animal’s People and A State of Freedom),
and mental illness (Maine Manda Nahi Dekha). They present a view of the city through the
eyes of the masses—often poor and marginalised, but always defective and sick, and reduced
to their physicality. The literary representations of modern postcolonial cities often convey
postmodern anxieties that are centred on urban spaces and their unpredictable and menacing
nature. These representations depictthe corporeality of the urban environment, as well as a
relation of mutual and cannibalistic consumption between cities and its inhabitants, often using

' The city is not named; however, since it hosts the most important bureaucratic institutions of the
country, there is a likelihood that the city is New Delhi.
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metaphors of infection and disease. The metaphorisation of illness in the city and iliness as the
city, developed since the 1970s, results from a significant economic and societal shift from a
rural life to urban economy marked by mass migration, and the slow decline of community-
centred culture. The new protagonist, who emerges from those narratives—an alienated
outsider, and an abandoned citizen—rots, disintegrates, and fades away in the post-junkspace
of the city, the experience of malady forming a significant part of his experience of urbanity.
He navigates his existence as a ‘vial body’ in the modern space that is hostile to the poor and
the disenfranchised. He develops the adaptive language and behaviour of a ‘trickster’, but still
loses other significantly human traits—speech, mobility, skin, shape, and sanity. The city is a
poison, seen as responsible for the totality of this corporeal experience.

The analysed novels in this article are a selection demonstrating a postcolonial literary trend
in which the city and its inhabitants are both unwell. In this somatic world, everything decays
and dies. The official city, inhabited by the ‘good’ bodies of the rich, develops a plethora of
degrading techniques that are actively applied to the suppression of ‘imperfect’ bodies—
spatial marginalisation, capitalism and the commodification of resources and services like post-
death care, the monetary exploitation of bodies (selling corpses or forced prostitution), the
creation of underpaid jobs with no social benefits, and the use of dehumanising language. The
human marginalisation and degradation impacted in and by urban spaces, not only causes
trauma, but also generates adaptive coping mechanisms such as trickery, or the dualistic
division of cities that segregate the marginalised. These issues damage the fabric of the urban
space irreversibly, and the discussed novels in this article, both Hindi and English, contribute
innovatively to the discussion by creating a range of metaphors, symbols, and a new
vocabulary that replaces existing metaphors which contrast the city to the countryside, like
‘urban jungle’ or ‘fabric of the city’. The narratives under consideration in this article describe
the body of the city, sometimes as a corpse, which is then subject to physiological processes—
it gains weight, decays, ages, bleeds, has skin, veins, and a heart, blood, sweat, and tears. It
gets sick, suffocates and suffers. These stories create a new dictionary of metaphors that relate
to the urban experience, the urban illness, created and introduced into the discourse of the
city.
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