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Introduction

It can be said that poetry is words arranged in rhythm. The words contain the history of
national culture; the rhythms are individual and universal at the same time. Moreover,
poetry itself serves a purpose, be it an illusive matter; and aesthetics can be reproduced
in another language and culture if accommodation is made. It would be highly likely that
the target readers would obtain rather similar if not the same aesthetic pleasure reading
the translation as would the source readers reading the original poem. But, on the other
hand, the art of translating vocal texts to be sung differs materially from that of
translating poetry to be merely read. In the case of the vocal texts, the translator must not
only reproduce the ideas of the poet in graceful and intelligible form, but also must
provide words which confirm to the essential rhythmic and emotional flow of the
particular music, and which can be sung with it easily and audibly.

In the Anatomy of Criticism Northrop Frye defines the lyric as utterance overheard: “The
lyric poet normally pretends to be talking to himself or to someone else: a spirit of nature,
a Muse, a personal friend; a lover, a god, a personified abstraction, or a natural object...”.!
The principle of intelligibility in lyric poetry, depends on the phenomenalization of the
poetic voice. Therefore, when the lyric form is transformed or translated into a song, the
poetic voice itself becomes the root of the hardship, mostly faced by the translator. Here,
the focus will be to examine the difficulties faced in the process of translating a lyric into
a song, mainly by looking into the songs of Rabindranath Tagore in different translated
and performed versions, and also to deal with the question whether a performance text

can be translated, keeping intact its primary essence and finally, what becomes of it.

1.1 Lyric: in search of the genre

It is a very significant fact that through the whole history of literature, lyric poetry in all
its great blossoming periods has been closely associated with music. The Greeks
invented the very name; as such poetry was by then associated with the lyre, and was

considered inconceivable without it. Lyric is sometimes determined in terms of its

! Frye, Northrop. Anatomy of Criticism. Princeton: Princeton University Press, 1957, 249-250.



structure and extension. Some say, brevity is the unique feature; others say it is the use
of short lines. Often stress is given on the use of stanzas, or at any rate of balanced units
of thought, strophe and antistrophe or their effective equivalents. Variation of rhythm,
as opposed to the steady march of heroic verse, is also noticed. It may be observed, by
the way, that all these are compatible with the category of ‘singability’. Lyric utterance
is generally involved in time and space, sometimes closely, seldom remotely, but always
moving, always part of living experience. The lyric mode is not primarily that of thought,
but lively involvement in something here and now. If we try to think of the motive, that
prompted the poet to write, often it can be observed that the lyric comes out
parthenogenetically; purely impulsive and inward. However much the impulse is owed
unconsciously to the accumulation of experiences on the part of the poet, the feeling or
idea at the moment of writing belongs to that moment and him alone.

‘Lyric’ had its roots in Greek and Latin literature. As a term for a genre, lyric dates from
the Hellenistic period, when the librarians of Alexandria, collecting the poetic production
that remained from Greek antiquity, canonized nine lyrici vates, Sappho, Pindar,
Anacreon, Alcaeus, and others less well known today. The term ‘lyric’ preserves the
reference to verse, sung to the lyre, and the classical lyric was generally addressed to
someone. Ralph Johnson reports that only fourteen percent of Horace’s poems and nine
percent of Catullus’s are meditative, while seventy percent of Horace’s and eighty-seven
percent of Catullus’s are addressed to another person, but with Mallarmé seventy percent
are meditative while only twenty-five percent are addressed to someone. Johnson claims
that with the modern lyric, the disintegration of pronominal form entails the
disintegration of emotional content; the Greek lyric is direct, addressed to its real
audience, while the modern lyric is no longer addressed and is therefore solipsistic. Not
for the first time, with the help of traditional oppositions—public/private,
speech/writing, integrated/alienated—the classical is held up as a norm to suggest the
individualistic, alienated character of the modern. The move is so familiar that it can
seem just another case of mythmaking; but this dubious interpretation of the classical
model should not prevent us from allowing a description of classical origins to exercise
some leverage on our thinking. The Greek model is useful because it treats the poem as
an event addressed to an audience, performed for an audience, even if it idealizes
situations of social ritual, which did not obtain even in classical times — Horace, for
instance, presents himself as a lyric singer though there is no evidence that he could play

the lyre or that his odes were ever sung to an audience rather than solely written. This



model leads us to think of the lyric speaker not as a character in a novel, whose
motivations must be elucidated, but as a performer picking up traditional elements and
presenting them to an audience, whether listeners at a ceremony or readers of poems. In
ancient Greece, poetry was a form of epideictic discourse, a rhetorical transaction and an
instrument of ethical paideia. The audience was expected to make observations (theoros)
about what was praiseworthy, and worthy of belief. By this model, we should think of
the poem as discourse addressed, a rhetorical transaction, so the hyperbolic forms of
address characteristic of lyric—from apostrophes to birds and clouds and urns to
obsessional addresses to a mistress—would be foregrounded. Charles Baudelaire writes
of lyric — “First of all, let us note that hyperbole and apostrophe are the forms of language
that are not only most agreeable but also most necessary to it”2 The lyric
characteristically depends on these figures of apostrophe and prosopopoeia, which
associate lyric with voice and, by presuming and foregrounding ‘I’—‘you’ relations,
generate anthropomorphism, “a conceit by which human consciousness is projected or

transferred into the natural world”—De Man writes:

Anthropomorphism involves not just a trope but an identification on the level of substance. It takes
one entity for another and thus implies the constitution of specific entities prior to their confusion,
the taking of something for something else that can then be assumed to be given. Anthropomorphism
freezes the infinite chain of tropological transformations and propositions into one single assertion or

essence...?

Lyric is characteristically extravagant, performing speech acts not recorded in everyday
speech and deploying not only meter and rhyme, which connote the poetic when
encountered elsewhere, but also its own special tenses; The special language of lyric
generates this distinctive lyric temporality. What we call the lyric, the instance of
represented voice, conveniently spells out the rhetorical and thematic characteristics that
make it the paradigm of a complementary relationship between grammar, trope, and
theme. The set of characteristics includes the various structures and moments
encountered along with the specular symmetry and an axis of assertion and negation.

Rene Wellek, in the article “Genre Theory, the Lyric and Erlebnis” concludes that the

generic idea of lyric as expression of intense subjective experience does not work:

2 Johnson, W. R. The Idea of Lyric: Lyric Modes in Ancient and Modern Poetry. Berkeley: University of
California Press, 1982.
3 De Man, Paul. Hypogram and Inscription: Michael Riffaterre’s Poetics of Reading. Diacritics 11:4, 1981.



These terms cannot take care of the enormous variety, in history and different literatures, of lyrical
forms and constantly lead into an insoluble psychological cul de sac: the supposed intensity,
inwardness and immediacy of an experience that can never be demonstrated as certain and can never
be shown to be relevant to the quality of art-The way out is obvious. One must abandon attempts to
define the general nature of the lyric or the lyrical. Nothing beyond generalities of the tritest kind can

result from it.*

Northrop Frye speaks of the roots of lyric as melos and opsis®, babble and doodle—
neither of which is reducible to narrative representation, both of which involve patterning
of language. And melos, in its relation to song, calls us to focus on the lyric as a linguistic
event. Lyric is the foregrounding of language, in its material dimensions, and thus both
embodies and attracts interest in language and languages—in the forms, shapes, and
rhythms of discourse. If we believe language is the medium for the formation of
subjectivity, lyric ought to be crucial, as the site where language is linked not only to
structures of identification and displacement before the consolidation of subject positions
but especially to rhythm and the bodily experience of temporality, on the one hand, and
to the formative dwelling in a particular language, on the other. Narrative structures are
translatable, but lyric, in its peculiar structural patterning, figures the givenness, the
untranscendability, of a particular language, which seems to its users a condition of
experience. And lyric is memorable language—made memorable by its rhythmical
shaping and phonological patterning.

To distinguish lyrical style from other poetic styles, the word ‘lyre’ provides its guiding
syllable, giving the concept of language musically accompanied, measure marked by
musically pitched accents. It serves as contrast to the term foot, common in the
descriptions of poetry in many languages as a unit of measure more durational, more
ground-covering, and so more spatial, than the lyre’s pitched string. Narrative and
dramatic forms both cover ground; they march and confront. The lyrical air too moves
in time, from note to note; but its motion is less durational, less spatial, more relational
in terms of musical pitch. The lyre makes shorter intervals than narrative and drama
require; and makes closer relations of these intervals, one to another. Of the dimensions
of a tone, pitch or height, duration or breadth, stress or intensity, and timbre or quality,

it is the deepening rather than the widening forces which are most at play.

4 Wellek, Rene. Genre Theory, the Lyric and Erlebnis. New Haven: Yale University Press, 1970, 228.
® Frye, Northrop. Anatomy of Criticism. Princeton: Princeton University Press, 1957.



The lyric is an art of time in sound, both tonal and referential, which plays across the
fabric of temporal sequence the material of atemporal relations; or accents its atemporal
materials with a temporal design not only of word sequence but of formal timing by
measure. To distinguish lyrical styles one from another is to observe how poets play
upon one or another of the emphases open to them within the nucleus of the genre.
Traditionally, types have been distinguished by the subject of reference, by the word or
occasion, as in elegy, epitaph, epigram, morning song; or by certain habits of forms
which cohere, as in ballad, ode, or sonnet. But if we hold together the lyric coherences
of reference and tone as they are lyrically conceived, we need to consider what kinds of
tonal-referential emphasis are possible to basic choice. One would be song, the fullest
use of patterns of pitch, of melody; one would be stress measures, as in the more
deliberative and level verse of blank verse, couplet or cadence. A third would be the
strong uses of timbre, or tone quality, with less emphasis on outer stresses for meter and
line, and more for inner patterns of assonance and consonance, even of onomatopoeia; a
development of the potential harmonies of the tone. Variations on these three
possibilities have been named by Pound—Ilogopoeic, phanopoeic, and melopoeic: the
accentuating of the forms of speech, including song; or of forms of stressed tonal
presentation; or of inner harmonies. As phanopoeia pulls away from the interworking of
sound and sense toward sense, melopoeia pulls toward sound, colour; the force of
relation, the precarious combination, is most fully held by logopoeia when its measures
are marked by melody as in song. The idea of style brings us to some repeated ways of
use, with some relevance, maybe as expression or disguise or objectification, to the lyric
writer. Many of what we would call lyrical styles are styles of the times in which they
are written; or styles relevant to certain subject-matters. Most truly we can speak of styles
in lyrics when we think of recurrent clusters of those traits particularly characteristic of
the lyric. A good example is the contrast between the 18 century and 19" century styles
— the first highly involved with choral music, the harmony of melopoeias as Dryden
specifically noted, and the sudden return to the song “melodies” of Moore and Byron.
Differing and changing concepts of lyrical function have modified the concepts of its
essentials. Greek classification was by subject, by meter, by accompanying instrument,
and, obliquely, by point of view, the first-personal. For Dante, it was a compact statement
of ideas in contrast to the more extended epic movement. For the Renaissance, its bent,
its trope, was vital. For Romanticism, the temporality of personal memory, and thus the

back-and-forth between psyche and object, spatial yet non-spatial in romantic ambiguity.



The great historical mass of the lyric allows for remarkably stable variations on this
remarkably stable theme. To speculate on what all the variations share is to heighten our
sense of the possibilities within lyric styles as intrinsic rather than extrinsic — the
variations made possible by the lyre itself - that is, the point at which musical note and
verbal tone interact - the point of pitch. Vital varieties in lyric styles then, are based upon
variations in the use of verticality of sound, of pitch-stress in relation to the essential
temporal duration in speech patterns. The meaning, the feeling of the lyric goes up or
down as well as along. It can take on the high cry of jubilance or wailing, the low note
of meditation or mourning, as well as the steady stichic or linear motion of narration and
argument. Its measures are in time but not by time. In lyric, most closely measured of
poetries, the closest use of both quantity and quality of sound, the nearest spoken
approximation to music in its use of vertical as well as durational properties of tone, the
force of melody and pitch variety are intrinsic to the design of form and meaning. In
lyrical styles there are various possible combinations of tonal traits: a strong rhythm or
beat; a strong melody either confirming of, or indifferent to, or in conflict with the sense-
measure and the reference; accentuating either external boundaries or internal focal
points. Strong overtones often carrying into depth the implications of the melody and
often superseding it, again possibly in conflict with, possibly confirming, the sense. The
more lyric the poem, the more its full meaning needs to be discerned in the many
different possible relations of its sense to its sound, and the more the richness of its
powers of sound conveys that sense in their multiplications of tonal design. In the chief
characteristics of tone itself reside the chief characteristics of spoken sound for poetry.
Stress provides measure, making for chant at its simplest, making possible the monotone
in which much poetry is read aloud; providing the frame for such ongoing measures as
the blank verse. Timbre and duration together provide the tone colour of euphony, the
harmonic and chordal qualities, the built-in music, of patterned consonants and
especially vowel sounds. Finally, pitch, so much more important to song than to speech,
leaves its song-like residue in the lyre’s lyric, with its potentiality of tuned

accompaniment.

Latin lyric first appears in a living way in the hymns of the Church—apart from their
intrinsic merit, these hymns gave us our modern metres. Rhyme already occurs in a
tentative and sporadic way in hymns as early as the 4™ century; but owing to restrictions

placed on Church-music at various times from the 4™ to the 9" centuries, which severed



it from the music of the people, the growth of rhyme was checked, and it came to be used
mainly as a barbaric ornament of classic metres: when the popular element once more
began strongly to influence the hymns of the Church—the growth of rhyme progressed
rapidly, as the natural outcome of the new music and the new poetry. Learned music
soon went its own way once more, Latin Church poetry soon declined, but the stream of
modern European lyric had started on the path along which its greatest triumphs were to
lie.

In England, as on the continent, the stream goes on-hesitatingly at first, with many an
awkward turn to negotiate—till in the Elizabethan age it bursts into full flood. This does
not necessarily imply that the age of Keats and Shelley, for instance, did not produce a
volume of lyric poetry of equal bulk and of equal excellence. Two other criteria, do
clarify “lyric” through a larger context. First, lyric plays roles in politics that differ
diagnostically from those of epic or drama. Lyric poems or lines often shade off into or
become slogans or songs that can arouse people. Since in lyric poetry ego expression
dominates, it often works powerfully to define the emotional identity of an individual,
whether the poet or an appreciator of poetry, and whether in terms of individual
eccentricities or of the positioning of the individual in the conflicts and

complementarities of differing dialects, cultures, or social strata.

1.2 Music, Song and Performance

A scheme of mixing music or song with prose or poetry is not unique in the long history
of poetry—from the Odyssey through Beowulf, in Theocritus’s idylls, Virgil’s pastorals,
and Spenser’s Shepheardes Calendar, in Aeschylus’s as in Shakespeare’s plays; and in
Walter Scott’s poetic and prose romances: songs interrupt the longer works in which
authors place them. Examples also include the sirens’ song in the Odyssey and
Penelope’s lament, which she compares to the nightingale’s song, and in Beowulf, the
lyric interlude known as ‘The Father’s Lament’ or the embedded lyrics known as ‘The
Last Survivor’ or ‘The Messenger’s Prophecy’, or laments for the fallen king. Even when
present only as texts, these songs, usually marked by formal and typographical
differences from what surrounds them, are presented as sung. What all these hybrid

forms offer is a contrast that foregrounds the form and function both of the interrupting
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song and of the surrounding verse or prose. Poets have made use of this contrast to
intervene in particular cultural debates, to work out their own relationships to the forms
and conventions of poetic discourse as these are pressing in historically specific ways.
Interludes of formal song have been used to comment critically, if at times obliquely, not
only on the action or ideas of the longer work like the function of the chorus in Greek
drama, or the songs in Shakespeare’s plays; but also on the dominant genre’s most basic
but hidden assumptions about language, medium, temporality, or voice. The nature of
the contrast between song and its contexts, of course, shifts historically as well. For poet-
singers and their audiences, epic narrative and its embedded praise songs, siren songs,
or laments may all be sung, if differently, but the songs often preserve archaic phrases
and rhythms from other, ritual contexts. For later poets and their readers, the interrupting
song asks us to attend to the differences between reading and performing or listening.
Late 18" century and Romantic poets like Walter Scott, printed ballad texts precisely to
explore a conjunction between oral traditional and single-authored literate poetry. They
used popular ballads to construct a nationalist literary history grounded in oral popular
tradition, and, as they did so, worked out the historiographic criteria for collecting,
editing, and publishing oral arts of the past. The model of the lyric that still informs our
reading had its birth in the 16" and 17" centuries, not in the Romantic era or after. While
the 18" and 19" centuries saw a persistent, though uneven, shift to the higher valuation
of short poetic forms—a shift resulting in the glorification of lyric as the essence of
poetry —the equation of lyric with short poems in general, began taking hold much earlier
and remained largely unaffected by the ups and downs of lyric’s reputation. Accounts
like Colie’s, which trace the intermingling of the smaller literary forms in the 16" and
17" centuries, particularly of the epigram, the emblem, the song-lyric, and the sonnet,
give indications of how this happened. The most common examples of the lyrics of the
few that were intended for singing were the Petrarchan love poems, reaching their
English apogee during the period 1560-1620; but Petrarchism had its roots in the 14™
century and had already reached its peak by the mid-16" century. The era of the

Petrarchan lyrists and composers was relatively brief, as G. J. M. Hutchings observes:

Song lyric is distinguished by a self-conscious, highly conventional artifice; the conventions being
derived in part from the Petrarchan lyric. The decline of English song in the seventeenth century is

thus partly attributable to a reaction against the Petrarchan conventions. Such a reaction is apparent,
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not only in the satire of Suckling, but also in the sonnets of Shakespeare, in the poetry of Donne, and

in the work of Ben Jonson himself.

This seems apparent, as far as it goes, but poets were not only reacting against
Petrarchism but were also moving in favour of a more highly epigrammatic style even
while continuing to invoke the tradition of lyric as a poem to be sung. Coupled with the
dramatizing fiction of the poetic “speaker”, this allowed for a certain coherence in
approaching poems as wildly different as Go, Lovely Rose, which was easily and well
set to music, and The Love Song of J. Alfred Prufrock, which is inconceivable as an actual
song. The practice of composing, for longer works, short song-poems ‘sung’ in the ear
of the reader was widespread in the 19" century. Among Victorian poets, Tennyson
experimented most often with the embedded song, famously in The Princess, subtitled
‘amedley’, a poem where mixed genres formally modelled gender mixtures. Tennyson’s
first volume, Poems, Chiefly Lyrical (1830), the one for which Arthur Hallam wrote his
famous review, consists largely of short poems that collapse the distance between song
and lyrical poetry. Hallam suggests that in Tennyson’s poems, as in the song-poems of
the anonymous ballad-makers and those of the great Renaissance Italian lyric poets,
meaning is conveyed through effect expressed verbally, but in the language chosen and
arranged to realize semantic content as unfolding sensory event in the motion of
organized sound. Tennyson, Hallam proposes, also thinks through sound, not only
empathetically projecting himself into the mood of the character of his subject but
embodying its shifts and gradations of affect in the aural movement of his verse, to create
a piece of wholly verbal music. ‘The tone becomes the sign of the feeling’ and vice versa,
tones organized into an ‘exquisite modulation of harmonious words and cadences to the
swell and fall of the feelings expressed’.’

Song not only invokes action; the singing presents itself as an act or gesture and appears
to embody different powers of knowing. Lest we fail to imagine the sung song in its
strangeness, the prose text prepares us to listen and to hear the difference before the
singing begins. As for Tennyson, so too for Swinburne does singing evoke its own space
and time, differently shaped than that of the surrounding text. Old songs re-sung create

connections with distant, temporally discontinuous occasions: the song text remembers

8 Hutchings, G. J. M. Elizabethan Lyric: Poetry for Singing-Poetry for Speaking, English Studies in Africa-
30, 1987.
" Armstrong, Isobel. Victorian Scrutinies: Reviews of Poetry, 1830-1870. London: Athlone, 1972.
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and invites other performances past and future, and in so doing constructs communities
with other singers at other times. Song also displaces, while it shapes its own space. The
strongly marked if metrically rough rhythms move us through another time shaped by
the pauses and beats, the verbal repetitions and echoes of the song’s spare, end-rhymed,
two-line stanzas. While it is being sung, its rhythms reorganize our experience of
temporal passing. Continual repetition and variation of melody, harmony, and metre, of
rhyme, assonance, alliteration, and repeated verbal figures of meaning: these construct
continuities, compelling us to keep listening as we discover unfolding aural, visual, and

semantic patterns.

Studies of the history of poetry tend to agree that, before the Romantics, it was highly
unusual to think of a poem as unaddressed, without addressee. Poetry then still had a
strong affiliation with oral forms that presupposed a “you” listening to the poetic “I”.
The influential studies of oral poetry by Albert Lord show how early poetic recitation
was above all a means of preserving communal memory and convention for “us”, rather
than of advancing individual vision for “me”. Far from showing the epic singer alone on
a mountaintop, Lord’s research demonstrates the radical dependence of the bard on
audience reaction, arguing that this was the model for the epic and folk poet from ancient
times up to the rise of print. Similarly, the medieval troubadour and minnesinger were
not expressing themselves only for the inner joy of it, but were also taking part in
ceremonious contests and courts of love subject to audience evaluation. The addressed
audience was essential to the lyric event. As late as the Renaissance, according to David
Lindley, the lyric was not regarded as a “voice talking to itself”, as T.S. Eliot described
lyric in the modem age, but was rather almost always what Lindley calls a “directed
performance™® words addressed to a listener with a certain purpose in mind. In Philip
Sidney’s “An Apology for Poetry”, the love poem is not just a well-wrought set of
images evoking a poet’s erotic impulses, but is spoken to the lover with the aim of
“persuading” her.® Such a poem could thus be conceived as a rhetorical event, a directed
performance hitting the audience with a performative force less overt than the older bard
performances, but just as audience-dependent. If rhetoric is the art of persuasion through

words, and if affecting the audience is a form of persuasion, then we could point to a

8 Lindley, David. Lyric. London: Methuen, 1985, 63.
% Ibid, 64.
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whole dimension of lyrical performative rhetoric that is only imaginable when the
possibility of poetic address is acknowledged. The pre-modern, pre-Romantic poet was
not just speaking something that the audience may or may not hear, not just singing to
himself, but was performing a lyric address of the audience, talking to them as much as
any storyteller, in a poet/audience collaboration.

Similarly ambiguous as address is the Romantic genre of the song or ballad, which was
reaffirmed as a vestige of older pre-industrial communal life, with the poet as bard
speaking to his community, but which in fact became something meditative and private,
very unlike traditional ballads. Romantic narrative poems with balladic content imitated
older ballads not as a performative oral event—poet addressing song to audience in a
performance, but rather as a set of formal qualities. Keat’s “Eve of St. Agnes”, for
example, with its balladic theme of star-crossed lovers and midnight escape, is
unimaginable as a performed event: it is not meant to be addressed orally and theatrically,
but to be read privately and reflectively. Thus removed from its oral discursive context,
and placed in a context of self-reflexiveness and subjectivity, the form of song could be
figured as a song to oneself: an occasion for thought. Its song-like qualities would not be
used musically to enchant a gathered audience, but rather internally to enhance the sense
of private fantasy. The privately read, unsung song became an emblem of the self’s
power to transcend its environmental constraints through literary experience-yet this was
precisely the genre that retained all the marks of its earlier public oral performance status.
Thus, like Romantic apostrophe, Romantic song both ejected and indirectly reinstated

the addressee.

“The Solitary Reaper” (1805), depicts a girl working in the fields and singing not in
address, but precisely to no one but herself, yet overheard by the speaker of the poem.
He hears only the accidental effects of her singing the melody—but not the content, so
that no communicative message is sent. This may be because he is too far from her, or

because, as he explained in a note, she is singing in Gaelic:

Will no one tell me what she sings?
Perhaps the plaintive numbers flow
For old, unhappy, far-off things, And battles long ago:
Or is it some more humble lay,

Familiar matter of to-day?
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If Wordsworth’s speaker had heard not just the melody or “numbers” of the reaper’s
song, but its communicative content as well, then it would be possible to say that an
address had occurred. But as it is, there has been song without addressed meaning. Song
has been detached from communication; the only communication that occurs here is
what the poet communicates to himself upon not hearing the words of the song. Thus the
failure to hear the singing girl is a poetic victory. If the poet had heard and recorded the
girl’s content, then Wordsworth’s poem — and by extension much of modern poetry —
would lose its characteristic self-reflexiveness and introspection. The poet both hears
and does not hear the Reaper’s song, hearing the sound but not the sense. This
detachment of song from communicated meaning could be said to herald modern verse,
in which the modern poet sets himself far away from communication, too far to hear it,
and thus forcing each listener to generate thought from within. If in oral cultures the
singer and the poetic communicator were one, now they were split into two separate and
distanced figures, which modern poets were forced to choose between. Shelley’s poetry
is music that must not be played for an audience. Thus Shelley describes the poet as a
music-maker unaware of any audience he may have: “A poet is a nightingale, who sits

in darkness and sings to cheer its own solitude with sweet sounds”.%

In Wordsworth’s “To a Skylark”, the song of the bird is inspiring not because it
communicates thoughts to the listening poet, but precisely because it does not
communicate thoughts-song, being void of thought, thus opens a space for free

imaginative conjecture within the poet:

What objects are the fountains
Of thy happy strain?
What fields, or waves, or mountains?

What shapes of sky or plain?

These are questions, not statements and thus they merely point to the empty space where
the communicated content of song could be. Thus the music of the song has reached the

audience’s mind (the audience being the poet hearing the bird), but the meaning has not

10 Winstanley, L. ed. Shelley’s Defence of Poetry: Browning’s Essay on Shelley. Boston; London: D. C.
Heath & Co., 1911.
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reached it, and so is self-invented from within the urn of the mind, rather than
communicated from beyond it.

Music has always been a performance practice based on sound, temporal movement and
our aural impressions. The dynamics of music in time and space makes musical
expressions unique in our understanding of the world and of other humans. But as a kind
of communication system, music has some similarities with the spoken word and
language. As any other human practice, music has had the need to pass on acquired
knowledge from one generation to the next. This has been done aurally, but even if this
kind of objectivation of practice could be supported by oral legitimation, it was bound to
the here-and-now situation for establishing a tradition. In most societies a multiplicity of
traditions would be accepted as an enrichment of the human community. But in order to
give identity to a society, there was a need for giving some traditions priority, making a
hierarchy of musical performance practices. Church music was the first to be written
down systematically in order to establish an objective musical practice, connecting
musical performance to a literacy context. Bringing literacy to music had several
consequences. First, literacy functions as an enhancing process in establishing a
tradition, as it allows transference of knowledge from one generation to another in an
abstracted manner, establishing both the object of knowledge and the ideological
framework for the knowledge that identifies the tradition. The notation system objectifies
the music and the elements in notation are results of choices that have ideological
background and consequences. Second, literacy opens up for a separation between the
creator (composer) and the performer (musician). This dimension was not important in
the beginning in the church music as its focus was on the use of music in the
congregation, not on musical work as such. The separation became very important when
the separation of the roles of composer and musician developed from the Renaissance.
The third consequence of bringing literacy to music is, in a way, contradictory to the first
one. As any notation system must be based on a reduction of the object to a linear sign
system, there is a possibility for the formation of a new relation between the content and
context of the original object. This might be destructive to the actual tradition and its
development as a musical (aural) tradition. For example, the traditional skewed tonalities
and rhythmical variability in folk music are not possible to capture in the traditional
music notation system. Transference from one generation to another based on traditional
notation in folk music, might therefore reduce the amount of expressive qualities in the

folk music. The link between content and context in a tradition is also the crucial

16



momentum in establishing a genre (within a tradition). It is, of course, possible for any
genre to use any sounding element as content in their music, but there are restrictions in
the use bound to the context of the performance/music in order to be identified as music
in a special genre. A genre will be identified by its intrinsic elements reinforcing the link
between the content and context of its tradition. In music, written scores allow strangers
to participate in music performances, and the strangers’ backgrounds and expressions
affect the performance. Initially, literacy in music was closely related to the performing
of texts in liturgical contexts. The musical content was only sketched in an allegorical
way related to the melody. The overall framework of the music/performance was
determined by the context of the performance. The need for more efficient transference
of the traditional material made way for a more systematic notation system in music,
covering melody, rhythm and harmony. Keeping these notions in mind, this study
attempts to examine not only the written text as a medium for understanding the lyric or
songs composed by Rabindranath, but also shed light on the sphere of performance as an

integral part of it.

1.3 ‘Performativity’ and Performance Text

A performance text can be considered as a text intended to be or capable of being
performed. The notion of performance text is therefore abstract and theoretical. It
considers the performance as a scale model, in which the production of meaning may be
observed. However, with the texts of performing works, such as plays, musical
compositions, choreographed dance etc. the relationship of the text and the user is quite
otherwise. In this case, the users of texts are generally performers, who influence the
performance that an audience sees or hears. The artist must therefore appropriate or
assimilate the text or texts in such a way that something other than the written text is
created — the performance. Performing texts serve two complementary purposes. On
the one hand, they foster stability in the works they represent; the natural impulse of
performance is towards novelty: text acts as a restraining influence on this impulse. On
the other hand, they encourage innovation. Ideally, then, performing texts facilitate

controlled change. The meanings which it incorporates remain unstable, varying from
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epoch to epoch, and from reader to reader. For this reason, the audience has always been
a very important aspect of a performance text or a performance, itself.

Performance texts and the ‘performativity’ inherent in it, creates massive difficulties
while translating it into a different language, as well as a different form. As a
performance text itself, songs have the huge capability of addressing change in every
possible form, when it is performed by different individuals. Not only the rhythm or the
beat, but sometimes in this process the meaning of the lyrics may also lose its primitive
form. Therefore, arrives the question of ‘translatability’ of a song, where it is quite a big

challenge for the translator to maintain the original essence of the particular song.

Much attention has been given to what happens when a song becomes a poem—
particularly in the case of the “arti-factualization” of the ballad and folk song, when it is
collected and circulated in print. Such medium-shifting was widespread in the late 18™",
19" and early 20" centuries, with the collecting, editing, and printing of old songs and
ballads. This process, it has been argued, not only severed words from music, but also
destroyed the old song’s immediacy of event and feeling, an emotional and often a
political charge tied to its presumptively communal origins or performance. But what
happens when a poem becomes a song? Of course, when a poem, set to a tune, is widely
sung, it enters a new life as song. In that life it may be severed from its poet-author and
changed in words and prosody, henceforth recognized and remembered first in its
musical form. That form may itself not be stable: as song it is subject to perpetual
reshaping. The work of the song, what it is and what it does, changes not only with its
singers but with new audiences and contexts of performance. It becomes the possession
of those who sing and hear it, perhaps no longer associated with a poet or a composer at
all. The passage from poem to song has often been viewed by poets and critics as a
struggle for mastery that the poem may lose. However attractive the prospect of song’s
immediacy in social performance, the argument goes, the poem set to music may give
up not only the poet’s claims to authorship but the poem’s subtleties of both meaning
and verbal music as well; the poem must die to enter a life in song. But history suggests
something different: that the traffic between poem and song, between verse written and
song musically performed, has always flowed in both directions, and that some poems,
like some songs, not only survive transformations but thrive. It is with this history in
mind, one may argue, that some poets look to the idea of song not only for what it might

do for poetry but also for how their poetry might affect popular cultures of song. A poet
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may imagine the work of a poem as that of song even in the absence of a musical setting.
This work of song is quite different from that envisioned for lyric poems by many poets,
particularly for the form of the sonnet. Although the name may literally mean “little
song”, architectural and sculptural metaphors for sonnets prevail over musical ones, with
the sonnet invoked as potential stay against time and forgetfulness for both the poet and
his subject. When poets envision the lyric poem as song, however, remembering and
memorializing may take a different form entirely. For Donne, a poem on the pains of
love is not a monument; circulating in manuscript to lover or friend, it inscribes an
intimate speaking voice, restraining grief in verse. But this disciplined and private voice
will be transformed if—

Some man, his art and voice to show,

Doth Set and sing my paine,
And, by delighting many, frees againe

Griefe, which verse did restraine.

The private grief shaped by a lover into verses for intimate circulation will be released
into a wider life if the poem becomes song. Shelley celebrates the soaring, spreading
voices of an unseen skylark or a high-born maiden singing in a palace-tower; the poem’s
verbal music becomes another invisible, diffusive presence when that poem is figured as
a song. Swinburne has Sappho boast that her lyric poems grant their author a more-than-
mortal life in musical verses that will be henceforth woven into the very texture of the
natural world; for those who come after Sappho, in everything of which she sang
“memories shall mix and metaphors of me”*2. Lyric imagined as song changes the way
future readers, listeners, and poets experience the world and the poet by becoming part
of that world. The poem-as-song possesses the iterative pervasiveness of a song repeated
by new singers, for new listeners, until it provides for those who come after the poet their
linguistic and affective vocabularies for perceiving and responding to the world. For
these poets, the lyric poem is neither monument nor citadel; what it offers is the
possibility of a second, perhaps anonymous, but much wider life for poem and poet in
song. It is not always possible to separate the life of a poem from its life as song. “Sumer

is Ilcumen In” is both one of the earliest lyric poems in English and the oldest song: both

1 Herbert, J. & C. Grierson, Poems of John Donne, London: Oxford University Press, 1912.
2 McGann, Jerome & Charles L. Sligh. eds. Major Poems and Selected Prose. New Haven: Yale
University Press, 2004.

19



words and music were first recorded, together, in a 13" century manuscript. Whether it
lives as a song or a poem is in the eye and the ear of the beholder. Taken separately,
poem and song offer quite different experiences, though the words remain the same:

Sumer is icumen in,

Lhude sing cuccu!

Groweth sed and bloweth med
And springth the wude nu.
Sing cuccu!

The bird’s call is incorporated into the lyric as repeating command, an imitative
solicitation to the bird to sing again, and again (“sing cuccu!”). This pattern, visibly
organizing the eye’s rhythmic progress down the printed page, is grasped with the eye
or with the ear of the mind. The poem already has its own, verbal musicality—distinctive
rhythmic and acoustic effects—even while it remains a text. The poem silently outsings

the bird; and as song, the effect is altered but also amplified.

More commonly, priorities are assigned to one form or the other: the work either begins
life as a poem that readers encounter in manuscript or print, or as song that singers and
their audiences know when it is performed, perhaps with the help of a score but
ultimately as the possession of a succession of singers and their communities. This is
where a closer look at the extensive traffic between the life of song and that of poetry
may illuminate the transit of poems into the moving life of song—moving in both senses,
of shared emotion and of collectively produced movement and change—that some poets
have sought without the help of music. The traffic between literary poetry and popular
song has been a two-way traffic—sometimes this traffic involves a definitive change of
state: the poem lives on as musical song, severed from its place in the corpus of a known
poet; or the song enters a second life as verse, its musical origins forgotten. But more
often the passage is only partial or proves reversible, though with each transit the work
may be altered in important ways. The passage from performance to print does not
always affect a life in song while singers and their audiences continue to sing, or even
simply to retain the memory of the work in its musical form. The songs in Shakespeare’s
plays, which were sung, seem already to have been popular contemporary songs before
Shakespeare borrowed them. After they were performed on stage, they were printed, but
only as text, and memory of their original musical lives was gradually effaced. Poems

by Philip Sidney, Christopher Marlowe, Sir Walter Raleigh and Ben Jonson had long
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second lives when they were set to music, not always with their poets’ names attached.
Like Herrick’s or Marlowe’s or Jonson’s 17" century songs, later pieces also began life
as poems but reached far wider audiences in their musical forms, while retaining their
separate lives as poems for other audiences. In each of these cases, a brief lyric poem is
extracted from its original context and acquires quite different powers and meanings
when it becomes the property of singers and their listeners. For those who know these as
songs, of course, it can be difficult to read them as poems without the memory of their
musical settings affecting our senses of sound, rhythm, and even sense, but other readers
continue to know them only as poems. Robert Burns® “Auld Lang Syne” is a more
complicated case: like some of the songs now widely attributed to him, “Auld Lang
Syne” was in fact a much older popular song collected by Burns for The Scots Musical
Museum. Many, like “Auld Lang Syne”, were collected with additions to their verses by
Burns. He not only wrote several new stanzas for “Auld Lang Syne”; but also suggested
an alternative: another existing folk tune, the one most widely sung today. In this new
form, Burns’ verses returned to the wider life of song as community possession from

which they were taken.

Lyric theory works differently in the context of musical performance, and the context of
musical performance also provides new and exciting theoretical tools with which to
work. It is possible to write poems shaped by the idea of song even in the absence of
musical setting: shaped, that is, not only by heightened attention to a poem’s potential
for verbal music, or by a scientific or philosophical interest in the poem as a kind of
thinking analogous to music but by a poet’s interest in particular kinds of songs as they
travel back and forth between print and performance. In a sense a singer, performing—
in print—the work of moving a song forward. In this way the very idea of song became
more than an idea, and not just for the poet-singer; it became an experience of
embodiment that might connect persons across time and place, so that the changing
iterations of reading, like those of singing, might continue to link emotion to motion and
person to person in the shared labour of moving the song.

Central to the musical enterprise is performance, the process of getting the work to the
listener. Formally understood, performances are instantiations of works subject to certain
structural and historical constraints. Less abstractly, performances, as goal-directed
activities, are subject to various contextual and agency-related conditions which make

for their success as coherent occasions of a special sort and as skilled actions.
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1.4 Translation/Transcreation in the light of songs of Rabindranath Tagore

Translation used to be considered an inter-language transfer of meaning, which is the
point of departure for research and study. Many earlier definitions demonstrate this,
using source language and target language as their technical terms. Moreover, translation
theories strictly confined themselves within the sphere of linguistics. For many years the
popular trend in the translation circles had been perfect faithfulness to the original both
in content and in form, and it had been regarded as the iron criterion as if from the holy
Bible for translators to observe. The godly status and the impossible idealistic belief were
not altered until new thoughts arose with the respect of consideration of target readers,
the unavoidable translator subjectivity and the purpose and function of translation. If we
try to look at translation from new angles such as the accommodation to target cultural
conventions, the translator’s consciousness of linguistic and cultural adaptations to make
it easy for readers to understand translated works without too much pain and effort, and
translation as a purposeful endeavour, then it can be understood as a much more
complicated activity with a much broader scope. The cultural task of translation is not
meant to blur difference. On the contrary, the difference is to be preserved and even

heightened; it is to remain uncannily dissonant, strange and un-homey.

In a discussion of a lecture by Buber on the cultural ironies of translating the Hebrew

Bible into German, Lawrence Rosenwald mentioned:

Translating means serving two masters. It follows that no one can do it. But it follows also that it is,
like everything no one can do in theory, everyone’s task is in practice. Everyone must translate, and
everyone does. When we speak, we translate from our intention into the understanding we expect in
the other...%3

With this, | want to stress upon the fact that no longer does the word ‘translation’ only
refer to the act of transferring the meaning of a text from one language to another; rather,
it represents a lot more than that. Anything and everything which can be said to be an
act of transformation, transcreation, or adaptation, in a way fall under the huge spectrum

of translation itself.

13 Mendes-Flohr, Paul. Translating Texts, Translating Cultures. Jewish Studies Quarterly. Volume
14, Number 2, June, 2007, 97-100.
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Rabindranath Tagore (1861-1941) seems to have a concept of translation at the back of
his mind when he was engaged in translating his Bengali songs and poems for the English
Gitanjali: Song Offerings (1912). But unlike Dryden (1631-1700) or Tytler (1747-1814),
he did not write any treatise on the theoretical aspects of translation. Unlike Matthew
Arnold (1822-1888) delivering his famous lecture on translating Homer, he did never
make any such lecture on how to translate an author, ancient or modern. Nor did he leave
behind any discourse on translation after the fashion of Walter Benjamin or Jacques
Derrida. Commenting on the nature of existing translation writings and their tone,
Tejaswini Niranjana states: “Nearly all speculations on translation exist in the form of
translators’ prefaces to specific texts, and the tone they adopt ranges from the apologetic
to the aggressively prescriptive.”* But, it is noticeable that Tagore did not write any such
‘preface’ except a one-line confession about his mode of translation in the preface to The
Gardener and the tone of his writings on translations is simply descriptive and

interpretative.

Translation, as conceived by Rabindranath, is basically a ‘rewriting’ or re-creation of the
original text. Recalling his experience of translating the Gitanjali poems he writes to
Indira Devi (dated 6 May, 1913):

... took up the poems of Gitanjali and set myself to translate them one by one. You may wonder why
such a crazy ambition should possess one in such a weak state of health. But believe me, | did not
undertake this task in a spirit of reckless bravery; | simply felt an urge to recapture, through the
medium of another language, the feelings and sentiments which had created such a feast of joy within

me in past days.'®

What Tagore wanted was to ‘recapture’ the creative mood as a kind of aesthetic
experience for rewriting his Bengali poems in English. Tagore distinguishes between
‘translating’ and ‘rewriting’, the former implying ‘word-for-word transference’ from one
language to another, and the latter, sense-for-sense transference leading to the ‘re-birth’
or ‘reincarnation’ of the original in the target language. His theory and practice of
translation are often so inextricably interwoven that while speaking of his self-

translation, he is found enunciating, perhaps unconsciously, a theory of translation, or,

4 Niranjana, Tejaswini. “Representing Texts and Culture”, in Siting Translation, New Delhi: Orient
Longman, 1992.
15 Tagore’s letter to Indira Devi, A Tagore Reader. ed. Amiya Chakravarty, New Delhi: Rupa & Co., 2003.
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to be precise, discussing a particular aspect of the translation problem. He makes a
comparative discussion on the literal or word-for-word translation and what may be
called ‘rewriting’ or creative translation. He speaks of the aesthetic joy that he derives
from ‘rewriting’ or creative translation, a joy that literal or word-for-word translation
cannot provide. He rewrites his Bengali poems in English drawing on what he calls their
‘essential substance’. In other words, he takes much liberty with the original poems
interpreting them in English following the promptings of his creative imagination. By
his own admission, Tagore is incapable of ‘translating’ and he loves to rewrite or remake
his poems at the dictate of his creative sensibility. The politics of translation, so
vigorously championed by Lefevere and Bassnett, was something foreign to his
translation thoughts. That is why, words like ‘ideology’, ‘poetics’, and ‘manipulation’
have no relevance to his concept of translation. Naturally, he rewrites the Gitanjali
poems creatively, drawing on the feelings and sentiments of the original. And thus the
poems undergo a creative ‘re-incarnation’ in the English language and seem to come
spontaneously from the poet’s heart.

Paradoxically, Tagore’s ability to mould the Bengali into flexible, sometimes uneven
English, has resulted in bold experimentation by innumerable translators of his works.
Tagore encouraged the process and readily gave permission, oversaw drafts, and happily
participated in the acts of new rendering. The legacy of fearless translation has carried

into modern times.

Rabindranath has composed about two thousand songs, roughly speaking, so that any
discussion on the subject calls for some sort of classification. One broad division would
be: words and music both his own; own words set to others’ music; and own music but
others” words. Words again may be subdivided according to the different languages and
forms used and the various sentiments expressed; and the songs as a whole into the
different categories of music represented. Rabindranath’s keen and active mind was as
eager to experiment in the field of music as in the other fields — though his roots were

firmly embedded in the soil of tradition.

In ‘Sangit Chinta’, Rabindranath often expressed his fondness for music and distinctly
differentiated between songs and poetry. He is of the view that no one should misjudge
the two as similar things, because poetry is something which is read; but songs are meant

for listening. Often it is seen that a beautifully written poem does not sound good when
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it is transformed into a song; or likewise a very nice song may lose all its charm while it
is read-out. So, no one should really judge a song only by reading it, instead the song
should be heard. Rabindranath has repeatedly stated in many of his essays, how Indian
music has paved the path for creating his own songs — his childhood training in classical
music and his great fondness for rhythm, made him able to understand the universal
appeal of music and therefore, not only in Bengali, but also in the English translations of
many of his songs, he had tried to portray the innate feelings and sentiments of the human

race.

An outstanding characteristic of Rabindra Sangeet is the wonderfully happy union
between the words and music. Whether the words are being spoken musically or whether
the music is forming the words itself, is difficult to distinguish.

It is fairly well-established that Tagore, and especially his music, have been a ubiquitous
part of Bengali life, within India or outside, for the better part of the past eight or nine
decades. Even his detractors have been unable to minimize, much less eliminate, the
indispensable presence of Tagore’s songs, widely known as Rabindra Sangeet. Given
the absolute position of command held by his music over the Bengali psyche, much to
the great bewilderment of many observers on the outside, it would be natural to expect
that the exquisite lyrics in Bengali that are the very soul of his musical creations, would
be available in worthy translations that would communicate to the non-Bengali audience
the essential beauty and poetic vision that Tagore expressed in them almost effortlessly

and with unsurpassed mastery.

But therein resides the prohibitive and essentially impossible challenge. As it is, great
literary creations almost always suffer qualitative degradation whenever they are
transported to a language different from the original. Even so, in the hands of masterly
translators, often accomplished literary figures themselves, many classic works of
literature have found worthy and honourable renditions in other languages. In the main,
though, outstanding literary translation often the products of keen, skilful and passionate
minds, have been essentially in the domain of prose—such as fiction, drama, criticism or
travelogues. An intrinsically lyrical piece of work suffers brutally when rendered into a
different language-no matter how sincere, skilled or able the translator. Some translators
do attempt, with great effort, to channel the rhyme and lyrical spirit of the original into

the new form, and on rare occasions, achieve some success.
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When it comes to Tagore’s poems, which earned him the most well-known Bengali
sobriquet, Visva-Kavi (World-Poet), there have been several commendable translations,
including several by Tagore himself. The translations have been in a great variety of
languages, and names such as Neruda, Meireles, Jimenez Akhmatova, Gide and others
readily come to mind. However, a significant gulf exists when it comes to Tagore’s
songs, which are lyrical poems, and indeed the selections used by Tagore in Gitanjali
are essentially prose renditions of a rather small sampling of his songs that appear in the
compendium Gitabitan.

The magical combination of his supremely artistic and inspired words and the musical
structure that lifts them to a higher plane is indeed impossible to regenerate outside the
source language. Yet, over the years, it was not only the great literary stalwarts of 20"
century Europe, the list including an array of eventual Nobel laureates, including Yeats,
Pound and Eliot, that were greatly stirred by Tagore’s rendition of the Gitanjali songs.
Many decades later, there are still people around the world, who are moved by the lines
of Where the Mind is Without Fear, or On the Seashore of Endless Worlds. Despite the
impossibility of rendering his Bengali songs equally in another language, Tagore himself
came reasonably close to appropriately expressing the emotions of these works. Tagore’s
English rendering of the Gitanjali songs was an inspired creation—an inspiration oddly
enough acquired during a period of ailment on board a ship sailing to Europe.

Many well-meaning Tagore-admirers have attempted to improve Tagore’s translations
over the years; however, over the past six or seven decades, a number of his songs have
in fact made their way to the Western musical tradition, especially in the sacred music
category. This is actually quite a non-negligible record, and yet one that barely receives
any recognition in the popular consciousness. There are renditions of his songs into
English and other languages, and several of these appear in Western notation. These
further affirm that Tagore was received and established initially in the West as a
devotional and mystical writer, and most of his songs in European languages are
therefore from the devotional category. Since Gitanjali acquired worldwide fame,
several classical composers in the West set a number of songs and poems from Gitanjali
and The Gardener to music, and these were evidently performed to highly receptive

audiences. The practice in fact continues to this day, via piano, flute and choral recitals.
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The vast majority of these are based on Gitanjali, but several also include The Gardener,

The Crescent Moon, Fireflies and others.

Tagore’s music in its manifestations around the world may be classified in three broad
categories: the broadest, overwhelmingly familiar and most widely practiced of these is,
of course, the ubiquitous Rabindra Sangeet. These songs were composed directly in
Bengali primarily by Tagore himself, with a relatively small number having been
composed by others of prominence with Tagore’s consent. These songs are structurally
fairly diverse, even though they represent a style that is uniquely Tagorean. To a trained
ear, the rendition and atmosphere of a Tagore song are unmistakable. Yet, many
aficionados of classical Indian music would be surprised to learn about the intricate
classical foundation of many of Tagore’s songs. Being a musical innovator and
experimenter of the highest order, Tagore incorporated a variety of musical styles in the
performance of the songs identified as Rabindra Sangeet.

The second category consists of external sources (outside Bengal) as well as well-known
musical traditions within Bengal from where Tagore derived the framework for setting
the music for a considerable number and range of his songs. Properly rendered, they
represent the style and spirit of how Tagore himself envisioned his songs to be performed
to their fullness. Rabindra Sangeet represents the pinnacle of what stirs listeners to the
very depth of their beings in terms of the message, crafted with extraordinary lyrical
mastery bordering on the divine, and yet deeply human, and the melody.

The third category consists of a sizable number of Tagore’s songs and poems, composed
by primarily classical musicians of the West, to be performed as chorales or as
instrumentals based on the piano, organ, horn, flute or combinations thereof.

Tagore communicates almost daily to the hearts and souls of his followers through his
compositions. It is quite simply that Tagore’s words, so inspiring to many in the English
language, are considerably more lyrical, intuitive and imbued with beauty in his original
Bengali. The songs composed by Tagore himself, directly in the Bengali language
created the most dominant style of Bengali music of the 20" century. The sheer grace
and mastery of Tagore’s language — both the prose and more so the songs with their
unmatched lyricism make the task of translation even more difficult in every possible

way.
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My thesis consists of four chapters with a separate introduction and conclusion. The first
chapter—Lyric: definition, genre, mode” looks into the origin of lyric as a genre, its
development, journey and moderations. It also focuses on the characteristic traits of lyric,
its form and variety. The second chapter—“Poetry, Song, Performance” aims to deal
with ‘song’ as a particular form of performance and its nature, as well as the factor of
music. It also deals with the notion of ‘performativity’ and ‘musicality’ as a whole and
traces the journey of how a lyric becomes a song, by studying the etymology of
‘performance’ itself. By dealing with the notions of ‘translation’, ‘translatability’,
‘function of translation’ etc. the third chapter—*“Translating Performance Text” focuses
on how the art of translating vocal texts to be sung differs materially from that of
translating poetry to be merely read. By examining the songs of Rabindranath Tagore in
different translated and performed versions, this chapter also tries to identify
‘performance texts’ and analyse how it facilitate change. The fourth and final chapter—
“Rabindra Sangeet: Translation and Performance” intends to examine Tagore’s lyrics as
performance texts, and its journey of becoming songs. Through close examination of the
translated and transcreated versions of the songs, popularly known as Rabindra Sangeet,
the chapter tries to trace the changes and transformations that make the translated songs
different from its primitive text.

Therefore, the research work, by incorporating the aspects of Performance Studies,
Translation Studies and Reception Studies, brings within its purview the changes and

transformations of a performance text, here lyric; and its journey of becoming a song.
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CHAPTER-I

Lyric: definition, genre, mode

Lyric poetry is often described as a special form of poetry, in which the poet directly
expresses his emotions. From its original musical association with the classic lyre or the
romantic harp, an animated or impassioned expression, adapted to the subject, is
considered essential. But it should be kept in mind that all emotional poetry cannot be
lyric, and the fact that the poems are couched in melodious metres does not make them
lyrical. And yet all kinds of emotional poetry are loosely and popularly considered as
lyrics. To say that most emotional poems are lyrical is to twist or stretch the generally
accepted description of a lyric and bring in a series of modern ideas incongruous as well
as inexact.

We take it for granted that we know what a lyric is. As a term derived from ancient Greek
to designate a song accompanied by the lyre, its association with musical performance
persists today in popular “song lyrics” with instrumental accompaniment, but “lyric
poetry” is also invoked more abstractly as a literary production that is read, not sung.
Often a poem is considered lyric when it represents an utterance in the first person, an
expression of personal feeling, according to a model of modern lyric reading that
diverges from the way poems were performed (and read) in antiquity. Or as an alternative
to expressive reading, a poem may be called lyric when it foregrounds the musicality of
language by appealing to the ear or to the eye. Sometimes poems are called lyrics simply
because they are short; sometimes lyric is defined in opposition to narrative, assuming a
modern binary in literary modes; increasingly, lyric is a way to describe the essence of
poetry, a poem at its most poetic. Whether we think about the lyric as ancient origin or
modern imaginary, on the page or in the air, we need to have some idea of what a lyric
is (or was) in the first place. Yet it has become as notoriously difficult to define the lyric
as it is impossible to define poetry itself. How is it possible that almost all poetry has
come to be read as essentially lyric and at the same time we do not seem to know how
to define the lyric? Since assumptions widely shared are usually the ideas least and last
investigated, it may be the case that because we have come to think of all poetry as lyric,
we have not really wanted a concise definition of lyric. Perhaps the lyric has become so
difficult to define because we need it to be blurry around the edges, to remain capacious

enough to include all kinds of verse and all kinds of ideas about what poetry is or should

29



be. To say that the lyric is a modern idea or theory rather than an ancient genre might
surprise readers accustomed to thinking about lyric poetry as a given in the Western
tradition-indeed, as the oldest form in that tradition, the origin of literature and
civilization. It is true that if we think of choral hymns or Sappho’s odes or even tribal
chants or popular songs as the roots of lyric, a critical genealogy of lyric as a modern
theory does not make much sense. But the concept of lyric as the oldest form of poetic
expression is actually a relatively recent notion; specifically, it is a post-Enlightenment
idea, developed steadily over the course of the 19" and 20" centuries. The history of
lyric reading is the history of thinking about poetry as more and more abstract and
ineffable.

Hegel cast the lyric as the most difficult of modern genres because in it the poet must
become ‘the centre which holds the whole lyric work of art together’, and in order to do
so he must achieve a “specific mood” and “must identify himself with this
particularization of himself as with himself, so that in it he feels and envisages himself.”¢
The lyric is the genre in which the poet, like the ironic writer, turns his back on his
audience. It is also the genre which most clearly shows the hypothetical core of literature,
narrative and meaning in their literal aspects as word-order and word-pattern. It looks as
though the lyric genre has some peculiarly close connection with the ironic mode and
the literal level of meaning. The most natural unit of the lyric is the discontinuous unit
of the stanza, and in earlier periods most lyrics tended to be fairly regular strophic
patterns, reflecting the ascendancy of epos. Stanzaic epos, such as we find in medieval
romance, is usually much closer to the atmosphere of a dream world than linear epos.
With the Romantic movement a sense that the “true voice of feeling” was unpredictable
and irregular in its rhythm began to increase.

The traditional associations of lyric are chiefly with music. The Greeks spoke of lyrics
as ta mele, usually translated as “poems to be sung”; in the Renaissance, lyric was
constantly associated with the lyre and the lute, and Poe’s essay on this matter lays an
emphasis on the importance of music in poetry which makes up in strength what it lacks
in precision. Implicitly or explicitly, the speaker in a lyric poem is an “L.”” This figure is
a generic “I,” not to be confused with an extralinguistic entity. The lyric works with the
material experience of the somatic production and reproduction of words as sounds and

sounds as words, whether spoken, written, or read. Formal schemes that abstract and

16 Hegel, G. W. Aesthetics: Lectures on Fine Art, trans. T. M. Knox. Oxford: Clarendon Press, 1975.
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stylize the distinctive sonic and grammatical shape of a language serve to foreground its
material reality and put up an organized resistance to meaning, both as sense and as
intention.

Lyric language presents—to the ear—that which resists communication and the will of
an individual “speaker”. Northrop Frye, while identifying an underlying structure of

lyric, stated:

The lyric poet normally pretends to be talking to himself or to someone else: a spirit of nature, a muse,
a personal friend, a lover, a god, a personified abstraction, or a natural object...The radical of
presentation in the lyric is the hypothetical form of what in religion is called the ‘I-Thou’ relationship.
The poet, so to speak, turns his back on his listeners, though he may speak for them and though they

may repeat some of his words after him.'’

The fundamental characteristic of lyric, in this account, is not the description and
interpretation of a past event but the performance of an event in the lyric present, a time
of enunciation. What lyrics demand of the world is often something to be accomplished
by the performativity of lyric itself. Criticism of the modern lyric, or modern criticism
of the lyric in general, has challenged the romantic conception of lyric as the direct
or sincere expression of emotion, but in so doing, it has allowed emphasis to fall on the
importance of thinking of the speaker of lyric as a persona created by the poet rather than
as the poet himself or herself. If the speaker is a persona, then interpretation of the poem
is a characterization of the persona, as if he or she were a character in a novel, and of the
situation in which the event of speech occurs. Though there is separation of the discourse
of the lyric from the life of the poet as historical-biographical figure, emphasis falls on
the lyric as a representation of consciousness, and ideally of a drama of consciousness.
Though there are many second-person pronouns in Greek and Latin lyrics, they very
rarely designate a community the poet could be said to address directly. Sappho’s only
complete poem is a complex invocation of Aphrodite where the discourse addressed to
Aphrodite quotes how the Goddess herself on previous occasions invoked Sappho:

What is it now? Who, O Sappho is wronging you?

This configuration is very striking and unusual, giving concrete form to what for later
poets could only be wished for: that the figures invoked would actually respond. And

Sappho’s most famous poem —

7 Frye, Northrop. Anatomy of Criticism. Princeton: Princeton University Press, 1957, 250.
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He seems to me equal to the Gods, that man who sits opposite you
and listens close to your sweet speaking...

— addresses the girl whose sweet speaking and laughing “puts the heart in my chest on
wings”. Critics trying to imagine directness here have suggested that this might have
been sung at a wedding celebration, praising the bridegroom as a god while describing a
powerful erotic reaction to the bride, but this is a certainly a stretch and of course the
poem is incomplete.

What we have is both extremely powerful and hard to imagine spoken directly to the
‘you’ as its audience. We find here a structure of triangiated address fundamental to
lyric. If we look to Horace and Catullus for models of lyric, we find, first, that they do
not address the Roman people, the most obvious possible community. Of eighty-seven
poems in the first three books of Horace’s Odes, only nine are addressed to no one and
twenty-three to non-human addressees, including gods and goddesses. In The Idea of the

Lyric, Ralph Johnson writes:

Lyric as inherited from the Greeks was sung to an audience, so that there is a ‘you’ as well as an ‘D,

‘a speaker’, or ‘a singer’, talking to, singing to, another person or persons.8

Modern conceptions of the lyric, according to Johnson, have led us to imagine that the
lyric, in general, is to be understood as the solipsistic meditation of an individual,
expressing or working out personal feelings, if not the impersonal statement of someone
unable to communicate, whereas in the classical model, “I” and “you,” speaker and
listener are directly related to one another in a community. There are conflicts about the
familiar move that opposes public to private, speech to writing, integrated to alienated,
but Johnson’s argument at least alerts us to the potential importance of address, though it
does lead us to ask whether the forms of address in the classical lyric do really indicate
an integrated community. Perhaps there is always a ‘you’ in the lyric, whether expressed
or not, whatever its variations, as lyrics strive to be an event in the special temporality
of the lyric present. Often that ‘you’ is expressed— the ‘you’ of the beloved, or the wind,
a flower, a yearning. But the lyric ‘you’ is also a bit of language, a trope. It is through
preserving the notion of lyric as a genre, an open process of generic negotiation, that

such historical variations in function and effect can be registered and analyzed.

18 Johnson, W. R. The Idea of Lyric: Lyric Modes in Ancient and Modern Poetry, Berkeley: University of
California Press, 1982, 3.
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2.1 What is a lyric?

The difficulty of answering this question lies in the fact that many kinds of poetry, from
elegies to odes to dramatic monologues, have historically been lumped together under
that label. Nonetheless, it can be said that a lyric is a relatively short piece of writing that
evokes an interior landscape or an external scene while self-reflexively foregrounding
sound and word-play. In lyric poetry speech remains situated among the things and
beings of the world, and directed toward them. In Anatomy of Criticism Northrop Frye

defines the lyric as utterance overheard:

A lyric poet normally pretends to be talking to himself or to someone else: a spirit of nature, a Muse,
apersonal friend, a lover, a god, a personified abstraction, or a natural object.... The poet, so to speak,

turns his back on his listeners.1®

The word ‘lyre’ provides its guiding measure to distinguish lyrical style from other poetic
styles. The lyre makes shorter intervals than other literary forms require and makes closer
relations of these intervals, one to another. Northrop Frye speaks of the roots of lyric as
melos and opsis; And melos, in its relation to songs, calls us to focus on the lyric as
linguistic event.

Lyric poetry may be distinguished from dramatic, narrative and didactic poetry. Both the
narrative and dramatic poetry forecast elements of objectivity. The poet speaks, if he
speaks at all, through the person of his character or the chorus. On the other hand,
didactic poetry emphasizes its theme, exposition and success in convincing the reader;
in contrast to the emotional expression and personal attitude of the lyric. The most
striking difference of the lyric form, perhaps lies in its inclusion of an exclamatory tone
with some adaptability to song through the help of its rhythm, repetitions and easy
progression of thought. It can also be said that this unique feature of ‘singability’ is due
to the brevity of its form, variation of rhythm and the use of strophe and antistrophe or
their effective equivalents.

Meaningful deviation from everyday language can be also mentioned as a feature of the
lyric. Lyric tends to emphasize the individual perspective or the perception of the lyric
agency, rather than the perceived objects. This individual perspective, so to say, is

frequently triggered by emotions. One can also observe the existence of a seemingly

1° Frye, Northrop. Anatomy of Criticism. Princeton: Princeton University Press, 1957, 249-50.
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unmediated consciousness or agency as the centre of the lyric utterance. Nonetheless,
the lyric appears to be the genre in which self-referentiality and self-reflexivity as a
feature has played a greater role than either in drama or in narrative fiction. Walter
Bernhart in his essay entitled “Uberlegungen zur Lyriktheorie aus erzihltheoretischer
Sicht” (Reflections on Lyric: from a narrative-theoretical point of view) inquires into the

possibilities of defining lyric in contrast to narrative fiction:

[...] alyrical work presents an absolute (vs. a contextualized) utterance where the primary motivation
for the utterance lies in the manifestation of the mental attitude taken by the shaping force, or source,
of the utterance (vs. the mimetic construction of a coherent fictional world, i.e. an emphasis on the

content of the utterance [in fiction]).?

The Hellenistic world observed a dedicated impact of the Lyric poetry from the 17
century B.C., along with the Greek-speaking Mediterranean, with a focus in Alexandria.
In ancient Greece it was associated with the Apollonian element, as opposed to the
revelry of the Dionysian. For the people of ancient Greece, Lyric Poetry carried a precise
technical meaning: verse that was accompanied by a lyre, cithara, or barbitos. Such
works were also known as melic poetry, as they were sung along with the instrument.
The melic poet, so to say, bore no resemblance to the writer of plays, the writer
of trochaic and iambic verses or the writer of epic. The lyric age seems to have its roots
tied to the poets, who cogitated such poems related to a particular occasion. Aleman’s
“Maiden Song” is one of the earliest known lyric poems attributable to a particular poet;
which also talks about a festival to the gods.

Among the most noteworthy musician-poets of the classical Greek literature, Alcaeus,
Anacreon, Archiochus, Bacchylides, Ibycus, Lasus, Mimnermus, Pindar, Sappho,
Simonides, Steseichorus, Theognis, and Xenophanes are of chief importance. Although
the archaic lyric form was characterized by strophic composition and live musical
performances, later few poets like Pindar extended the metrical forms to a triad,
including strophe, antistrophe and epode.

The choral lyric, or poetry designed to be sung at occasions of public ceremony or

worship, seems to have been cultivated most successfully as a whole among Dorian

20 Bern, Walter. “Uberlegungen zur Lyriktheorie aus erzihltheoretischer Sicht”. In: Herbert Foltinek/
Wolfgang Riehle/ Waldemar Zacharasiewicz (eds.) Tales and “their telling difference”. Zur Theorie und
Geschichte der Narrativik. Festschrift zum 70. Geburtstag von Franz K. Stanzel. Heidelberg: Winter.
(1993), 359.

34



communities, and its characteristics resembles to those traditions, which were mainly
ascribed to the Dorian Greeks: sobriety, stateliness and dignity. The Dorian character,
therefore, comes out most plainly in the meters employed. Interestingly, one can find
striking similarities of this persistence of literary dialect within the Attic drama as well.
In Greek tragedy certain interludes were sung by a trained chorus who executed a sort of
pantomimic dance in accompaniment. The language of these interludes differs from that
of the rest of the play, but only in passages intended to be sung.

Lyric poems were often composed about victories in athletics, usually at organized
games like the Ancient Olympic Games; as bravery and valour was highly prized
amongst soldiers, these poems tend to inspire these traits. Another type of lyric in
Ancient Greece had a religious purpose and were crafted into hymns and other songs for
the purposes of worship and to express devotion. According to some scholars, it is
believed that lyric poetry may actually be older than epic poetry because it arose from
ancient folk and religious songs. For nearly 200 years, many of the best poets of Greece
expressed themselves through the form of lyric poetry. And this very form remained
important until the 400 B.C., when the lyric was replaced by the drama as the most
significant form of Greek literature.

Although Lyric is commonly known to be sung with the accompaniment of a lyre, the
elegy, a different form of Greek lyric poetry was not sung but spoken, often to the
accompaniment of a flute. Also, the lambic lyric was spoken without accompaniment.
Greek lyric poetry was performed by either an individual or a chorus: Lyric that was
performed by a chorus is called choral lyric, and the other, which was performed by an
individual is called monodic lyric. These two types of the lyric poetry not only differ in
form and content, but also in their style of performance. On one hand, the monodic lyric
was written in the first person, short in length and had the personal experiences and
feelings of the poet as its subject matter. Sappho, Alcaeus and Anacreon are generally
known to be the leading practitioners of the monodic lyric; first two among them wrote
around 600 B.C., and the latter around 500 B.C. On the other hand, the choral lyric, in
contrast to the monodic lyric, is longer, more complex and less concerned with the
personal feelings and experiences of the poet. Instead, it is often based on common
knowledge or shared myths and focuses on group values. As mentioned earlier, the
earliest known example of a choral lyric is a poem by Aleman of Sparta that was written
in the 600s B.C. Aleman’s work “Maiden Song” had a complex and long structure, which

strongly suggests that a tradition of composing choral lyric may have already existed by
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that time. And it is seen that after Aleman, the complexity and length of the choral lyric
increased even more. Stesichorus and Simonides were popular poets who wrote choral
lyrics around 500 B.C. The final period of choral lyric lasted from 500 B.C. to 450 B.C.,
which includes the victory odes composed Pindar and Bacchylides. Pindar’s victory odes
were mostly composed for the Olympic Games and the other great athletic contests of
Greece and had such an everlasting impact that after Pindar, the writing of victory odes
had come to a discontinuance.

Apart from Sappho, the other two most renowned monodic poets, Alcaeus and Anacreon
had very less in common. While Alcaeus wrote about love or certain political topics,
Anacreon’s works were bereft of such personal overtone and contained immense wit and

wordplay.

2.2 Western genre: Ancient

Lyric poetry possesses a strong element of emotional yearning or longingness, and this
feature can be observed in its highest degrees in the works of none other than Sappho.
Although only fragments of Sappho’s poetry have survived, she was without doubt the
greatest of the monodic lyric poets. Her works forecast great intensity and feeling, and
reflect unparallel use of eloguence, delicacy, imagery, and metrical skills of her verse.
The only poem of Sappho, which has been completely preserved, is “Ode to Aphrodite”.
And like the subject matter of most of her poems, this too is about love.

Sappho is believed to have lived on the island of Lesbos and gained much recognition
around 600 B.C. Although very little is known about her life, various tales regarding her
portrays that she might have organized a school or society for girls who were taught
different art forms, poetry, music and chorus singing for marriage ceremonies, along
with the training to be the companions of men. As a matter of fact, it cannot be
overlooked that through her poems, she often addressed young women with great
affection. But the relationship between the women in her society and Sappho herself is
not clear as her poems reflect both love and a sense of jealousy, she felt for them.
Sapphic verses broadly include 500 poems, with 12000 lines, of which only 700 lines

have survived in only fragments via strips of papyrus taken from ancient mummies. Most
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of the works talks about women and their feelings and some explore the intensity of
emotions surrounding love: the journey, celibacy, the despair and the passion.

Michael Schmidth, in his book The First Poets: Lives of Ancient Greek Poets, while
mentioning about Sappho’s poetic style, states: “Sappho’s art is to dovetail, smooth and
rub down, to avoid the over-emphatic”?.

It is often argued that lyric poetry rose out of a literate culture; but there is a strong
connection and similarity between the way the lyric poets used to sing their verses in
public and their oral counterparts, which belonged to the age of Homer. Clearly, Sappho
and her fellow poets wrote their works instead of composing them orally and performed
them as memorized pieces. By keeping in mind the huge popularity and recognition of
some lyric poets, it can be argued that at least some of their poems probably circulated
in written form too. This new form of literature, the “written text” looked ahead to the
next stage in the evolution of narrative arts. In ancient Greece poetry preceded prose as
a literary form, partly because the invention of the Greek alphabet was much later than
the introduction of the poetic story-telling performances. One of the reasons being the
fact that the rhythm of poetry made stories easier to remember. Rhetoric, as the power
of persuasion, was an important skill to the Greeks. In this connection, it can be
mentioned that the first literary work in prose was a history book by Herodotus (480-425
B.C.), which was written 800 years after the Iliad and Odyssey. lambic meter was already
in use by the 7" century B.C. and was associated with great orators namely Solon and
Archilochus. After a while, more expressive lyric poetry was introduced and came to be
known as medic poetry.

Lyric meters are usually less regular than non-lyric meters. The lines are made up of feet
of different kinds, and can be of varying lengths and stress. The most common Greek
lyric meters are the lonic, the Aeolic and the Dactylo-epitrite. Some lyric meters were
used for solo songs, such as some of the poems of Sappho and Alcaeus; others were used
for choral dances, such as the victory odes of Pindar. The Doric choral songs were
composed in complex triadic forms of strophe, antistrophe, and epode, with the first two

parts of the triad having the same metrical pattern, and the epode a different form.

Longinus’ On the Sublime has been an influential model of close reading and the notion
of organic unity, which have greatly influenced twentieth-century critics of literature.

21 Schmidth, Michael. The First Poets: Lives of Ancient Greek Poets. Vintage, 2006.
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Allan H. Gilbert has stated in Literary Criticism: Plato to Dryden (1940) that the method
of the book has entered into all judicial criticism of the details of literature. If Aristotle
may be said to have determined the view of the structure of a literary work, Longinus
has shown how to approach an individual passage. In one of the most famous sections
of the treatise, for instance, Longinus quotes in its entirety a lyric poem by Sappho that
begins with “Peer of gods he seemeth to me”. He then proceeds to study with exacting
precision the skilful composition and appropriate attention to detail shown by the poet.
Longinus argues that it is Sappho’s selection of the most vital details and her working
them into one whole which produce the outstanding quality of the poem. The poem is
carefully contrived in order to produce a particular sort of experience, and the well-
integrated effects involved in that experience are both the poet’s task to produce and the
critic’s job to understand and appreciate.

Longinus emphasizes the felt effects induced by great mental conceptions or figures of
speech or well-chosen diction. Frequently such an emphasis produces a subtle and
illuminating close reading of lines and phrases. He traces the techniques by which
Sappho’s poem enacts an astonishing fit of passion, one in which the lover undergoes
the sudden shock of seeing her beloved as a “peer of gods” and herself succumbs to a
series of violent transformations under his gaze. The lover loses a sense of her own
boundaries and identity, as the manifest pronominal confusion makes clear, and is
precipitately thrown into a rapid series of metaphors and images that present her
experience as a series of natural cataclysms (raging fire, roaring waves, rampaging river,
unsettling earthquake, the painful descent of autumn). Sappho’s lover is herself a sudden
“close reader” of the sublime, and she undergoes the violent felt effects of the greatness
and self-transcendence that can befall one “lost in the love trance”.

Finally, regarding the poem’s organic structure or organic unity, Longinus asks—how
does Sappho excel? He immediately responds that her excellence has to do precisely
with her organic conception and composition, her skillful choice of the most important
and intense details, and her relating them to one another. Writers such as Sappho and
Homer have sifted out the most significant details on the basis of merit, so to speak, and
joined them harmoniously without inserting between them anything irrelevant, frivolous,
or artificial; such additions spoil the total effect.

This conception of organic structure and unified wholeness sounds much like that of

Socrates in Plato’s Phaedrus and that of Aristotle in his Poetics. The originality and
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critical importance of Longinus in this matter may lie in the direction toward which he
refines the notion. Longinus recognizes that not all writing or oratory exhibits organic
unity; however, the utilization of organic structure and wholeness, both in the creation
and in the critical reception of literary discourse, heightens the “dignity”, “distinction”,
and extraordinary character of that discourse. In a passage that owes much to the same

analogy that Socrates uses in the Phaedrus, Longinus writes that:

[one of] the factors which give most dignity to discourse is structure, which corresponds to the
arrangement of the limbs of the body. One limb by itself, cut off from the others, is of no value, but
all of them together complete and perfect the composition of the whole. So it is with great expressions:
scattered here and there, apart from each other, they lose their own value and undo the greatness of
the whole, but when they form a whole in close association, joined together by the bonds of melodious

word-arrangement, then in the rounded structure of the whole they find their voice.??

The renewed engagements, as mentioned in Longinus’ text, with the author’s
subversively unstable oppositions between nature and art, the spoken and the unspoken,
genius and craft, simplicity and complexity, concealment and dazzling exposure—have
thus found echoes in many later critics and readers.

After Pindar, lyric poetry lost its vitality and verse thrived primarily in the drama. Pindar
of Thebes was the first Greek poet to reflect on the role of the poet and the nature of
poetry. His “Epinicia” or the victory odes were composed to celebrate triumphs in
various Greek athletic festivals and competitions. These victory odes not only served the
purpose of praising athletic achievements, but also had a strong religious fervour that
entitled the heroes and their noble deeds with immortal entities. Pindar’s fame in Greece
was unguestionably greater, and his circle of readers larger than it is in the modern world.
The spirit of Pindar's poetry is Panhellenic. The Epinicia, or Songs of Victory, composed
by him were widely circulated because those were written to celebrate the rewards of
success in contests at the great national festivals at Olympia, Nemea, Corinth, and
Delphi. But The Epinicia lacked much poetic inspiration, as they were only a way of
expression, merely for expression's sake. The language of Pindar is not characterized by
Athenian fluency, nor does it represent the spoken speech; it only serves as a literary
vehicle, somewhat responsible for the ‘old world mellowness’. Pindar’s use of intricacy

of the metres is one of the reasons for facing difficulties to read his poems.

22 Russell, D. A. ed. On the Sublime. Oxford: Oxford University Press, 1964. [Greek text and commentary]
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In Pindar we find a large rhetorical element as well; his diction is lofty and elevated, with
much fullness. As in sentence structure Pindar shows a fondness for coordination, so in
his arrangement of words, coordination prevails. Pindar is especially fertile in similitudes
for poetical effort and has much of the old epic tone, as he cleaves to the old epic view
of the poet as the inspired minstrel. Pindar’s diction can be called highly figurative and
imaginative; various similes and other rhetorical devices can be found in his works. The
Odes of Pindar are strongly ornamented with figures of metaphor and for that, his love
for figures which portray swiftness along with flashing brilliance, has been the subject
of much consideration.

Dornseiff seems to find in him the elements of coiling and uncoiling:

Pindar is continually mingling picture and reality, or is continually hovering back and forth between
the concept and the portrayal, between the object itself and a pretty veil for the object. The archaic
tendency to strong metaphorical speech is so intensified in Pindar that his figures cross each other so

frequently as to make it difficult to see the end of his flourishes.?®

One of the most important and fascinating aspects of Pindar’s poetry is his presentation
of himself and his songs within the milieu of celebrating the athletic success of his
aristocrat. While considering Pindar’s work, one should not pass over the general form
of the victory odes itself. Each of these songs of victory was merely another variation of
the same theme, in which constituted four different elements: the personal, the gnomic,
the hymnic and the epic-mythical. The personal element offered praise and publicity to
the victor who commissioned the poet. But right beside the aspects of pleasure, joy, or
fame that either the spectator or the contestants gained, there was an urge to honour the
patron and to various deities. Reverence for the divine power is a strongly marked and
ever-present characteristic of his works. The poem which celebrated a victory won at
any game or contest, must therefore honour the god, whose worship gave the opportunity
to the victor to fill himself with glory. This is the reason for which one can find scattered
words of praise for the gods like Zeus, Apollo, Poseidon, or Heracles throughout the
poems. The mythic fervour of these victory songs is perhaps the element, which provides
a strong cohesion to its whole structure. ‘The Fourth Pythian’, Pindar’s greatest poem,
is a famous handling of an epic theme in a lyric manner, with a great aesthetic appeal.
The moral reflections and the maxims of conduct, found scattered in Pindar’s poetry

2 Dornseiff, Franz. Pindar’s Stil. Berlin: Weidmann, 1921, 66.
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express the Greek feelings about life in an earnest form. Matthew Arnold possessed a
high opinion of Pindar and his works: “Pindar is the poet above all others on whom the

power of style seems to have exercised an inspiring and intoxicating effect.”?

Lyric poetry was also popular in Han dynasty China and the period of the Warring States
and Three Kingdoms, with important poets being Cao Cao (155-220 c.e.), Cao Pi (the
former emperor Wen, 187-226 c.e.), and Cao Zhi (192-232 c.e.). The best-known
Japanese lyric poets are Ariwara no Narihara (825-880), Ono no Komachi (c. 825—.
900) and Saigyo (1118-90). The Persian tradition includes Anvari (1126-89), Asadi
Tusi (d. 1072), Attar (c. 1142—c. 1220), Ferdowsi (935-1020), Omar Khayyam (1048-
1131), Nezami (1141-1209), and Rudaki (859-941). While translations of Greek and
Latin poetry and literature have been available in the West for many centuries, access to

Chinese and Japanese materials has long been limited.

Latin lyrics were written by Catullus and Horace in the 1% century BC; and
in medieval Europe the lyric form can be found in the songs of the troubadours, in
Christian hymns, and in various ballads. In the Renaissance, the most finished form of
lyric, the sonnet, was brilliantly developed by Petrarch, Shakespeare, Edmund Spenser,
and John Milton. Especially identified with the lyrical forms of poetry in the late 18"
and 19" centuries were the Romantic poets, including such diverse figures as Robert
Burns, William Blake, William Wordsworth, John Keats, Percy Bysshe Shelley,
Lamartine, Victor Hugo, Goethe, and Heinrich Heine.

Catullus is often grouped among the elegiac poets and reaches heights in his verse for
his simplicity and lack of conscious adornment; and while it is true that Ovid and
Catullus have in common a light, delicate touch, still the emotions of the latter seem
more genuine and sincere. Though born in a Roman province, at Verona, Catullus passed
most of his life at Rome, surrounded by revolutionary influences, and with his name is
associated the names of some of the most noted leaders of the State and society at that
time. The lyric tradition exemplified in Catullus seems to have been started by Laevius,
who without great poetical merit, seems to have had a considerable metrical facility.
Catullus’ work differed little in kind from that of his contemporaries. Catullus and the
elegiac poets are admittedly alike in their aims as they sing about their loves and their

24 Arnold, Matthew. Poetical Works. London: Macmillan, 1890, 420.

2



beloved. But even here a sharp contrast is seen between them and Catullus as the love
affair of Catullus and Lesbia, with its cycles of ecstatic joy and heart-rending grief,
buoyant hopes and bitter disappointment, is vividly and vitally portrayed in his
passionate lyrics. The personality of Lesbia is most conspicuous. It is with her character
that every account of Catullus must deal. Rich, witty, voluptuous, the wife of the great,
noble Metellus, her beauty was of the Junoesque type, and she had won the title bestowed
on Juno herself. Catullus’ ardent and sanguine character, reckless of consequence, is
burned into our imaginations as we share the poet’s loves, dreams, joys, and woes. We
see the character of Lesbia, fascinating yet false, delightful yet deceitful. We notice the
poet’s gradual realization that Lesbia is not the angel of his dreams, and with him we

taste the bitter ashes of disillusionment. Of the love poetry of Catullus, Sellar remarked:

Other tales of love told by poets have been more beautiful in their course or more pathetic in their

issue; none have been told with a more touching realism or a more desperate intensity of feeling.?

The poetical love stories of most of the Roman poets are of a different kind. In this
respect Catullus is strongly contrasted with Horace. That the latter, with ‘no sorrow in
his song, no winter in his years’ gives us his real experiences may well be doubted. His
poems on love themes are metrical essays in love expressions; though the expressional
features are quite entertaining, but the loves of Horace are merely shadows, and there is
not much regret seen when they have floated by. But Catullus gives to us the bloom and
blight of his love, and his words reveal to us his actual experiences, or else he had that
intensity of imagination which could furnish ideally the content of an actual experience,
and whatever we deny to his experiences so much must we add to his imaginative
powers. Lesbia is the one and only woman whom he loves; also it is Lesbia alone whom
he hates. Whatever may have been the practical attitude of Catullus, as illustrated by his
association with Lesbia, the poems dealing with marriage are among his best creations.
Two among them have been called epithalamia; but one is rather a monocle, and the
other does not seem to have reference to any particular marriage, so that the song in the
marriage of Peleus and Thetis may be taken as the only true epithalamium of Catullus,
one of the great ones in literature, such as is the Epithalamium of Spenser, and one in the
fourth book of Paradise Lost. The central thought in the song is the future glory of

Achilles and it expresses feelings of the deepest reverence and purest joy.

% Sellar, W. Y. The Roman Poets of the Republic. Oxford, 1932, 461.
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In Catullus, we see that he is somewhat concerned with a moral point. For Catullus, as
for many other Latin writers decorum exacts behaviour, governed by standards
recognizably ethical. The end of Catullus’ many lyric poems establish such a moral
dimension, one for which there is little precedent in Greek love lyricism. The most
famous adaptation of the Atys tradition in Roman poetry, was Catullus’ gall-iambic Attis.
However, Catullus inverts the usual story of the goddess-protected priest frightening
away the lion by instead presenting the angry goddess setting one of her lions against
Attis and frightening the rebellious priest back into her sacred grove. But on the other
hand, it can be observed that when Horace takes on this subject matter, he does not
hesitate to reject Catullan form and manner. Instead of being influenced by Catullus’
more familiar and recent poem, he went back to the original Greek story and effectively
corrects the Catullan narrative so that he could privilege the authority of the Greek
original. The form of Horace’s lyric verse was quite imitative, and it would be difficult
to overestimate his debt to the Greek poets in the matter of meters. He is proud of the
debt and considers it high enough praise to have been the first to set Latin words to the
lyric measures of Greece. Horace proved himself a master in the composition of lyric
verse as he is the inventor of a style, in which he has had no successor in his own or in
any other language. But it is not wholly upon such achievements that his popularity rests.
The essentially personal quality of his writings, his vivacity and sense of humour, his
interest and observations on men and life and the element of humanity—these are the
eminent markers, which forecast his genius.

Both Catullus and Horace were gifted to an eminent degree with a humorous touch. Each
could treat a trivial subject in such a way as to produce a sparkling poem. While Horace
playfully tells of his inglorious retreat from a battle without his shield, and amusingly
describes his misadventures with a bore, Catullus similarly makes us smile at his playful
rebuke to a guest who pilfered a napkin for a souvenir, and again when he satirizes the
‘cockney’ accent of one of his acquaintances. Both poets have a tendency to digress
abruptly from a trivial theme to the utterance of some solemn reflection on life.

Horace, for example, breaks off in a light poem on springtime to remind his friend that
death comes alike to kings and to knaves, and that all too soon. Such sudden and
surprising changes come often in Catullus. A poem was written by him on the death of
Lesbia’s pet sparrow and he handled the theme delicately with a touch of certain dramatic
suddenness, describing the bird's love for its mistress and its antics in her lap. As Horace

and Catullus have many traits in common, so do they differ in many respects. Although,
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like Horace, Catullus often turns from trivial thoughts to solemn reflections on deep or
fundamental truths, but when he does that, he does not moralize as much as does Horace.
Horace’s love odes are no doubt delightful and playful; also they can be said to be the
excellent imitations of the Greek models in Latin verse, but still those cannot be
compared to the passionate, ecstatic outbursts that surged up from the heart of Catullus.
To Catullus, to live was to love; to Horace, love was one of those pleasant interludes that
while away an idle hour. As lyric poetry demands that the emotion expressed to be
personal to the poet and yet universal, touching all mankind, both Catullus and Horace

have proved their genius as lyric poets.

2.3 Western genre: Medieval to Metaphysical

The lyric poetry of Europe in the medieval period was created largely without reference
to the classical past, by the pioneers of courtly poetry and courtly love. The troubadours,
travelling composers and performers of songs, began to flourish during the 11" century
and were often imitated in the 13". Many troubadours claim that the lyric delights its
audience or its own singer and “I” persona; sometimes they suggest that it will console
them for the sorrows of love. It is also common for the troubadours to say that the lyric
is inspired by, and expresses, joyous sentiments. Trouveres were poet-composers, who
were roughly contemporary with and influenced by the troubadours. They are known to
have composed their works in the northern dialects of France. The first
known trouvere was Chrétien de Troyes (1160s-1180s).

The dominant form of German lyric poetry in the period was the ‘Minnesang’—a love
lyric based essentially on a fictitious relationship between a knight and his high-born
lady. ‘Minnesang’ represents the first poetic expression in Germany in which the “I”, the
poetic ego, is central. This poetry does not involve a process of self-awareness in which
the “I” is taken as a separate entity. Rather, self-exploration takes the form of making
visible the relationships between poet, lady, audience, love, and nature. Hence, the
contrastive pattern is less a means by which these relationships are established, than it is
the structural determinant that makes such relationships possible. Here, the primary
factor is the structural determinants and the content is secondary. Its importance lies in

the fact that the elements are sustained by the contrastive pattern and cannot stand by
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themselves as separate entities. These elements are provided with meaning and substance
through the variety of relationships possible. In the pre-courtly poets, the contrastive
pattern has the entirely different function of summarizing a brief lyric narrative or
introducing a stanza, which is followed by a narrative elaboration describing unfulfilled
love. What gives substance to the stanza is not the contrastive pattern, but rather the
element of change. Initially imitating the lyrics of the French troubadours and trouveres,
‘Minnesang’ soon established a distinctive tradition itself.

The lyric is understood to take on the qualities and values inherent in the love that
inspires it. Sometimes the qualities are those of joy and delight, since love, even if not
requited, is often described in the medieval lyric as a joyous and exulting experience; the
joy and the love which many poets claim inspire their love lyrics, are often not separable.
Joy and delight can thus often, though not always, represent a feature common to song
and love, and the existence of such potential common attributes no doubt contributes
substantially to the near-identification of love and song in the Middle Age. Nevertheless,
these lyric poets do not give the pleasure of the addressee or audience special emphasis
over the other delights associated with the love lyric, the most obvious of these being the
delights expressed in the lyric.

The 14" century and 15" century French courtly poets of love often discuss the
practicalities of composition. They are more explicit and legislative than previous poets
in their claims that their poetry is in general designed to please, and they make clear that
love poetry pleases most, that love provides the primary or even the only possible focus
for pleasurable verse. Love is the most delightful sentiment and matter for any courtly
poetry. Many of them also return to the traditional question of poetic sincerity and
inspiration, either developing or reneging upon the love poets’ claim that it is love that
‘makes the poet compose’. The effect of this is to intensify the old contrast between the

poet’s personal experience and poetic convention.

The Middle English lyric is not especially courtly but by and large homely, moralistic,
sometimes didactic, sometimes bawdy, and mostly lacking in intricacies of verse
technique. Inspite of the fact that the subjects and methods used, may not be considered
very fashionable, the poems themselves are often exciting, compelling, even memorable,
and deserve more close study than they have received in both poetry and medieval
literature. R. M. Wilson has written that of all Middle English literature, it is the lyric
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“which strikes the most modern note and is the easiest for a modern reader to
appreciate”?,

The treasures of Latin hymnody can be found chiefly in the service books of the medieval
church. Rare liturgical texts in which hymns have an appointed place, have been
published in England by the Surtees Society and by the Henry Bradshaw Society within
the period under consideration.

It has long been known that the Arabic ‘Muwassahas’ or ‘Moaxahas’, poetic
compositions divided into stanzas, were often provided with Spanish endings, since
ancient Arab authors mention these endings; but none of them were known to moderns.
The Hispano-Hebrew poets imitated the Arab ‘Muwassahas’, which ended with a few
lines in Spanish or in a mixture of Arabic and Spanish: the Mozarabic Jarya (meaning
‘exit’). Ibn Sana al-Mulk, the Egyptian poet, compiled an anthology of Arab
‘Muwassahas’ and studied their structure. The final stanza of the poem served as an
introduction to the characters who spoke in the concluding Jarya, thus tying the whole
poem together. This Jarya, with some exceptions, was written in a popular dialect or
even in conversational Spanish, that is to say, in the usual speech of the characters. Many
of these compositions were love-songs which had been preserved orally. The speaking
character is a lovesick maiden who bewails the absence of her sweetheart. Other poems
are mostly poems of condolence, whose transition stanza is very interesting. These
compositions were merely the written record of a poetic oral tradition which goes back
much further and also reveal a Romance tradition of lyric verse, at a period when nothing

similar is to be found.

Hebrew lyric poetry is known to have its origin in the Bible; but it is not just in the three
books which is traditionally considered as poetic compositions (Job, Psalms and
Proverbs), but also scattered throughout, and particularly in the Song of Songs. It is
known that Jews also composed secular poetry in the Hellenistic period and in pre-
Muslim Arabia, but these were in languages other than Hebrew. The post-biblical period
saw in Palestine the emergence of liturgical Hebrew poetry, some of which employed
rhyme for the first time in a conscious and consistent manner in Hebrew verse. But
secular Hebrew poetry developed only under Muslim influence, and apparently
originated in Muslim Spain around the 10" century. Unlike earlier liturgical poetry,

% Wilson, R.M. Early Middle English Literature, London: Methuen, 1951, 274.
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Hebrew secular verse was both rhymed and metered, at first borrowing Arabic meter and
then expanding to develop new meters. Many themes were also derived from Arabic
poetry, but later the Hebrew poets expanded the variety of the themes of their poems
eventually. The period of Hebrew poetry in medieval Spain extends from the 10" century
to nearly the time of the expulsion of the Jews from Spain in 1492. And the most
renowned poets of this period are Samuel 1bn Nagrillah, Solomon Ibn Gabirol, Moses
Ibn Ezra and Judah ha-Levy. The conventions of love poetry were derived from the
familiar notions known to the Muslim world and many poems were composed about the
endeavours of Platonic and courtly love.

On the other hand, in Arabic poetry, one can find intense descriptions of sexual actions
engaged in both with women and with boys. As it is known that the early classical Arabic
poetry has the convention of presenting the Nasib section, which had the inclination of
projecting erotic love; Among the modern poets of the tenth and eleventh centuries,
however, personalized love poetry and definitely erotic love poetry emerged distinctly.
Here, the customary lament for the departed loved one can also be observed with some
emotional touch to it.

Like the Greeks, a special position was alluded to the adolescent boys, and the sexual
relationship with those boys was a prominent theme in the Hebrew poetry as well. Nights
were devoted to wine parties, which usually lasted until the dawn. Typically, at these
parties would be boy cup-bearers, whose duty it was to fill the cups of the guests. Often,
they also danced, as appears to be the case here. The saliva of the beloved boy is
frequently compared to wine when tasted in a kiss, and that stands as the sign of the
boy’s invitation. The idea of being a ransom, which actually means willingly to give
one’s life for the beloved—is quite common in Arabic poetry, but its existence can also
be traced in the Bible.

Solomon Ibn Gabirol was an outstanding poet and philosopher and in his youth a disciple
of Ibn Nagrillah. One of his early poems is a gasida or ode, praising Ibn Nagrillah, with
a truly outstanding introductory love section. The Hebrew Kharja is a popular form of
love-poetry and Ibn Gabirol was one of the first Hebrew poets to utilize this form. In
those poems, the poet tends to put the words into the mouth of the boy himself, who
protests to his former admirers, who now turn from him. He complains that they were
always before as his slaves; but they answer that the sprouting hairs on his face are like
the writing on a document of manumission, freeing them from his servitude. The theme

of the night phantom—the image of the beloved appearing at night in a dream to the
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lover is also very prominent in Arabic and Hebrew poetry. The most famous example of
this kind in Hebrew poetry is the great ode in honour of Samuel 1bn Nagrillah by Yusuf
Ibn Hasday.

Another major genre of Hebrew poetry was that devoted to the praise of wine. As a
matter of fact, Jewish poets, as well, saw nothing wrong in adopting an ‘eat, drink and
be merry’ philosophy of life.

The idea that the wine should be ‘old from the days of Adam’, or at least, no newer than
‘the time of Noah’, appears to be directly borrowed from the famous Muslim poet Abu

Nuwas:

Give me fine wine to drink, of a vintage from before the creation of Adam, /
a wine that existed when nothing was except heaven and earth, /
that watched time grow up and grow old and decrepit /

while it in turn became a liberated spirit that has parted from flesh and blood.?”

The gasida poem frequently begins like a love poem, evoking memories of old love
affairs, describing a beautiful woman, or otherwise making use of elements of love
poetry. Such openings or the Nasib were usually a part of the conventional introductory
themes leading up to the real subject of the poem. This erotic Nasib, which has been
mentioned earlier, carried the prestige of antiquity. However, the classic theme of the
gasida is friendship or admiration for an individual, an emotion closely related to that of
love poetry and often expressed in the same terms. For example, the essential themes of
the separation of lovers and the nostalgic evocation of past joy create an appropriately
elegiac atmosphere in which the poet can lament his separation from the friend or patron
to whom the poem is addressed. Furthermore, it is not uncommon for the poet to portray
the friend or patron in imagery similar to that used of lovers. As in the case of the wine
poem, this anthology avoids the gasida in favour of lighter, more unified poems. The
typical medieval Hebrew love poem belongs to a genre known in the Arabic literary
tradition as ghazal and formally resembling the wine poems. They are short, usually four
to six verses, and composed in the classical prosodic patterns of quantitative meter and
monorhyme borrowed from Arabic. Besides these short poems, there exists a rather large
body of ‘Muwassahas’ devoted exclusively to love; indeed, the entire genre seems

2" Translated by Andras Hamori, On the Art of Medieval Arabic Literature. Princeton, 1974, 66.
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originally to have been exclusively devoted to love poetry. Several ‘Muwassahas’ that
are truly about love are included as representing a variety of love poetry of distinctive
character and outstanding importance. Since they draw their themes, diction, and rhetoric
from the same resources as do the poems of the ghazal type, their importance resides
entirely in their forms of versification. Love poems mostly fall into two categories
resembling somewhat the division of the wine poem into descriptive and meditative
types. They are conveniently designated as descriptive love poems and petitionary love

poems.

Descriptive love poems closely resemble descriptive wine poems in that they select
certain elements of the object to be described and attach to them comparisons and figures
of speech drawn from the traditional fund; the main difference is that in love poetry the
object is a living person instead of an inanimate thing, and even this difference is not so
great as might first appear. In petitionary love poems, the poet implores the beloved to
pay attention to him, return his affection, renew an earlier tie now broken, or the like.
The essential difference between the two types is that the petitionary poem poses as an
instrument of the love affair itself, representing a real or imaginary moment in life, from
which it derives a dynamic character; the descriptive poems are rather static, not
implying any particular circumstances in life as the point of origin. Descriptive love
poems concentrate on the beloved’s body. The descriptions consist simply of familiar
figures of speech; the eyebrows are shaped like bows; the eyes shoot arrows which
wound or Kill the lover; the cheeks are rouged with the lover’s blood, etc. The beloved’s
superiority to all others is a matter of degree, not of kind; she possesses no quality which
would render her unique except the highest degree of the characteristics expected in a
beloved. She does not even possess a name. It is sometimes said that the love poet's
practice of referring to the beloved by stock pet names such as “fawn” or “gazelle” arose
out of the need to protect the beloved from the social harm that exposure of the affair
might bring upon her, so that these epithets resemble in function with the creation of the
troubadours.

It is already obvious that nature is combined with wine as a sub-theme of the genre of
wine poetry. Nature poetry, or more precisely, poems simply rejoicing in the beauties of
nature, though far from common in Arabic poetry, is quite prevalent in Hebrew poetry.
Often such poems combine one or more other themes as well, as we can find in the works

by Ibn Nagrillah. The boy, of course, is the cup-bearer, who holds wine in his hand —
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often compared to blood, but here also to the blood of the innocent, his admirers whom
he has slain by ignoring them. The herding of stars in a dream at night, is a common
theme in Arabic and Hebrew poetry and Moses Ibn Ezra probably wrote more poetry on
the theme of nature than all of the other poets combined. A common picture in most of
his poems is the hosts of stars, that are imagined as flowers in a garden, and they
disappear with the coming of dawn. Judah ha-Levy takes motifs from nature poetry and
uses them in a somewhat unusual way. The praise of poetry itself was a common theme
in medieval Hebrew verse. All of the poets provide fine examples though the most
famous is certainly Ibn Gabirol’s poems. Here the very motif is not derived from Latin

poetry, but perhaps influenced by a Jewish source.

For courtly Hebrew love poetry, like courtly Arabic love poetry, is not really about sex
but about beauty. Love is ‘spiritual” whether consummated by sexual intercourse or not,
whether heterosexual or homosexual, it should be understood by its practitioners as the
ennobling service of beauty itself. Within this great innovation, the quiet use of the
masculine gender in love poetry takes its place as a mere variation on a truly great theme.
W. H. Auden, introducing Shakespeare’s sonnets, remarks that “men and women whose
sexual tastes are perfectly normal, but who enjoy and understand poetry, have always
been able to read them as expressions of what they understand by the word love, without

finding the masculine pronoun an obstacle”.?

In this connection, it should me be mentioned that ‘Ghazal’ as a literary form has quite
resemblance with the European medieval love poetry. C. S. Lewis begins his account of
the courtly love poetry of Western Europe with the words, “Any idealization of sexual
love, in a society where marriage is purely utilitarian, must begin by being an idealization
of adultery”.?® Yet prominent scholars of Urdu do not seem to be willing to speak in
similar terms. Most Urdu poets who depict their love experience in these terms are not
writing direct. Those are more realistic accounts of what they have known, but using
those terms as conventional metaphors for the description of other experiences. It is well

known that the ghazal is the poetry of two kinds of love—earthly and divine.

28 Shakespeare, William. The Sonnets. intro. W. H. Auden, ed. William Burts. New York: A Signet Classic,
1965, xXiX.
29 |_ewis, C. S. The Allegory of Love, New York: Oxford University Press, 1958, 13.
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Earthly love depicts the love of man for woman or some other beloved human; whereas
divine love represents the love of man for God. In one and the same ghazal one will find
some verses which one naturally takes in the earthly sense and others which one takes in
the divine sense; and when one takes a second look there are many which could be taken
in either sense or indeed in both at the same time. In the Urdu ghazal the radical,
potentially subversive trend in mysticism is made quite explicit, and indeed is not only
made explicit, but like almost everything else in the ghazal, carried to an extreme. The
worship of God means the love of God, and love as all-consuming as love for a beautiful
mistress. Rituals of worship are of no significance as compared with this. It is believed
that the worship of the beauty of the universe is the worship of God, whether it be the
beauty of nature, or of a beautiful woman, or of a handsome boy.

The ghazal poet composed his ghazals for recitation at a mushaira, that is a gathering,
sometimes small, sometimes quite large, at which poets assembled to recite their verse.
An element of competition among them was always present. Each couplet would be
assessed by its hearers as the poet recited it, and approval, indifference, or disapproval
politely but unmistakably expressed. The poet was supposed to have the ability to hold
his audience as the mushaira is a long-drawn-out affair, and the poet’s main enemy is
monotony. He sometimes wins his audience with a couplet designed mainly to enable
them, given their prior knowledge of the rhyme scheme, to complete for themselves the
second line of his couplet without his needing to recite it all. Their purpose was, in the
main, simply to heighten the impact of the verses into which they had put what they most

wanted to convey.

Chinese Sanqu poetry was a Chinese poetic genre from the Jin Dynasty (1115-1234),
through the Yuan Dynasty (1271-1368), to the following Ming period. The Sanqu were
dramatic lyrics written to fixed musical modes, or metrical forms, and could contain
several lyric song segments in one suite. Sanqu, however, could be composed in single
discrete sections. It is often said that the Sanqu verses tend to reflect excess energies and
resentments of contemporary disenfranchised Chinese literate personnel. There were
many forms of Sanqu during the Yuan Dynasty. These included a kind of opera, dance
accompaniment, and instrumental accompaniment. During feasts, actors would hold
lotus flowers in their left hands and, holding their goblets in the right, would sing a song
of the heavy rains hitting the lotus flowers. Playwrights like Ma Zhiyuan (c. 2170-1330)

and Guan Hanging (c. 1300) were well-established writers of Sanqu Dramatic Lyrics.
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This poetry was composed in the vernacular or semi-vernacular, which utilized the
spoken language of the people as fully as possible. Although line length and tonal pattern
were still governed by a given tune, extra words could be inserted to make the lyrics
livelier and to clarify the relationship between phrases and clauses of the poem.

In Italy, during this time (1300s), Petrarch developed the sonnet form, which was
inherited from Giacomo da Lentino and which Dante had widely used in his La Vita
Nuova. Ernest Hatch Wilkins in his “The Invention of the Sonnet” (1915) established the
fact that Giacomo da Lentino was the one, who has created the earliest sonnets; and in
writing the earliest sonnets Giacomo did not borrow from the troubadours’ eight-line
canzone for the octave of his poems. Rather, Wilkins argued that the sestet of Giacomo’s
sonnets may have derived from the Arab zajal, a rhyming stanza popular with the Arabs
living in Sicily in Giacomo’s time. The earliest sonnets were written presumably within
the period 1220-50, during the Frederician activity in general. No sonnets by pre-
Frederician writers have survived. The poets of the court of Frederick-11 are believed to
constitute thirty-one sonnets, among those twenty-five sonnets are attributed to the
literary leader of the group, Giacomo da Lentino. Six other sonnets are attributed to the
members of the group, who seem to have been contemporary with Giacomo: three to the
Abbot of Tivoli, one to Jacopo Mostacci, one to Piero delle Vigne, and one to Monaldo
d’Aquino. The sonnets of the Abbot occur in a five-sonnet tenzone or a literary strife
with Giacomo; those of Mostacci and Piero delle Vigne occur in a three-sonnet tenzone
with Giacomo, where the tenzone opens with the sonnet of Mostacci, and to which the
other two poems are replies. The sonnet of Monaldo is independent. Each of the thirty-
one sonnets consists of fourteen hendecasyllables and opens with the rhyme-scheme
ABABABAB. These sonnets are formally divided, by a change in the rhyme-scheme,
into octave and sestet.

The octave proceeds by a repetition of two varying endings. It is then both logical and
effective to close the stanza with a repetition of three varying endings: a scheme of
precisely the same nature, as that of the octave, yet possessing just enough more
complexity to adapt it for use in the climax. The original sestet scheme was possibly
CDCDCD. The octave of the sonnet was taken from the regular eight-line Sicilian
strambotto, but the source of the sestet is uncertain. Most of the sonnets are love poems,

and the tone of the love sonnets is essentially courtly in idea and phrase.
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It has been universally accepted that the word “sonnet” means “little song”; or more
precisely “little sound”, and that it derives from “suono” meaning “sound” with the
“etto” suffix acting as a diminutive. It is believed that the octave of the sonnet derives
from a musical form, the strambotto; the performable and musically accompanied lyrics
of the troubadours were well known to Giacomo and must have influenced him indirectly
to produce his variation, which we call the sonnet and which must be regarded as a

species of poetry that is somehow “musical” and “performable”. Leigh Hunt argues:

The sonnet derived its name, like the composition called a Sonata, from being sounded or played;
that is to say, accompanied by a musical instrument. To sound, in Italian, still means to play music;
and the sonnet, of old, was never without such accompaniment.... The sonnet, agreeably to its
appellation, was never heard without the sounding of the lute or the guitar. This connection, as we
shall see, lasted a long time; and when it ceased, it left upon the little poem a demand for treatment

more than commonly musical, and implying, so to speak, the companion which it had lost.*

Giacomo’s earliest sonnets themselves provide the strongest clues to the possibility that
in writing them the poet was deliberately turning away from the kinds of songs made and
sung by the troubadours and creating a new type of lyric with new, “modern” and silent
intentions. Certain themes, such as the concept of “malatia” or love as a sickness and the
notion that the lady possesses immense power over the very life of the lover, are common
in the love-songs of the troubadours and undoubtedly reflect Giacomo’s indebtedness to
them. But what makes his poems exceptional is the fact that he transgresses from two
major essential elements from that of the troubadour poetry: the absence of any even
implied address to a listening audience, and the absence of multiple or dual personae, i.e.
“love-persona” or the persona who actually suffers the pains of unrequited love, and the
“poet-persona” who makes the song. Giacomo’s poems are not addressed in any sense
to the “Lady-love”, rather it is addressed to the poet himself. The remarkable feature of
Giacomo’s works is its dialectical structure, he presents a problem in love in the octave
and it is resolved in some fashion in the sestet. The poem is argumentative in nature: In
the octave we learn of the love-persona’s difficulty, which results from his devotion to a
lady who will have nothing to do with him and who has the power to kill him with her
indifference; and in the sestet we, along with the love-persona, find the solution: it lies

in the love-persona’s acceptance of his own humanity, of his passionate and affectionate

%0 Hunt, Leigh and S. Adams Lee, eds., The Book of the Sonnet, Boston: Roberts Brothers, 1867, 8.
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nature. He recovers his ability to live among people to be more fully alive and also
discovers the way out of his predicament neither by appealing to an outsider, listening
audience nor by appealing to the lady herself: he finds it through a process of dialectical
self-confrontation, and he finds it within himself. Indeed, as in many of Giacomo’s
sonnets, the man and the love-persona of the poem have blended — achieving an intimacy,
which was not sought by the troubadours. The love problem may thus be seen as
immediately capable of solution, once it achieves the sonnet-form which Giacomo is
inventing: and the persona of the poem, realizing this, addresses himself not to any
outsider but to the form itself as the form of the poem will solve the problem itself.
Certainly, it marks a turning point in the history of the lyric. It is not surprising to find
that the earliest sonnets were written by a “notary” in the service of Frederick-11, because
“Notaro” in Giacomo’s day meant “lawyer” and in Giacomo’s case this meant a very
important person, with direct access to the most literary-sound emperor of the age.
Therefore, it is expected of him to produce a poetic form which is simultaneously
dialectical and introspective. The nature of this new lyric, the sonnet, with its capacity
for self-confrontation, corresponds perfectly to the “modern” spirit of Frederick’s own
life and career.

The Petrarchan type of sonnet has had a life of almost seven centuries. One reason behind
this, is the fact that instead of following in the wake of Dante’s lyrics, which are in fact
rime sparse, connected by no internal principles of construction, Petrarch followed in the
wake of Dante’s Vita Nuova, the first modern collection of lyrics to be deliberately
arranged according to a predetermined sequential order. But whereas Dante connects the
lyrics of the Vita Nuova by means of prose passages that are intended to elucidate the
poetry, Petrarch removes the connecting prose passages, and leaves his poems open to
interpretations that are limited by nothing but the order in which the poems are arranged.
In other words, Petrarch takes from Dante the idea of transcribing previously written
lyrics into a new order where the order generates significance, but he does not take
Dante’s means of controlling the prose, so to say.

Petrarch has created a genre in which the peace he is always seeking is as elusive
formally as it is thematically. The mechanic form of the Petrarchan sonnet furnishes a
source of aesthetic pleasure in its system of equipollence. Petrarch’s poetry reflects a
static world in which everything seems to change while remaining the same. The circular
nature of the experiences related in most of his works is especially evident in the

Secretum and in the Canzoniere. The points of departure and arrival meet, giving these
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works the structure of infinity. Furthermore, one finds in Petrarch a continuous variation
of the same themes: a microscopic exploration of themes which aspires to universal
significance while seeking, at the same time, the essence of the poet’s individual being.
T.B. Macaulay, while mentioning about Petrarch’s distinct style, wrote:

It is impossible to look without amazement on a mind so fertile in combinations, yet so barren of
images. His amatory poetry is wholly made up of a very few topics, disposed in so many orders, and
exhibited in so many lights, that it reminds us of those arithmetic problems about permutation which

S0 much astonish the unlearned.3!

Petrarch seems to accept the narrative burden of the time when he arranges his lyrics in
a sequence. From a narratological perspective, the lyric sequence is a peculiarly
paradoxical genre, since it insists simultaneously on fragmentation. Each lyric is an
individual entity endowed with a beginning and ending; and on fragmentation’s opposite,
a linearity was brought about by the existence of the larger unit that subsumes the
individual parts into a common structure, with a common beginning and ending. But the
truly noteworthy feature of the lyric sequence created by Petrarch is that these terms
could be reversed and the individual lyric could be viewed as the paradigm of unity, of
anti-fragmentation, and the common structure as the agent of fragmentation, as that
which continuously disrupts the unity achieved by the individual poems. In the same way
the poet precisely calibrates information and disinformation in such a way as to hook the
reader without ever gratifying him and paradoxically balances the factors of unity and of
disunity. Petrarch has created a remarkable consonance between form and content. The
question posed by the content of the Canzone, whether the poet is capable of conversion
or transition at all—also signifies the idea of change as surely as anything the poet can
say. So, it can be said that Petrarch was able to create a genre in which the peace he is
always seeking is as elusive formally as it is thematically.

A crucial index of Petrarch’s concern with narratological issues is his division of the
collection into the two parts, labelled “in vita di madonna Laura” and “in morte di
madonna Laura”. Petrarch’s division is a creative act without precedent in the lyric
collections of his forbearers. The manuscripts testify that the division was placed by the

poet at Canzone-264, with a large ornamental initial, and there are seven blank pages

31 Corrigan, Beatrice. ed., Italian Poets and English Critics, 1755-1859: A Collection of Critical Essays.
Chicago: University of Chicago Press, 1969, 139.
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between it and Canzone-263. Canzone-265 and 266 refer to Laura, when she was alive.
Moreover, one of these two sonnets, Canzone-266, is an anniversary poem, referring to
a time three years before Laura’s death. Thus, part-2 begins with sonnet 267, to register
Laura’s death. The fact that the part-2 begins with 264, which is followed by two sonnets
that treat of Laura alive, becomes significant when we reach Canzone-267, where she is
dead; and it becomes more significant when we finish reading the collection and realize
that the rest of the Laura poems in part-2 endorse Laura’s death in 267. If, with respect
to the canzone that precedes them, these sonnets are discontinuous, with respect to the
poems that follow them they are completely anomalous, since they represent a living
Laura.

Petrarch finds ways always to go back, never forward, a fact that highlights the
importance of the first verse of the first canzone, poem-23, “Nel dolce tempo de la prima
etade”; for Petrarch, there are no new beginnings, and so the first time — the “prima
etade”— is the only time. Petrarch, however, aims for a greater fluidity, always seeking
ways to reduce the form’s resistance. While Dante strives to keep the rhyme words in
their primary significance, Petrarch creatively adopts equivocal and impure rhymes.
Along with these, there is another group of poems, namely the anniversary poems, which
carry their own time bombs in the form of numerical expressions and are a sequence of
poems whose physical order is invested with not only a generally narrative but also a
specifically temporal burden. The very existence of a set of fifteen anniversary poems
scattered through the Fragmenta confirms Petrarch’s manipulation of latent narrative
structures in his text, and also illuminates his keen awareness of the relation between
narrative and time. The anniversary poems are emblematic of Petrarch’s paradoxical
relation to time; although a sequentially linked narrative set whose common and avowed
purpose is the marking of time, they contain some of the poet’s most pronounced refusals
to accommodate time.

The relationship between the narrative and lyric potentialities of Petrarch’s poems
correspond to cultural dynamics, thus further explaining the influence of Petrarch’s
works in English culture. The relationship between narrative and lyric in Petrarch’s Rime
Sparse is significant in part, because this arena also helps to illuminate broader
theoretical questions about those two modes. On one hand, lyric has traditionally been
seen as an unmediated expression of the subjective and of subjectivity itself. It is also
frequently associated with the absence of a specific time and place. On the other hand,

narrative, in contrast, is generally rooted in a specific time and place. But interestingly,
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many poems in Petrarch’s sequence could be classified as a vision or that sibling of the
vision, the dream, and both of those modes inherently challenge distinctions between
narrative and lyric. Thus, the vision often involves narrating a story; although, visions
like lyric, are by definition also intensely subjective, and they are often though not
inevitably located in an indeterminate landscape rather than a specific time and place.
Petrarch’s anniversary poems demonstrate how the visionary mode encourages complex
combinations of narrative and lyric. In one sense these lyrics are typically narrative, as
they involve not one but two stories: the original tale of seeing Laura and the tale of
recalling that moment. In addition, they firmly foreground time and place by
emphasizing the number of years since the first sight of Laura and referring specifically
to the locales in which she has been sighted. These poems portraits the passage of time,
which separates the vision from the original one, though the original one is relived in the
course of the poem. Petrarch’s anniversary poems are, however, also intensely lyric in
their emphasis on the static and subjective experience they evoke.

Another noteworthy fact is that Petrarch himself shapes stories about his experience and
in doing so, shapes that experience as a whole, which leads him to tell stories about the
future as well. Such narratives about the future were to figure prominently in the work
of many of his successors, notably Shakespeare. Narrative, too, is associated very
specifically with what is potentially the principal triumph of the sequence: the movement
towards God. For that movement depends on distinguishing a past of loving only Laura,
a present of moving towards God, and a future of achieving spiritual peace. Petrarch’s
creations serve to negotiate cultural attitudes towards repetition. Both Petrarch’s works
and its counter discourses attract writers and readers in Renaissance England greatly.
The subjectivity of the Petrarchan lover in England, like that of his continental
counterparts, is mapped by means of several coordinates of repetition: he repeats a
conventional literary language that is itself loaded with tropes of repetition, and he
perpetually re-enacts previous attempts to win the lady’s favour, and he sometimes
constructs his relationship to his counterparts in the tradition as a version of repetition
with a difference.

Petrarch’s poetry resists generalizations, for Laura is portrayed in varied and
contradictory ways. Gentle and stone-like, loving and cruel, she both generates and
exemplifies the oxymoron. Yet despite these contradictions, some general patterns
emerge: Laura is repeatedly aestheticized. Her tears are described as “belle”, meaning

“lovely”, and her braids compared not just to gold but also to polished gold. Petrarch,
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along with celebrating the beauty of his beloved, also occasionally erases and redesigns
the body of his beloved as well. But he, unlike many of his French followers, refers only
rarely to other, more erotic body parts.

Allusions to Laura’s speech are as frequent as they are paradoxical. Although, Dante had
celebrated the “salute” or greeting of Beatrice, comparing her speech to that of God, but
Laura’s speech is even more central to the sequence because Petrarch is seen to evoke
Laura by referring to her eyes, her voice, and her movements. Moreover, he repeatedly
emphasizes how deeply her words have affected him. Yet Laura is granted direct
discourse relatively infrequently, and almost all the instances occur in the “in morte”
sonnets. In some sonnets Laura is seen, lacking her own voice, merely repeating the
words Love has taught her. So too, however, does Petrarch on other occasions, and Dante
before him as well, where the author describes himself as learning what Love dictated to
him. Like Petrarch’s, Laura’ speech, is constructed in contradictory ways; her voice is
associated with power and powerlessness, with cruelty and kindness, with divine wisdom
and all too human temptation.

Petrarch’s poetry provided English poets not only with a model for male-female
interactions but also with a paradigm of one important manifestation of diacritical desire,
the relationship between men, especially male rivals. For desire in Petrarch is to and even
enabled by a diacritical response to other men and even to earlier versions of oneself.
John Freccero, in his study of Petrarch’s poetics, argues that there is no psychological
content to be reconstructed other than the “reflection or a thematic translation of
Petrarch’s auto-reflexive poetics”.?

Among all the genres of poetry the sonnet form always seems to have invited an
immanent aesthetics. Dante Gabriel Rossetti’s well-known metaphor of the sonnet as a
“moment’s monument”, from the introductory poem to his sonnet sequence The House
of Life, refers to the continuity and stability of the genre. It also illustrates the antithetic
nature of the sonnet by linking through alliteration two contrasting ideas. The word
“moment” relates to the content of the sonnet, hinting at the intensity and fugitiveness of
an experience which sparks off the creative effort; “monument”, on the other hand,
stands for the architecture of the sonnet, its time-resistant, which encloses the transitory

poetic moment. In the tradition of sonnet-writing the Lady-love is conventionally treated

32 Freccero, John. The Fig Tree and the Laurel: Petrarch’s Poetics. Literary Theory / Renaissance Texts.
Ed. Patricia Parker and David Quint. London: Johns Hopkins University Press, 1986, 27-32.
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as a paragon of virtue, so pure as to approach divinity. The motif emerges most fully,
however, after the lady’s death, as, for example, in Dante’s Vita Nuova and Petrarch’s
Canzoniere. Then she becomes a disembodied spirit — “made into an angel”—who
appears to the poet, bringing him visions of the life to come. Most English cycles
underplay this very motif, none treats the death of the lady, and most are too deeply
rooted in the here-and-now to rise above clichés about the lady’s “divine beauty” or her
“heavenly virtue”. Edmund Spenser is an exception, as he underscores the motif heavily.
In his celebrated sonnet-sequence Amoretti, the lady is introduced in the very first sonnet
as being among the “Angels blessed”. In Sonnet-3 her beauty is an illumination and she,
herself, is of “celestiall hew”, who “ravishes” the poet’s pen. While in Sonnet-17 the
poet says that no artist can express “The glorious portrait of that Angel’s face”. The
sonnets carry suggestions of contempt for the world, since by contrast to the spiritual
excellence of the lady, human glory becomes “worthless”. In contrast to this motif, there
stands the ““cruel fair” motif, in which the lady-love’s virtue causes her to deny the lover,
and the denial, in turn, leads to the anguish of frustrated desire. The lady thus can appear
to be proud, capricious, and cruelly indifferent to the suffering she is causing. This motif
is also ultimately Italian, but it was thoroughly domesticated in both French and English
love poetry of the sixteenth century. In Spenser’s Sonnet-6, because the lady-love refuses
to grant her favours, she is denounced for “rebellious pride”; in Sonnet-10 she is called
a “Tyrannesse”, who delights in “huge massacres”; whereas, in the eleventh sonnet, she
is a referred to as “cruell warriour”. Both the motifs used in Spenser’s works are
responses of the poet to love. On the one hand, he worships the lady as a spiritual being,
an angel of light, a Platonic Idea, a paragon to whom the world and the flesh are “drossy
slime”. On the other hand, he desires her physically, feels pain when she refuses her
favours, and accuses her of cruelty, vanity, and a sadistic delight in causing suffering.
The opposition embodies a conflict between the claims of the spirit and those of the flesh,
and in the first section of Amoretti this opposition is static. The poet is divided against
himself, because love involves worship and desire; although, he is unable to satisfy any
of them.

Gradually, the contradictory impulses of the first twenty-one sonnets are reconciled, and
the other section ends with six sonnets celebrating a love that is simultaneously spiritual
and physical. The basis of this new impulse is the ideal of married love that is regarded
as Spenser’s unique contribution to the tradition of English love poetry. The other

dominant tone in his poetry is sorrow, but this tone is relieved by hints of creative
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sacrifice, of salvation through divine love. By purifying man, it prepares him to share
the glories of the Resurrection. In the Amoretti, then, the poet’s quest for a new
understanding of human love moves forward against the background of the Christian
search for a new and deeper relation to divine love. Spenser emphasizes the parallelism.
The close linking of human and divine love can be tracked back to Dante—and forward
to Donne. Although, it can be said that the seriousness of Spenser’s attitude is Italian
rather than metaphysical and is more striking, because it is more suggestive of a genuine
religion of love. However, the turning point of the sequence can be found in Sonnet-62,
the New Year’s poem, in which the “New Year” as a moment of conversion, significantly
represents a state of turning away from sin and error. From this point on, the mood of
the sequence is wholly positive. Sonnet-63 begins with a reference to a long, arduous
process finally nearing completion. Sonnet-64 celebrates the first kiss through imagery
comparing the lady to an ideal garden and Sonnet-65 praises married love as bondage
that brings true liberty. The image of “spotlesse pleasure” defines the new understanding
of love precisely. Amoretti begins with a series of sonnets in which worship and desire,
spirit and flesh, at first, stand in a painful and sterile opposition; but eventually move
towards a reconciliation. The desired synthesis is beautifully and fully expressed in
Spenser’s Easter sonnet, where human and divine love are treated as complementary to
each other. Among the last twenty-one sonnets of the sequence, Sonnet-70 celebrates the
lady-love in a blazon anticipating the Song of Songs imagery of the Epithalamion.
Sonnet-74 associates Elizabeth Boyle with two other important women, who has great
influence on Spenser’s life—his mother and his queen. Sonnet-80 inverts the motif of
the conflict between love and artistic creativity and Sonnets 84-86 rebuke un-named
critics for questioning the purity of the poet’s love. The last three sonnets lament the
absence of the lady. Although, this absence is temporary and acts as a prelude to the final
possession in the Epithalamion. Therefore, Amoretti can be said to be a unified, intensely
dramatic, presentation of the experience of human love in the context of Christian belief.
Moreover, Spenser’s Amoretti is the truest sequence of the decade of the 1590’s and
almost alone among Renaissance sonnet cycles, which celebrates love as a benign life
force.

The major English renaissance sonnet sequences of Sidney, Spenser, Shakespeare, and
Milton, along with the works of Watson, Barnes, Drayton and Daniel, share a
characteristic overall structure. This structure controls and gives meaning to particular

sonnets and also discrete Petrarchan motifs, which is considered to be the defining
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characteristic of the new renaissance genre. The existence of this structure has a number
of important implications. It confirms the general indebtedness of the English sequences
to those of Dante and Petrarch, and its presence validates the standing order of the
English sequences. This approach to the sequences reveals profound similarities within
the rich diversity of the sequences of Sidney, Spenser, Shakespeare, and Milton, works
which have ordinarily been considered in isolation from each other. The nature of the
sequences of Dante and Petrarch provide an essential context in which the structure of
the English sequences may be understood. The Italian model-fragmentary composition
followed by careful selection and arrangement into a sequence—»both justifies the
expectation of structure in the sequences and is apparent in introductory sonnets which
mainly forecast three strands of the sequences: the poet-lover’s passion, the beloved who
must be celebrated and won, and the unity of the lover and the beloved. After the
opening, the narrative develops through progression in the mode of address, in the degree
of eroticism and in the use of biographical detail. The first part explores the static
Petrarchan relationship. The second part moves beyond it: toward solitary sublimation
and transcendence in the Italian sequences and toward mutual sexual passion in the
English ones. There are historical, psychological and generic reasons for this difference.
Most of the English sequences conclude with their goal unachieved, their conflicts
unresolved, but all make gestures toward closure: abrupt stops which freeze lover and
beloved in their impasse, formal detachment which diffuses the conflicts into other poetic
modes, or, occasionally, a denouement which resolves the plot.

At a given time Petrarch was working on widely scattered poems from both parts of the
sequence as well as developing its overall shape. His concern to establish a deliberate
overall structure is apparent in the arrangements and rearrangements, the establishment
of the two parts, and the careful revisions in the beginning and ending. The scattered
evidence available concerning the English sequences suggests a pattern similar to that of
Petrarch’s. Sidney originally composed Song-V from Astrophel and Stella for the Old
Arcadia, and included it in his sonnet sequence. Whereas, Shakespeare’s sonnets 138
and 144, first published in The Passionate Pilgrim in 1599, later appear in the 1609
Quarto of the sonnets much revised and strengthened and with additional resonance
gained from the context. Milton’s sequence developed over an extended period of time
and was published in different forms with some sonnets published separately. Although
political concerns are more central to Milton’s sequence than to the other English

sequences, its beginning and ending with their personal amorous concerns reveal its close
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connections with them. However, Drayton, like Petrarch, paid especially close attention
to the beginning and end of his sonnet sequence Idea. The dedicatory sonnet of 1594
becomes the last sonnet of 1599 in which the first three sonnets and four penultimate
sonnets are new. By 1619 the sequence had yet another new introductory sonnet and a
new arrangement of concluding sonnets. An examination of its development shows that
Drayton’s sequence, like Petrarch’s, was a structured yet elastic work, which could
expand, contract, and regenerate itself without altering its fundamental characteristics.
This pattern of generation indicates that fragmentary composition over a long period of
time is compatible with a deliberately ordered structure. Sonnets take on new meanings
in a context designed to allow them to. Sonnet sequences do not “tell a story”, if to do so
implies a straightforward narrative progression from sonnet to sonnet throughout.
Neither are they “prolonged lyric meditation”, collections of random poems on related

themes; they are something just in between.

The English sequences, like those of Dante and Petrarch, open with sonnets which
introduce characters, plot, and themes. They do so through the voice of the poet-lover,
who, experiencing and generating the sequence, serves both the “Muse” and “Love” and
whose goal is to win the beloved. To do so, the poet declares and analyses his passion,
celebrates and courts the beloved, and writes poetry to please her/him. These three
aspects of the sonneteer’s project are stated at the beginning of all of the sequences
although in varying order and with varying emphasis. Having described the attributes of
his love, the poet may move to describe its source, the beloved’s perfection. But the
beloved is never his whole concern, another focus of the sequences is on the poetry
itself—its function, its power, its limitations. The poetry provides expression and solace
for the poet-lover and functions to win the beloved, but at the same time the poems are
intended for an audience other than the beloved. Dante, establishing the genre, sends his
first sonnet not to the lady at all, but to three poet friends, soliciting their interpretation.
The same interest in the writing itself and in the wider audience is prevalent in the
English sequences. Many of them begin by addressing the reader directly, preceding the
sequences of Sidney, Fletcher, and Watson, in Watson’s headnotes, and in introductory
poems like Drayton’s “To The Reader of These Sonnets”. These addresses are
characterized by a mixture of pride and embarrassment; many of them specifically raise
questions about the relationship between being in love and writing and reading love

sonnets. Watson hints that true love need not be the source of the poetry, and Drayton
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disqualifies lovers as readers of his rebellious sequence. Other sonneteers suggest that
only lovers could sympathize with their passion.

The first half of Shakespeare’s sequence is in many ways typically Petrarchan though its
range serves to conceal its origins. The young man is created and cherished, adored and
eternized as are other Petrarchan beloveds. His faults are acknowledged, and the poet-
lover’s self-abasement is complete in this sequence. The friend’s promiscuity is more
dangerous than chastity, for it strikes at love in both its senses—at the idealizing passion
and at its idealized object. But in spite of acknowledged threats to it, Petrarchan devotion
is here pushed to its limits. Then, in the second half of the sequence, Shakespeare
diverges radically and self-consciously from the Petrarchan model. The division is
clearly marked by the six-couplet envoy which formally ends the first half and by the
shift to a new relationship to a new object in the second half. Although, the poet’s love
is immune from any destruction, the beloved is not immune to mortality; Nature, like the
poet, cannot protect the youth. However, the movement toward a mutual sexual
relationship, commenced in Sidney and Spenser, is completed in the sonnets to the dark
lady. These are an inversion of the first half of the sequence and might almost be seen as
a perversion of the conclusions of Dante and Petrarch. But in the second half of
Shakespeare’s sequence, the poet, the dark lady, and the youth descend together in
mutual lust, mutual deceit, mutual destruction. For all of the English sonneteers,
including Shakespeare, ending the sequence poses a difficult problem as the poet-lover’s
goal has not been achieved and the continued presence of the beloved and the increasing
eroticism and reciprocity of the second half have exacerbated the lover’s conflicts. The
English sonneteers demonstrate diversity and ingenuity in dealing with this problem. In
their sequences three main strategies of closure can be discerned, sometimes used in
combination with each other. The first strategy is to stop abruptly in medias res,
acknowledging the futility of the enterprise. The second is to achieve detachment from
irresolvable conflicts by moving the verse into a new mode, genre, or voice. The third is
to provide a narrative resolution, however precarious. Although, in concluding sonnets
of the major sequences, the poet-lover is similarly trapped and he is pictured alone, in
darkness, consumed by the flames he has been fanning throughout. Exaggerating the
poet’s despair still further, though presenting it with less power and poignancy, other
endings attribute to the lady’s implacable cruelty and the lover’s destruction. These
conventions are in the process of becoming outmoded as a result of changed attitudes

toward love, sex, and marriage in the Elizabethan period, attitudes which postulated a
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new relationship between the lover and the beloved. Finally, the English renaissance
sonneteers were poets as well as lovers who, like Dante, made use of the genre to serve
an aesthetic as well as an amorous apprenticeship. Their willingness to stretch the shape
of the genre to include new material in it, to try out a variety of gestures toward closure
shows the eclectic, experimental nature of renaissance poetics and the enthusiasm, with
which the English poets refashioned both their classical and renaissance heritage. While
in their overall lineaments and particular parts the English sonnet sequences reflect their
descent from the sequences of Dante and Petrarch, they are not reproductions of their
predecessors but reconstructions of them.

Spanish devotional poetry adapts the lyric for religious purposes. The most renowned
poets of this cluster include Teresa of Avilla, Saint John of the Cross, Sor Juana Inés de
la Cruz, Garcilaso de la Vega and Lope de Vega.

Harold Bloom calls Shakespeare’s achievement nothing less than the invention of the
human. By this he refers to the psychological interiority, the self-referencing, the meta-
narrative of the early modern mind. According to him, what Shakespeare invents are
ways of representing human changes, alterations not only caused by flaws and by decay
but effected by the will as well. In other words, before Shakespeare there was
characterization—types, allegorical categories—as seen in Homer, Chaucer, and later
still in Spenser. After Shakespeare, there were characters, men and women with highly
individuated personalities. Other scholars of this field also agree that the “invention of
personality” is a literary achievement as well as a step in psychological evolution, and
that this phenomenon occurs in the early seventeenth century. Although, some of them
nominate Milton as the inventor: the anxious Milton of Paradise Lost, of course, but
more so the Milton of those sonnets “drawn from real events”. Milton’s agony is a
personal agony—neither typical nor archetypal. Rather his is the discomfort of a man
acutely aware of himself in the wrong time, surrounded by wrong-minded others of
wrong faith.

Lyric is the dominant poetic form in 17" century English poetry from John
Donne to Andrew Marvell. The poems of this period are short, rarely tell a story and are
intense in expression and thought. John Donne composed his nineteen Holy Sonnets
between 1609 and 1611. The Holy Sonnets record a spiritual crisis in powerful and

effective terms and present an intimate view of the poet’s life. As Barbara Kiefer
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Lewalski has pointed out, these lyrics are unified by “the Protestant paradigm of
salvation in its stark, dramatic, Pauline terms”, moving through election, calling,
adoption, sanctification, and glorification.>®* The painstaking self-analysis that was a
requirement of 17" century English writings, found an apt literary match in the religious
lyric which, as Lewalski notes, was “a private mode, concerned to discover and express
the various and vacillating conditions and emotions the soul experiences in meditation,
prayer, and praise”.*

Donne’s Holy Sonnets present nineteen emotional moments and what allows these
nineteen moments to outweigh the narrative scope in the poet’s eyes is their depth.
Donne’s language is simply able to absorb us because it possesses a depth that comes
from its rootedness in the earth. A primary characteristic of any lyric voice and especially
of Donne’s voice in these lyrics is limitation: Donne’s lyric voice is limited to one
moment or a few, to one emotion or a few, to one thought or a few. The voice is not in a
position of power, not in an elevated position, but is subjected to the confusions of forces
both within and without. The lyric voice, however, is not alone.

It addresses another regarding such intimate matters that the relationship it assumes must
be intimate as well. Marvell also cultivated the old metaphoric extravagance associated
with John Donne, the out-of-fashion, faintly fusty metaphysical style. His couplets
accommodate a vast range of tone and of pacing. If the beginning of “To His Coy
Mistress” is old-fashioned and metaphysical, slow and hyperbolic-witty; the end of the
poem is modern, streamlined, and speeds like nothing else in English poetry. Throughout
the English Renaissance the “Courtly Love” and “Petrarchan” conventions appear
repeatedly in lyric poetry. The man is in love with a lady whom he describes in the most
exaggerated terms, but however, this lady does not return his love. Ben Jonson’s
language in “Song to Celia” functions in a double fashion — like in the usage of the word
“die”, that in the Renaissance period had two meanings: actual physical death and sexual
climax. As for “love”, Jonson’s treatment of it never seems to display any human
tenderness, and even when in poem-XI of The Forrest, he endeavours to sing of two
ways of love, he succeeds only in making us remember that “The thing, they here call

Love, is blinde Desire.”® The frequent references to seduction in his personal poems

33 Lewalski, Barbara Kiefer. Protestant Poetics and the Seventeenth-Century Religious Lyric. Princeton:
Princeton University Press, 1979, 265.

34 Ibid

3% Herford, C. H. and Evelyn Simpson. ed. Ben Jonson. Oxford: Clarendon, 1952, 110.
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reveal nothing but the coldest of appetites. Even in some of his lyric poems, he exhibits
an unreal-ness which again disallows any human tenderness. As a matter of fact, in the
first half of the Renaissance, these conventions were used seriously as part of the fabric
of English lyric poetry, while in the second half they were used for the purpose of
ridicule. This ridicule developed into the “Convention of the anti-convention”;

particularly evident in the work of the metaphysical poets.

What distinguishes Wyatt’s love poetry from other lyric poems is his complex and
powerful handling of the speaker in the poem. Wyatt deals with conventional themes and
attitudes in his poetry of love, yet his major emphasis in the poems, expressed as subject
and strategy, is the subjectivity of the speaker. Wyatt’s focus on the experience of the
speaker allows him both to create the power of feeling in a way appropriate to lyric, and
to comment on that power in response to his material, the conventional attitudes of
courtly love. No conventional blazon of the lady’s beauty, characteristic of the earlier
lyric, appears in Wyatt, nor does the poet describe the lady in order to investigate
attitudes of mind, as in Petrarch. Nothing in Wyatt anticipates the emotional and thematic
value of the concrete descriptions of the lady in Spenser’s Amoretti, nor her concretely
imagined dramatic role in the poetry of Donne. Indeed, external nature in general, in
addition to the concrete presence of the beloved, is excluded or minimized in the poetry.
The weary despair of loving a disdainful mistress is a conventional theme in love poetry
of both native and continental kinds, yet Wyatt’s handling of the theme reveals the way
that the feeling itself is the subject of the poem, rather than the contexts, genesis, or even
the evaluation of it. Wyatt’s strategy is to emphasize the subjective force of the state of
mind, its quality as experience. In varied and sophisticated ways, then, Wyatt achieves
the distinctive and individualized “voice” of his poetry by creating lyric speakers whose
subjectivity comes to be both subject and strategy in the poetry. Wyatt treats conventions
of love poetry as occasions for the lyric expression of states of mind. Analytical or
narrative development is usually curtailed, or even excluded, in order to evoke
inwardness in its full power. In this his poetry differs from the anonymity of the medieval
love lyric as much as it does from the polished rhetorical investigations of late-

Elizabethan Petrarchan poetry.
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2.4 Romantics & Modernist Western Lyrics

In the early Romantic era, the self’s evolving interiority becomes even more fully
textualized. Here it is transcribed into a landscape that itself takes the shape of the human
psyche. Wordsworth represents an example of the power of self-realization, but also
embodies the peril of solipsism—both traits of the mind in modern literature. In Book-
VIII of The Prelude, he admits his potentially self-enclosed predicament: “the love of
nature leading to love of man” is so consuming that he cannot present a vision of social
complexities. A similar social withdrawal can be found in Emily Dickinson, who
embodies the lyric’s self-containment and self-reliance, with her pathological fear of
those “close-packed human crowds”. But throughout her work, the radical paradox of
Dickinson’s self-imposed privacy is its articulation not apart from but through the tropes
of community. Privacy is a precious entity, a mark of the mind’s increasing valorisation
of the self. And the self is a self only as it resists, but relates to, all the others. Although
the usual lyric speaker is alone, this solitude does not mean that he is without social
ambiance. The story of the self in lyric poetry is the story of such contradictions. The
progress of lyric poetry—Iike the progression of personhood—seems to have moved
from outward to inward, from social function to self-realization. Lyric poetry is never
merely about a self but is always also a social performance, just as the linguistic and
formal material of poetry is a social achievement. The more the self is identified, in detail

and in context, the more connective and sympathetic is its relationship to others.

William Blake’s affirmation in 1793 that “a new heaven is begun” was matched a
generation later by Percy Bysshe Shelley’s “The world’s great age begins anew”. “These,
these will give the world another heart, / And other pulses”, wrote John Keats, referring
to Leigh Hunt and William Wordsworth. Fresh ideals came to the fore; in particular, the
ideal of freedom, long cherished in England, was being extended to every range of
human endeavour. The most notable feature of the poetry of the time is the new role of
individual thought and personal feeling. Where the main trend of 18" century poetics
had been to praise the general, to see the poet as a spokesman of society addressing a
cultivated and homogeneous audience and having as his end the conveyance of “truth”,
the Romantics found the source of poetry in the particular, unique experience. It followed
that the best poetry was that in which the greatest intensity of feeling was expressed, and

hence a new importance was attached to the lyric. Another key quality of Romantic
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writing was its shift from the mimetic, or imitative, assumptions of the Neoclassical era
to a new stress on imagination. Samuel Taylor Coleridge saw the imagination as the
supreme poetic quality, a quasi-divine creative force that made the poet a godlike being.
Hand in hand with the new conception of poetry and the insistence on a new subject
matter went a demand for new ways of writing. Wordsworth and his followers,
particularly Keats, found the prevailing poetic diction of the late 18" century stale and
stilted, or “gaudy and inane”, and totally unsuited to the expression of their perceptions.
It could not be, for them, the language of feeling, and Wordsworth accordingly sought
to bring the language of poetry back to that of common speech. Wordsworth’s own
diction, however, often differs from his theory. Nevertheless, when he published his
preface to Lyrical Ballads in 1800, the time was ripe for a change: the flexible diction of
earlier 18" century poetry had hardened into a merely conventional language.

Useful as it is to trace the common elements in Romantic poetry, there was little
conformity among the poets themselves. It is misleading to read the poetry of the first
Romantics as if it had been written primarily to express their feelings. Their concern was
rather to change the intellectual climate of the age. William Blake had been dissatisfied
since boyhood with the current state of poetry and what he considered the irreligious
drabness of contemporary thought. His early development of a protective shield of
mocking humour with which to face a world in which science had become trifling and
art inconsequential is visible in the satirical An Island in the Moon (1784-85); he then
took the bolder step of setting aside sophistication in the visionary Songs of Innocence
(1789). His desire for renewal encouraged him to view the outbreak of the French
Revolution as a momentous event. In works such as The Marriage of Heaven and Hell
(1790-93) and Songs of Experience (1794), he attacked the hypocrisies of the age and
the impersonal cruelties resulting from the dominance of analytic reason in
contemporary thought. As it became clear that the ideals of the Revolution were not
likely to be realized in his time, he renewed his efforts to revise his contemporaries’ view
of the universe and to construct a new mythology centred not in the God of the Bible but
in Urizen, a repressive figure of reason and law whom he believed to be the deity actually
worshipped by his contemporaries.

Wordsworth’s attempt to set out his mature faith in nature and humanity can be observed
in his investigation of the relationship between nature and the human mind in the long

autobiographical poem addressed to Coleridge and later titled The Prelude. Here he
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traced the value for a poet of having been a child “fostered alike by beauty and by fear”
by an upbringing in sublime surroundings. The Prelude constitutes the most significant
English expression of the Romantic discovery of the self as a topic for art and literature.
The poem also makes much of the work of memory, a theme explored as well in the
“Ode: Intimations of Immortality from Recollections of Early Childhood”. In poems
such as “Michael” and “The Brothers,” by contrast, written for the second volume of
Lyrical Ballads (1800), Wordsworth dwelt on the pathos and potentialities of ordinary
lives.

Coleridge’s poetic development during these years paralleled Wordsworth’s. Having
briefly brought together images of nature and the mind in “The Eolian Harp” (1796), he
devoted himself to more-public concerns in poems of political and social prophecy, such
as “Religious Musings” and “The Destiny of Nations”. Becoming disillusioned in 1798
with his earlier politics, however, and encouraged by Wordsworth, he turned back to the
relationship between nature and the human mind. Poems such as “This Lime-Tree Bower
My Prison”, “The Nightingale” and “Frost at Midnight” combine sensitive descriptions
of nature with subtlety of psychological comment. “Kubla Khan” a poem that Coleridge
said came to him in “a kind of reverie” represented a new kind of exotic writing, which
he also exploited in the supernaturalism of “The Ancient Mariner” and the unfinished
“Christabel”.

In his own lifetime, Blake’s poetry was scarcely known. Sir Walter Scott, by contrast,
was thought of as a major poet for his vigorous and evocative verse narratives The Lay
of the Last Minstrel (1805) and Marmion (1808). Other verse writers were also highly
esteemed. The Elegiac Sonnets (1784) of Charlotte Smith and the Fourteen Sonnets
(1789) of William Lisle Bowles were received with enthusiasm by Coleridge. Robert
Southey was closely associated with Wordsworth and Coleridge and was looked upon
as a prominent member, with them, of the “Lake school” of poetry. His originality is best
seen in his ballads and his nine “English Eclogues”, three of which were first published
in the 1799 volume of his Poems with a prologue explaining that these verse sketches of
contemporary life bore “no resemblance to any poems in our language”.

The Romantics highlighted the healing power of the imagination, because they truly
believed that it could enable people to transcend their troubles and their circumstances.
Their creative talents could illuminate and transform the world into a coherent vision, to
regenerate mankind spiritually. In ‘A Defence of Poetry’ (1821), Shelley elevated the

status of poets:
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‘They measure the circumference and sound the depths of human nature with a
comprehensive and all-penetrating spirit...’%

Wordsworth was concerned about the elitism of earlier poets, whose highbrow language
and subject matter were neither readily accessible nor particularly relevant to ordinary
people. He maintained that poetry should be democratic; that it should be composed in
‘the language really spoken by men’. For this reason, he tried to give a voice to those
who tended to be marginalised and oppressed by society: the rural poor; discharged
soldiers; ‘fallen” women; the insane; and children. Blake, too, was radical in his political
views, frequently addressing social issues in his poems and expressing his concerns
about the monarchy and the church. His poem ‘London’ draws attention to the suffering
of chimney-sweeps, soldiers and prostitutes.

The Romantics were inspired by the environment, and encouraged people to venture into
new territories — both literally and metaphorically. In their writings they made the world
seem a place with infinite, unlimited potential.

Emboldened by the era’s revolutionary spirit, Romantic poets invented new literary
forms to match. Romantic poetry can argue radical ideas explicitly and vehemently or
allegorically and ambivalently. Romanticism can do justice to the disadvantaged, to
those marginalized or forgotten by an increasingly urban and commercial culture—rural
workers, children, the poor, the elderly, or the disabled—or it can testify to individuality
simply by foregrounding the poet’s own subjectivity at its most idiosyncratic or

experimental.

Lyric poetry appears in a variety of forms, the most popular of which is arguably the
sonnet; The ode, a formal address to an event, a person, or a thing not present, is another
common branch of lyric poetry. Blake, Wordsworth and Coleridge were first-generation
Romantics, writing against a backdrop of war; followed by the second-generation
Romantics, such as Byron, Shelley and Keats. Although the Romantics stressed the
importance of the individual, they also advocated a commitment to mankind.

Romanticism offered a new way of looking at the world, prioritising imagination above
reason. There was, however, a tension at times in the writings, as the poets tried to face

up to life’s seeming contradictions. Blake published Songs of Innocence and Songs of

3 Shelley, Percy Bysshe. Shelley’s poetry and prose: authoritative texts, criticisms. Ed. Donald H. Reiman
and Sharon B. Powers, London: Norton, 1977, 485.
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Experience, shewing the two contrary states of the human soul. Here we find two
different perspectives on religion in ‘The Lamb’ and ‘The Tyger’. The simple vocabulary
and form of ‘The Lamb’ suggest that God is the beneficent, loving Good Shepherd. In
stark contrast, the creator depicted in ‘“The Tyger’ is a powerful figure. In The Marriage
of Heaven and Hell Blake asserted that—without contraries there can be no progression.
Wordsworth’s ‘Tintern Abbey’ (1798) juxtaposed moments of celebration and optimism
with lamentation and regret. Keats thought in terms of an opposition between the
imagination and the intellect.

Unlike the Renaissance sonnet sequences, where the confessional statements of the
speaker cannot be directly related with the feelings of the author, the speaking voice in
greater Romantic lyric as practised by Coleridge, Wordsworth, Shelley, Keats and others
IS not some fictional persona. In the greater Romantic lyric, characterized by M. H.
Abrams in 1965, the speaker, engaged in a meditation in a particular landscape achieves
an insight, faces up to a tragic loss, comes to a moral decision, or resolves an emotional
problem. The speaking voice, then, is the author himself. The intense pathos in the crisis
lyric may be disconcertingly melodramatic, as in Shelley’s “I fall upon the thorns of life!
I bleed!” in Ode to the West Wind or in Coleridge’s lament in Dejection: An Ode—"“now
afflictions bow me down to earth/ Nor care I that they rob me of my mirth”. Undoubtedly,
it can be said that these speakers are the poets. The traditional form of the sonnet is
revived in Britain, with William Wordsworth writing more sonnets than any other
British poet. Later in the century the Victorian lyric is more linguistically self-conscious
and defensive than the Romantic lyric. Victorian lyric poets include Alfred Lord
Tennyson and Christina Rossetti. Lyric poetry was popular with the German reading
public between 1830 and 1890, as shown in the number of poetry anthologies published
in the period. According to George Lukacs, the verse of Joseph von Eichendorff
exemplifies the German Romantic revival of the folk-song tradition, initiated by Johann
Wolfgang von Goethe and Johann Gottfried Herder and receiving new impetus with the
publication of Achim von Arnim and Clemens Brentano’s collection of Folk Songs, Des
Knaben Wunderhorn. The 19" century in France sees a confident recovery of the lyric
voice after its relative demise in the 18" century. The lyric becomes the dominant mode
in French poetry of this period. Baudelaire envisaged readers to whom the reading of
lyric poetry would present difficulties. The introductory poem of Les Fleurs du mal is
addressed to these readers. Willpower and the ability to concentrate are not their strong

points. What they prefer is sensual pleasure; they are familiar with the “spleen” which
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kills interest and receptiveness. It is strange to come across a lyric poet who addresses
himself to such readers-the least rewarding type of audience. There is of course a ready
explanation for this. Baudelaire wanted to be understood; he dedicates his book to those
who are like him. The poem addressed to the reader ends with the salutation: “Hypocrite
lecteur,—mon semblable,—mon frere!”¥” The kind of reader he envisaged is described
in the introductory poem, and this turned out to have been a far-sighted judgment. He
would eventually find the reader his work was intended for. The dark power of
Baudelaire’s poetry in Les Fleur Du Mal/ The Flowers of Evil (originally published in
1857) is best experienced when it disturbs and is difficult to access, rather than when
it is made more palatable through aesthetic appreciation and valorisation.
In Hymn to Beauty, Baudelaire writes:
Are you from heaven or hell, Beauty that we adore?
Who cares? A dreadful, huge, ingenuous monster, you!

Baudelaire is an anti-sensual master of sensuality. He condemns pleasure by plunging
into its intensity like no one has done before. Baudelaire’s idea of beauty is a challenge
to Platonic beauty as pure idea. Beauty is not a pure idea. It is an idea made flesh, and
flesh that is blind to its own excess. Baudelaire’s aesthetics of love raises questions
on the norms of judgement that are used to mis/understand our intensities: How to
judge love’s madness? How to judge a quality that is always in excess of what judges
it? Who can sit in judgement of love?
But Baudelaire’s recurring motif in Les Fleur Du Mal is that love is a force of excess
that cannot be tamed and satiated, even by love. It is impossible — after all the
rapturous follies are committed — to escape the feeling of “ennui” in love, that “eye
filled with an unwished-for tear” as he describes in his dedication of Du Mal to the
reader. I next turn to Baudelaire’s famous poem, Correspondences, for its
metaphorical richness that suggests the way he sees the world.
The first four lines go:

Nature is a temple whose living pillars

Sometimes gives forth a babel of words;

Man wends his way through forests of symbols

Which look at him with their familiar glances.

37 “Hypocrite reader-my fellow creature-my brother!” — The quotation is from “Au lecteur” (To the
Reader), the introductory poem of Les Fleurs du mal (first edition 1857—Trans.).
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— one thing corresponds to another in Baudelaire, not dialectically but through a
relation that is as ancient and modern as nature. The “forest of symbols” is a web not
of mere, blind objects, but objects that glance back at you; and we are surrounded,
trapped by symbols. Poetry is an act of recapitulation of these symbols. Charles
Baudelaire’s works are, for Walter Benjamin, the last European example of lyric poetry,
which were successful on a mass scale.

Surprisingly enough, Stéphane Mallarmé showed no evidence of desperate Romantic
agony, none of the excesses, mind-altering drugs, bankruptcy or scandalous capers of
Baudelaire, Verlaine, Huysmans, Villiers de I’Isle-Adam or Oscar Wilde. The early
poems of Stéphane Mallarmé such as Un Coup dé dis or Hérodiade demonstrate
Mallarmé’s complex ambitions to compose in language the fiction of stable subjectivity.
His “A Throw of the Dice”, for that matter, surely is unlike anything that ever came
before. Mallarmé knew that he participated in a radical change in the nature of poetry in
France, which he equated with a change in France itself. The symbolist poet considered
meter, in its measuring of the chaos that would otherwise prevent any form of social
order, to embody the very possibility of human community. Reading “A Throw of the
Dice” is difficult for reasons that are not readily apparent. The vocabulary is not
especially difficult, but the syntax, phrase within phrase, the typography—different
sizes, style (normal, bold, italics), the blank spaces, lack of concreteness are all signs of
difficult thought. Therefore, it becomes an atomic text, words are broken into particles,
and negatives are supplanted by further negatives. Each phrase is potentially a center
around which others may be construed and the print gives pattern to space, scattered and
becomes even mobile. Intelligibility is constantly under threat. The text itself is unstable
and inconsistent in the demands it makes on us. The task of the reader is to disentangle
main from subordinate material in order to make the lines of a sentence, to make
meaning, to distinguish subjects from predicates, order from chaos, arguments,
chronologies, causes and effects, narrative structures. Mallarmé’s obscurity is that his
devotion to the relation of sounds and musicality of poetry outweighs his concerns for
the meaning conveyed by his verse. Mallarmé’s devotion to internal rhyme comes from
English alliterative poetry; and he claims that such alliteration goes back to the essential
roots of speech, where language and sound coincide. The interior design of Mallarmé’s
poems in group formats is as important to his concept of poetry as the actual writing
process. Throughout his career, he tried to direct and orchestrate the published

appearances and presentations of his poetry in order to bring about an architectural effect.
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Of all the arts, music figures most predominantly in Mallarmé’s conception of poetry’s
communicative function. In his 1894 essay “La Musique et les Lettres”, Mallarmé claims
that music and literature together constitute in their form and content the very fabric of
their mystery, the essence of which he calls “Idée”. Music, a non-linguistic code of
symbols, transcends any representational value that might be attributed to it when
interpreted or performed. Whereas, literature, visualized as text constitutes a place of
aesthetic expression, in providing cognitive manifestations of the metaphysical. In the
space of Mallarmé’s poems, language, conceptualized as a reflection of the metaphysical
Idea, functions as the agent which attempts to reveal the significance of this mysterious
union and may be seen to represent both the corporeal and the spiritual since music - a
performing art with reference to the body - and literature - a performed art of the mind -
make up the two sides of the coin “Idée”. It seems significant that Mallarmé attaches
particular importance to the corporeal or human element in music, which can explain his
notion of an originary sound emanating from the voice, capable of bridging contrary
poles of representation that are evoked in his poetry, such as music and literature,
presence and absence, the temporal and the eternal, the material and the spiritual.
Mallarmé’s fusion of music and literature exemplifies the heightened recognition of
music’s primacy over the other arts amongst Symbolist poets in France.

The 18" and early 19"" centuries constitute the period of the rise of Russian lyric poetry,
exemplified by Alexander Pushkin. Apart from these, Italian lyric poets of the period
include Ugo Foscolo, Giacomo Leopardi, Giovanni Pascoli and Gabriele D’Annunzio.
Taneda Santoka, Masaoka Shiki and Ishikawa Takuboku were some notable Japanese
lyric poets of this period; whereas, we can find the names of Gustavo Adolfo Bécquer,
Rosalia de Castro and José de Espronceda as the best-known Spanish lyric poets of the
time.

In the early years of the 20" century rhymed lyric poetry, usually expressing the feelings
of the poet, was the dominant poetic form in America, Europe and the British colonies.
The English Georgian poets such as A.E. Housman, Walter de la Mare and Edmund
Blunden used the lyric form. The Bengali poet Rabindranath Tagore was praised by
William Butler Yeats for his lyric poetry and compared with the troubadour poets, when
the two met in 1912.

The relevance and acceptability of the lyric in the modern age was called into question
by modernism, the growing mechanization of human experience and the harsh realities

of war. After the Secord World War, the form was again championed by the New
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Criticism, and in the late 20" century lyric once again became a mainstream poetic form.
The dominance of lyric was challenged by American experimental modernists such as
Ezra Pound, T. S. Eliot and William Carlos Williams, who rejected the English lyric
form of the nineteenth century, feeling that it relied too heavily on melodious language,
rather than complexity of thought. Wallace Stevens and Hart Crane, however, were
modernists who also worked within the tradition of post-Romantic lyric poetry.

The tension between the traditional subjects of lyric poetry and the horrors of war are
expressed in the War Poetry of Wilfred Owen, Siegfried Sassoon and lvor Gurney.
Owen’s poem “Strange Meeting” has been described as “a dream of a conversation with
a dead lyric poet, or possibly even dead lyric itself.”® The Irish poet William Butler
Yeats’s work up to 1917 is predominantly dramatic and lyric love poetry, but after the
First World War he explores the political subjects of Irish independence, nationalism and
civil war. The American New Criticism returned to the lyric in the 1950s, advocating a
poetry that made conventional use of rhyme, meter and stanzas, and was modestly
personal in the lyric tradition. Lyric poets consistent with the New Criticism ethos
include Robert Frost and Robert Lowell. Lyric poetry dealing with relationships, sex and
domestic life constituted the new mainstream of American poetry in the late twentieth
century, influenced by the confessional poets of the 1950s and 1960s, such as Sylvia
Plath and Anne Sexton.

The very impossibility of stabilizing the definition of lyric exposes the greater
significance of this curious literary category. An abundance of texts can be found that fit
the requirements of any definition of lyric, but no such definition satisfactorily includes
all the well-known poems considered lyric or lyrical. And yet this confusion may explain
the continual reappearance of lyric as an ideological marker in various critical schools.
Among the lyrics of the Greeks, the Renaissance genre theorists, the Romantics, and the
New Critics, for instance, the overlapping sets of characteristics have no common core,
and any proclaimed core would exclude many familiar lyrics. But the empty set that lies
at the centre of the history of lyric criticism remains available for continual re-inscription
by the ideologies of lyric’s critics. And it is only when lyric is linked to a particular
critical school and, by extension, to that school’s own ideological interests, the lyric’s

possibilities are collapsed into a set of rigid norms.

3 Campbell, Matthew. A Companion to Twentieth-Century Poetry. Ed. Neil Roberts. Malden: Blackwell
Publishing, 2001, 72.
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2.5 Indian genre: Kavya, Laghukavya

In Indian usage, the concept of kavya covers two main things. Firstly, it refers to poetry
itself, i.e., all those works that conform to artistic and literary norms. Secondly, kavya is
used of individual poems. Poetry is of course only one part of all the writing
comprehended in the Sanskrit word vanmaya, which is used in some texts that deal with
literature and other writings to include everything that is expressed in words. Indian
manuals on poetics and the practice of poetry tend to reflect the impression that all poetry
falls into one of two categories; on one hand poetry that is purely oral (sravya) and, on
the other, poetry that can also be seen, that is to say, performed (drsya, preksya). This
view is of course justified. Quite a number of poets have written works in both genres,
and one of the distinguishing marks of later drama is that the metrical passages and some
of the longer prose sections display an artistic use of words that is closely allied to poetry.
The division of kavya into drsya and sravya is, however, not strictly observed. As we
know, poetry, unlike non-literary texts, is created in India as elsewhere when a poet
employs certain artistic devices. Furthermore, it is evident that the nature of these
artificial or artistic devices varies in different periods and regions, as does the extent to
which they are employed. To characterize kavya as court poetry is not satisfactory either
as we know that it was not confined to the court but also flourished in towns, in learned
schools and in the houses of Pandits, courtesans and merchants. Sanskrit poetics also
endorse the role of kavya as a vehicle for instruction. While the earliest theorists -
Bhamaha, Dandin and Vamana — state that the aims of poetry are the recognition won
by the poem and the enjoyment experienced by the reader, later critics specify instruction
(upadesa) as an additional aim. However, they make it clear that, unlike prosaic, tedious
textbooks, poetry imparts very gentle instruction and includes the deeds of heroes in
various fields of human activity in its teaching and advice.

The great masters in the Kavya form were Asvaghosa, Kalidasa, Bana, Dandin, Magha,
Bhavabhuti, and Bharavi.

The earliest surviving kavya literature was written by a Buddhist, A§vaghosa, said to
have been a contemporary of the Kusana king Kaniska (1% century AD). A$vaghosa’s
work also marks a shift away from the Pali of the Theravada branch of Buddhism back
to the more and more accepted Sanskrit of the Mahayana branch. Two works are extant,
both in the style of mahakavya: the Buddhacarita (“Life of the Buddha”) and the
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Saundarananda (“Of Sundari and Nanda”). Compared with later examples, they are
fairly simple in style but reveal typical propensities of writers in this genre: a great
predilection for descriptions of nature scenes, for grand spectacles, amorous episodes,
and aphoristic observations. The resources of the Sanskrit language are fully exploited,
stylistic embellishments (alankara) of simile and metaphor, alliteration, assonance, and
the like are employed, often quite felicitously. The original Buddhacarita, rediscovered
in 1892, had been known from Tibetan and Chinese translations. The Sanskrit text is
fragmentary, breaking off in the 14" canto (major division of the poem) with the
enlightenment of the Buddha, while the other versions take the story through the
Buddha’s Nirvana. Though intended to instruct the reader to turn away from the sensuous
life and follow the Buddha’s path, the work is at its best in descriptions of that very life.
This is even more apparent in the Saundarananda, which recounts a well-known story
of how the Buddha converted his half-brother Nanda, who was deeply in love with his
wife, Sundari, and with the good life, to the monastic life of austerity. In his mastery of
the intricacies of prosody and the subtleties of grammar and vocabulary, A§vaghosa

shows himself the complete forerunner of the Hindu mahakavya authors.

If we attempt to form a picture of the Indian poet, the kavi, we must not forget that
Sanskrit poetry is a highly educated, indeed directly academic art. Classical poetry arose
in a well-developed society when India already possessed a rich scientific, religious and
cultural heritage, and when kavya was born it could look back on several centuries of
advanced civilization. The social classes from which kavya sprang possessed
considerable cultural refinement which found expression not merely in outward forms,
but also in sophisticated education, elaborate social intercourse and in a devotion to
belles-lettres (sahitya), music (sangita) and the arts (kala). Some forms of poetry were
naturally practiced in older times, in the early Vedic period, but poetry in the sense of
kavya is associated with the brilliance and elegance of later eras, with Hindu court life
and the wealthy upper classes found in cities. The figure of the poet now changes
completely: in place of the seer, the Rsi of the Vedic era and of the bard, in place of the
rhapsodist of the popular poetry that is now lost to us or of the epic poet, we now find a
man of refined taste and great versatility who has a broad education acquired by wide
reading and, generally, a command of several languages, particularly Sanskrit.

Classical literature of India written in the Sanskrit language may be divided into the
Vedic period (circa 1500 BC—200 BC), when the Vedic form of Sanskrit was in use,
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and the Sanskrit period (200 BC—AD 1100), when classical Sanskrit had developed
from Vedic. Notwithstanding the chronological continuity of Indian writings, the spirit
of Sanskrit-period literature differs greatly from that of the Vedic period. The chief
distinction between the two is that Vedic literature, consisting of the Vedas (Veda),
Brahmanas, and Upanishads, is essentially religious, whereas classical Sanskrit literature
is, with rare exceptions, secular. In the Vedas the lyric and legendary forms are in the
service of prayer, or exposition of the ritual; in Sanskrit epics such as the Mahabharata
and the Ramayana, didactic, lyric, and dramatic forms have been developed far beyond
their earlier state for more purely literary, aesthetic, or moral purposes. In Sanskrit
literature, moreover, with the exception of the Mahabharata and the Puranas, the authors
are generally definite persons, more or less well known, whereas the writings of the
Vedic period go back either to families of poets or to religious schools.

The form and style of classical Sanskrit literature is different from that of the Vedas.
Sanskrit poetry also differs from Vedic poetry. The bulk of the poetry, especially the
epic, is composed in the sloka meter, a development of the Vedic anushtubh stanza of
four octosyllabic lines of essentially iambic cadence. Numerous other meters, however,
usually built up on Vedic prototypes, have become more elaborate than their old
originals, and in the main, more artistic and beautiful.

Classical Sanskrit literature may be divided into epic, lyric, didactic, dramatic, and
narrative verses and didactic, dramatic, and narrative prose. Epic poetry falls into two
classes, the freer narrative epic, termed itihasa (“legend”) or purana (“ancient tale””), and
the artistic epic, called kavya. The great epic called the Mahabharata (between 300 BC
and AD 300) is by far the most important representative of the purana. The beginnings
of the artistic style are seen in the Ramayana (3™ century BC). The finished epic kavya
form, however, was not evolved until the time of Kalidasa, about the 5th century AD.
This poet and dramatist is the author of the two best-known Sanskrit artistic epics, the
Kumarasambhava and the Raghuvamsa.

Lyric poetry has its individual traits, the most important of which is the refined
elaboration of the single strophe, as opposed to continuous composition. The forms of
these strophes are highly elaborate and almost infinitely varied. The most elaborated of
the longer lyric compositions are the Meghaduta and the Ritusamhara, both works by
Kalidasa. The theme of the former work is a message sent on a cloud by an exiled yaksha,
or supernatural being, to his love. The Ritusamhara is famous for its descriptions of

tropical nature in India, interspersed with expressions of emotion.
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The bulk of lyric poetry, however, is in single miniature stanzas, which strongly suggest
the didactic proverb poetry that Indians also cultivated with great success. The most
famous collection of such stanzas, that of Bhartrihari, perhaps the greatest poet of India
next to Kalidasa, consists of lyric, didactic, and erotic poems. Considered the second
great master of the erotic stanza is Amaru, who is probably of a later date than
Bhartrihari. His collection is known as Amarusataka.

The style, called kavya, is characterized by an extremely self-conscious effort on the part
of the writer to compose poetry pleasing to both the ear and the mind. It evolved an
elaborate poetics of figures of speech, among which the metaphor and simile, in their
many manifestations, predominate; a careful use of language, governed by the stated
norms of grammar; an ever-increasing tendency to use compound nouns instead of
drawing on the quite plentiful possibilities of Sanskrit inflection; a sometimes
ostentatious display of erudition in the arts and sciences; an adroitness in the use of varied
and complicated, if appropriate, metres—all applied to traditional themes such as the
epic had provided and to the rendering of emotions, most often the love between men
and women.

The style finds its classical expression in the so-called mahakavya (“great poem’), most
akin to the epyllion (“miniature epic”) art form of the Alexandrian poets (a school of
Greek poets, c. 391 centuries BC); the strophic lyric (a lyric based on a rhythmic
system of two or more lines repeated as a unit); and the Sanskrit theatre. It can also be
extended to narrative literature, especially the prose novel.

In its classical form, a mahakavya consists of a variable number of comparatively short
cantos, each composed in a metre appropriate to its particular subject matter. The subject
matter of the mahakavya itself is taken from the epic, which is not, however, followed
slavishly. Most mahakavyas display such set pieces as descriptions of cities, oceans,
mountains, the seasons, the rising of the sun and moon, games, festivals, weddings,
embassies, councils, war, and triumph. It is typical of the genre that, while each strophe,
or stanza, is intended to be part of a narrative sequence, it more often stands by itself, a
discrete unit conveying one idea or developing one image. In this, the tendency of the
Rigvedic stanza continues in the classical literature. Although the lines of the classical
stanza are long enough to convey their meaning quite explicitly, it is the pride of the poet
to suggest rather than to express. Sometimes this is done by simple collocation of words:
for example, in the first line of Kalidasa’s Meghaduta a yaksa (a mischievous elf-like

creature) is afflicted by a curse, “the more painful because it spelled separation from his
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beloved”; the next word notes that he had been negligent in his duties; taken together,
the two words, though syntactically unrelated, suggest that it was his armour that made
him neglect his duties. Another common suggestive device is the double meaning, or
play on words. These double meanings often add a certain graceful playfulness to the
poetry, reminding one that the poem was written first of all to give pleasure to the man

of taste.

Traditionally there are six model mahakavyas, three by Kalidasa and one each by
Bharavi, Magha, and Sriharsa, to which sometimes the Bhattikakya is added. In two of
his mahakavyas, Kalidasa draws on epic lore. The first, and probably earlier one, is the
Kumarasambhava (“Birth of the War God”), which describes the courting of the ascetic
Shiva, who is meditating in the mountains, by Parvati, the daughter of the Himalayas;
the destruction of the god of love (after his arrow has struck Shiva) by the fire from
Shiva’s third eye; and the wedding and lovemaking of Shiva and Parvati, which results
in the conception of the war god. The original is in eight cantos, but a sequel was added
by an imitator. The second mahakavya, the Raghuvamsa (“Dynasty of Raghu”), deals
with themes from the Ramayana: it describes the vicissitudes of the Solar dynasty of the
ancient Indian barons, culminating in the Ramayana story of Rama and Sita. The
Raghuvamsa is famous for its beautiful descriptions and incidental narratives, which give
the poem a somewhat episodic character; among them are a description of the six seasons
(spring, summer, rainy, autumn, winter, and dewy) and the story of a young hermit who
went to the river to fill a water jar for his parents and was killed by a stray arrow.

Unique in Sanskrit love poetry is Kalidasa’s Meghaduta, in which the poet tries to go
beyond the strophic unity of the short lyric, which normally characterizes love poems,
by stringing the stanzas into a narrative. This innovation did not take hold, though the
poem inspired imitations along precisely the same story-line. The Meghaduta is the
lament of an exiled yaksa who is pining for his beloved on a lonely mountain peak.
When, at the beginning of the monsoon, a cloud perches on the peak, he asks it to deliver
a message to his love in the Himalayan city of Alaka. Most of the poem, composed in an
extremely graceful metre, consists of a description of the landmarks, cities, and the like
on the cloud’s route to Alaka. It must be considered among the finest poems, if not the
finest poem, written in Sanskrit. Kalidasa also wrote for the theatre and was no doubt the
most versatile author of Sanskrit literature; his works became well-nigh canonical

models.
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Bharavi (6™ century) probably hailed from the south during the reign of the Pallava
dynasty. He took up a Mahabharata theme in his Kiratarjuniya (“Arjuna and the
Mountain Man”), recounting the Pandava prince Arjuna’s encounter and ensuing combat
with a wild mountaineer who in the end proves to be the god Shiva. Bharavi’s language
and style are more difficult than Kalidasa’s, but the poem is highly regarded in Indian
literary tradition. Magha, who wrote in the 8" century, was a conscious rival of Bharavi,
whom he attempted to surpass in every respect. His Sisupalavadha (“The Slaying of
King Sisupala”) is based on an episode of the Mahabharata in which the rival King
Sisupala insults the hero-god Krishna, who beheads him in the ensuing duel. Magha is a
master of technique in the strict Sanskrit sense of luscious descriptions; intricate syntax;
compounds that, depending on how they are split, deliver quite different meanings; and
the full register of stylistic embellishments. To some critics, the preoccupation with
technique, the triumph of form over substance, appears to have spelled the doom of the
mahakavya. A curious but entirely Sanskritic phenomenon, for example, is the
Bhattikavya, a poem by Bhatti (probably 6™ or 7! century). It again deals with the story
of Rama and Sita, but at the same time it illustrates in stanza after stanza, in exactly the
proper sequence, the principal rules of Sanskrit grammar and poetics. Less artificial is
the Naisadhacarita (“The Life of Nala, King of Nisadha”), written by the 12t century
poet Sriharsa and based on the story of Nala and Damayanti in the Mahabharata. An
example of another kind of excess indulged in by mahakavya writers is the Ramacarita
(“Deeds of Rama”), by the 12" century poet Sandhyakara, which celebrates

simultaneously the hero-god Rama and the poet’s own king, Ramapala of Bengal.

Another form of lyric, the short lyric, is single-stanza lyric, in which Sanskrit poetry is
revealed most intimately in its real aims. As noted, almost all of high Sanskrit poetry is
strophic in fact; in the lyric it is so in intention. It is eminently a genre of the poetic
moment, making an aesthetic observation and placing it within the Sanskritic universe
of discourse. It may be an observation of anything: a fish glintingly jumping from a pond,
aboriginal tribesmen engaged in a bloody rite, love in all its manifestations, a glimpse of
God perceived or remembered. But in the monumental lyric collections that have been
preserved, and in the many stray verses still circulating among educated Hindus in India
as so-called subhasitas (“well-turned” couplets), the more common topics are praise of
the god of one’s devotion and the vagaries of love. In the short lyric it is hard to make a

distinction that depends on the language in which it is composed; for, although the
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language may be different, the subject matter and forms are the same. Many love lyrics,
especially when they describe feelings experienced by women, are composed not in
Sanskrit but, instead, in one of the Prakrits, or Middle Indo-Aryan languages. The
collection of 700 poems in this language, compiled by Hala under the name of Sattasali
(“The Seven Hundred”), tends to be simpler in imagery and in the emotion portrayed
than their Sanskrit counterparts, but essential differences are difficult to pinpoint. The
devotional lyric, a short verse expressing the author’s devotion to a god, is linked with
both the hymnal poetry of the Rigveda—though far less determined by a desire for
compelling magic—and the temple worship of Hinduism. Though by no means always,
there is often a particularism about them: the deity is invoked as it appears in a specific
iconic stance or in a local temple or in a manifestation especially pleasing to the poet.
The number of such verses is countless; every major religious and philosophic leader is
held to have added to their stock. Some are especially famous: the Suryastaka (“Eight
Strophes for the Sun”), by Mayura; the collections attributed to the philosopher Sankara,
the Saundaryalahari (“The Wavy River of the Beautiful Sky”); and the Krsnakarnamrta
(“The Elixir of Hearing of Krishna”), by Bilvamangala, among others. These stotra
(“lyrics of praise”) quite often were set to music, and people continue to sing them
today—without necessarily comprehending the full intention of the Sanskrit, much as
hymns in Latin were traditionally sung by Roman Catholic believers. The entire erotic
experience, from budding love to the aftermath of consummation, is represented
brilliantly in lyric poetry. But among the many themes inspired by love, poets have been
most attracted to the lament of separated lovers. It is mostly the sufferings of the woman
that are portrayed, but the grief of the man is also depicted—in Kalidasa’s Meghaduta,
for example. The love lyrics consist of single verses, many of which seek to suggest the
mood of sringara (physical love). While often extremely erotic, they are very rarely
obscene. The erotic and the devotional lyric merge freely, and at times it is impossible
to make out whether the free sexual imagery employed is to be taken literally or as an
allegory of the human soul courting the love of its god.

Authors of subhasitas often collected them themselves, the favourite form being that of
the Sataka (“century” of verses), in which 100 short lyrics on a common theme were
strung together. Mention has been made of Hala’s Sattasai (“The Seven Hundred”,
consisting of lyrics in the Maharastri dialect). Four well-known Sanskrit collections, of

the 7" century, are the famous Sataka of Amaru, king of Kashmir, and the three Satakas
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by the poet Bhartrhari; one of the latter’s collections is devoted to love, another to
worldly wisdom—a very popular theme in epigrammatic verse—and the third to
dispassion. Of the same type but in a different vein is Caurapancasika (“Fifty Poems on
Secret Love™), in which the 12" century poet Bilhana fondly recalls the pleasure of his

clandestine amours with a local princess.

The main purpose of lyrical poetry was to affect the senses of the reader by suggestion.
While epic poetry created art on a large scale and, by its very nature, aimed at painting
a broad canvas, in short poems detailed descriptions and suggestive techniques formed
an ideal combination which, aided by the format itself, endeavoured to attain perfection
even in the smallest elements of the poem. The ground was prepared for classical poetry
by the literary currents, naturally the influence of each varied considerably: while poetry
of the minor form, laghukavya, which is the older form of poetry, may have developed
directly out of the lyrical beginnings; the development of the major form, mahakavya,
was not at all so simple. The long poem, also called sargabandha, was rather the result
of a long period of assimilation which united the epic and the lyrical traditions. Epic
elements, which carry the action forward in a logical manner, are prominent in older
mahakavyas such as Asvaghosa’s poetry; in later long poems, however, they are largely
replaced by the lyrical tendencies inherent in the concentrated stanzas of the minor form
to such a large extent that laghukavya and mahakavya come to resemble each other. This
convergence, which became fashionable scarcely three hundred years after Asvaghosa,
gradually eliminated the differences in technigue that originally distinguished epic from
lyrical poetry until finally there remained only a few criteria, mainly of a formal nature,

to differentiate between the two forms.

The distinction between poetry of the minor form, laghukavya, and poetry of the major
form, mahakavya, is however, important since the history of classical poetry did not
begin with epic works of considerable length, as has been long thought, but, on the
contrary, with short poems which exercised a strong influence on long poems even in
later eras. The division was maintained even when the differences between the two
categories gradually began to disappear, due to the fact that isolated stanzas from
mahakavya could sometimes be enjoyed equally well as short independent poems. Apart
from the Bharatiya-Natyasastra, which deals mainly with drama, even the oldest
existing works on the theory of poetry are of a relatively late date. It is therefore not
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surprising that Bhamaha and Dandin, the first authorities on Indian poetics, give no
detailed descriptions of laghukavya whatsoever. They take the view that although short
poems do in fact exist, they require no separate explanation as they can all appear in the
form of parts (anga) of mahakavya or sargabandha. However, we must not forget that
although mahakavya is the centre of poetic interest, Indian critics have seldom been able
to regard a long poem as a single, unified whole due to the prominent position they
accord to single stanzas and the often-exaggerated attention they devote to poetic figures.
This attention, however, does not extend either to whole sections (sarga) or to a number
of verses linked together by a common theme. The unit on which they base their
rigorously applied criticism is always the stanza which, even when it is part of a long
poem, has a unity of its own and is actually more important than the whole. Older works
on poetics have perhaps given greater emphasis to the importance of short poems than
do the oldest extant texts, indeed it is not impossible that lost works even regarded

laghukavya as the only true origin of kavya.

A more sharply defined category of laghukavya is khandakavya, which has an
independent position between laghu and mahakavya. The name means literally—kavya
consisting of (only) one section (khanda). It is frequently confused with samghata, but
in fact there are two quite clear differences between the two: khandakavya can employ
themes much more freely and, even more important, it contains some kind of a story
which, however limited or cursory and even when it is only intended to provide a
background for the narrative, nevertheless acts as a vehicle that can bear up the
descriptive writing in the stanzas. The classic examples of this category are Kalidasa’s
Meghaduta and Bilhana’s Caurisuratapancasika. As the title indicates, the latter consists

of fifty stanzas whereas Kalidasa’s poem has just over a hundred.

In the chapter titled “Lyric Poetry”* Macdonell, while identifying lyric poems, mentions
the Meghaduta, Rtusarhhara, Ghatakarparakavya, Caurapancasika, Hala’s Sattasai,
Satakas of Bhartrhari and Amaru, and Gitagovinda. To this list Keith adds Aryasaptasati
of Govardhana and the Santisataka of Silhana. Winternitz further includes the

Stotraeatakas of Bana and Mayura, Samkara’s stotras, Pancasati of Mukakavi,

39 Macdonell, Arthur Anthony. A History of Sanskrit Literature. New York: D. Appleton and Company,
1900, 336.
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Mukundamala of Kula-sekhara, Krsnakarnamrta of Lilasuka, Bhiksatana of Sivadasa
Utpreksa Vallabha and some later dutakavyas. This gives a fairly imposing list of lyric
poems in Sanskrit. However, it has been often alleged that Vedic hymns have lyrical
impulses, which cannot be denied as they are the outpourings of devotional feeling and
some of the hymns possess the proper lyrical quality. As for instance, one may refer to
the hymn of eight stanzas ascribed to Vac, in which the woman-seer in a pantheistic
mood of mystic exaltation declares her identity with the universe as the source and
regulating spirit of all things or in which Visvavara approaches the blazing sacrificial
fire and personally prays for concord and bliss in married life. But most other Rigvedic
hymns of praise and prayer do not conform to the necessary criterion of intimate personal
emotion, as they express the general attitude and feeling of the VVedic people, and not the
deeply personal emotion of the individual poet. Coming to the Kavya-s, the Meghaduta,
in spite of being a truly well-knit poem, cannot be regarded as strictly conforming to the
modern concept of a lyric. Although, the earnestness and warmth of its poignant
portrayal of the sorrow of the parted lovers, make it almost lyrical in effect. On the one
hand, there can be found various literary stotras, attributed to Samkara, Puspadanta,
Upamanyu, Manatunga, Siddhasena Divakara and others, which are of a descriptive
character and permeated with religious thoughts. On the other hand, we have a series of
highly emotional stotras which received impetus from the mediaeval Bhakti movements.
The inspiration behind these stotras is the mood of erotic mysticism which expresses
intense religious longings in the language of earthly passion. The three professedly
devotional works, which stand out prominently are: the Mukundamala of Kulasekhara,
Krsnakarnamrta of Lilasuka and Gitagovindam of Jayadeva. The first-named stotra, in
spite of its stylistic affectations, gives passionate expression to supplication and
surrender, and becomes as a whole a fine devotional lyric. The same remarks apply also
to the Krspakarpamrta, which is as much a deliberate work of art as it is the best example
of a Sanskrit devotional lyric. The Gitagovindam, with it’s extremely musical and
sensuous word-pictures and finely composed padavalis, however, represents, another
aspect of the same devotional tendency, but differs in its form and spirit from the earlier

lyrics.
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2.6 Medieval Indian Lyric: Bhakti & Sufi

The medieval age of India was a vibrant era of immense changes and consolidation
coupled with fervent activities, practically in every field of human enterprise. We see,
on one side, the rise and fall of dynasties, emergence of new languages, the downfall of
Buddhism, the growth of new philosophy of bhakti (devotion) and also the various
schools of Indian philosophy, including the rise of systematic interpretations of Brahma
Sutras of Vadarayana or its Vedantic interpretations by Shankaracharya in the 9™
century; also the re-establishing of the Vedas and the Vedic way of life on a stronger
foundation with the help of a fresh interpretation of the texts. It was the time when
cultural influences that came with Muslim invasions integrated with the culture and
tradition of India like the religio-philosophical influence of Sufism representing the
inward or esoteric side of Islam and mythical dimension of Muslim religion. The Hindu
and the Muslim ideologies were poles apart in their religious fervour, but the intense
give-and-take among their poets and mystics—the Sants and the Sufis—in a land, whose
people were in the habit of singing their poetry, had led to a period phenomenally rich in
the creative arts.

The dominant element of medieval Indian literature was no doubt devotional in spirit
and primarily religious, having strong philosophical concerns and also life-negating
aspects, but at the same time there existed a powerful stream in literature of that time
which was life-accepting and attached to the pleasures of mundane life. These two
streams in Indian literature of yoga and bhoga are in complete harmony; but at the same
time, the ideals of asceticism and the concern for a life of detachment is given a greater
and more prominent role in the medieval religious philosophy. However, it was never
devoid of joyous blissfulness. After all, bhakti is a celebration of life with the Divine in
one’s own self. The word bhakti, indicating love towards one’s personal god (ishta-deva)
became the medium of literature of sublimation and attachment, and turned the era
attractive and joyful.

Bhakti or devotion is poetry of connection, poetry that connects the devotee with God.
Love is the connecting factor and hence bhakti is love. It is not worldly love which binds
one into temporality; the love expressed in bhakti unbinds one from a worldly state and
leads to eternity. It is a joyful openness to an unparaphrasable reality. A great many-

sided shift occurred in Hindu culture and sensibility between the 6™ and 9" centuries AD
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in India, like the great consonantal shift described in Indo-European linguistics. Like
other shifts of this kind, it was systematic, began in a small way in a particular locality
or even in a particular community and, depending on a whole variety of conditions,
slowly spread out from there in waves. This innovation did not universally replace older
forms but developed a parallel existence and brought forth an avalanche from the south
in the form of bhakti.

Bhakti poetry was first written in the 6™ to 7" centuries AD in Tamil, and appeared in
Tamil-speaking areas. From there, as referred to by the Padmapurana, it moved to
Karnataka and, in Kannada, Pampa wrote bhakti poetry. Chronologically then, it
flourished in Marathi and Gujarati and later in Rajasthani. This takes us to the 13"
century AD, during which it spread within Kashmir. Then, between the 15" and 16"
centuries AD, it proliferated into the whole of mid-India, where devotional poetry was
mostly written in the Braj and Avadhi languages. Slowly, bhakti became a pan-Indian
movement when the Oriya, Manipuri, Bengali, and Assamese languages were adopted
for writing devotional poetry. Bhakti poetry is, in fact, like a stream of flowing olil, taila-
dhara, from vessel to vessel, from verse to verse, from mind to mind, from god to
devotee. It was a revolution that took the imagination of people by storm.

As Suguna Ramanathan says, bhakti is love and faith and humility, as opposed to
common forms of discourse that serve to delimit a field, mark off its boundaries,
legitimise norms and perspectives. Discourse is the practice of power through language
that keeps a society stable, but there comes a point when such a world is felt to be
radically insufficient. The heart, disturbed by love, moves towards a point outside the
given boundaries and challenges common discourse. The devotional poets like Kabir,
Nanak and Mira and many others cross the boundaries of rules and authority and wander
from place to place, as they sing of the love of God. In traditional cultures like India,
context-sensitive facts rule and bind life. The dream is to be free of context and create
an alternative paradigm, to reject the current discourse and subvert its value systems.
Hence, Krishna is black and not fair. The colour white indicates purity, fair-play, power
and authority and black is the opposite of that; but, in reality, black Krishna possesses
all that is divine. He is not a Brahmin of the elite class but is of the cowherd caste, almost
a commoner. He is not connected with order, harmony, and the light of the heaven. He
is rooted in this earth where, despite in their own, discourse-governed rules are not the
most important thing. In fact, by breaking those rules men reach the transcendental state

of reality which is the state of freedom from worldly bondage. As soon as Krishna starts
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playing his flute, the message of love is floated on a flower-scented breeze and all self-
control is lost. Paradoxically, in the discourse-governed world, unruliness becomes the
rule. Faith breaks the boundaries, stands outside discourse and addresses it in a wholly
new and strange way. It is the faith of complete surrender (atma nivedana) for union
with the non-containable and non-finite, the ‘other’, the transcendent which the
phenomenal world is insufficient to satisfy. Hence, a longing for completeness is the
starting point of the devotional mystical way. It is a reversal of Gita’s model of
svadharma, nishkamakarma and atmasamarpana, which is possible only in a state of
equableness, harmony and balance or samadarshanah. Here, surrender is the first step,
because one does not have the quality of samadarshanah without the act of surrender. If
the god or transcendent is the great good entire, then the human, a fragment of that whole,
longs to be reintegrated, reabsorbed into that whole. As Suguna Ramanathan explains,
love is a primary, directing force that floods the soul and flows outward towards the
other. This intensity and reckless devotion for unqualified surrender to the object of love
became sanctified. According to the poetics of bhakti it is not kama (worldly/physical
love) but prema (the divine love) which legitimises everything, so nothing is illegitimate
or irregular. In the process, tradition gets reinforced and is changed into an alternate way
of living.

Bhakti, as a means of attaining god, must be recognized as belonging to the earliest
awakening of man to the divine. Bhakti arises out of the meeting of Sanskrit texts like
the Bhagavat Purana, Narada Bhakti Sutra, Sandillya Bhakti Sutra etc. with mythology
but more directly out of the love poetry of Prakrit and Tamil. Moreover, the brilliant
inspiration of the Tamil poets enthroned Vishnu or Krishna as the Lover and turned them
into the yearning beloved. Playing a crucial role in the background was a strong tradition
of Tamil, Prakrit and Sanskrit love lyrics. These lyrics were neither sacred nor religious.
Some had a moral thought or religious belief cleverly injected into them but their core is

of the earthy nature. The celebration of life in these songs is of stylised romance.

The signifiers of love-poetry are enlisted for a new signification (bhakti). The changes
are subtle, only a name (Shiva) or a context (feet) can change a profane poem into a
sacred one. Or, we can speak of ‘framing’ the erotic poem in a new context of bhakti.
The bhakta is a sign that is a union of the signifier, the entire erotic tradition, and the
signified, i.e., bhakti. The signature line (bhanita or the name of the poet in the poem) is

used to differentiate between worldly love and divine love (madhurya or prema bhakti).
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Thus, the poetry is not intended to be general, timeless, abstracted from here and now,
but to relate to a present god or a specific audience with whom the poet shares his god,
his myths and his bhakti. Now, God is no more inaccessible, out of bounds—now he is
brought from the temple to stay in the house because bhakti poetry is the poetry of
sharing, touching, seeing the many in one. The bhakta and the god he worships become
one. It is the domestication of godhood. The experience of bhakti is not simply enstasy
(withdrawal) nor ecstasy (out of body experience), but embodiment—a partaking of the
god.

Sisir Kumar Das (Das 1984) explains that the words meaning ‘mad’ or ‘crazy’ in almost
all the Indian languages in the medieval period attained a new connotation, which is
evidence of the recognition of ‘madness’ as a significant element in spiritual life. A Baul
poet of Bengal sings:

That is why, brother, | became a madcap Baul
No Master | obey, nor injunctions, Canons or Custom
Man-made distinctions have no hold on me now.
| rejoice in the gladness of the love that wells out of my own being.
In love there is no separation, but a meeting of hearts forever.
So | rejoice in song and | dance with each and all.

That is why, brother, | became a madcap Baul.

In bhakti poetry, one hears a new kind of utterance, as Ramanujan explains, that cannot
be adequately described by earlier terms. The Vedas are shruti or heard or revealed. The
Puranas, epics and Gita are smriti or remembered. Upanishad means ‘that which is learnt
by sitting at the feet of a teacher’. All these terms suggest passive or receptive modes.
Bhaktas prefer the active mode. Now, the emphasis has shifted from hearing to speaking,
from watching to dancing, from a passive to an active mode, from a religion and poetry

of the esoteric few to a religion and poetry of anyone who can speak.

The bhakti poets were all against the imposition of the elitist Sanskrit language on their
bhashas (mother tongue) and, hence, poets like Kabir in the north showed his displeasure
by saying:

Sanskrit is standing water of a well.

Bhasha is flowing water of a river.
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In their view, god lives inside us as a mother-tongue does, and we live in God as we live
in language — a language that was there before us, is all around us in the community
and will be there after us. To lose this first language is to lose one’s beginnings. Thus,
the poet-saints required and created a poetry and a poetics of the mother-tongue. They
empowered language, the mother tongue, and toned down the influence of Sanskrit,
known as the language of gods.

The language of bhakti is symbolical and it embodies a symbolic act, as the devotee’s
life, religion and language are all one. The love of bhakti unbinds one from the worldly
state and leads to eternity. In bhakti, the mundane meets the spiritual to celebrate life. It
is freedom from the bindings of the world. In the small circle of love, one experiences
the expanse of the divine. Ramananda, a disciple of Ramanuja, brought bhakti from
Southern India to North India and was the first acharya to propagate prema and bhakti
in Hindi:

Bhakti dravir upaji laye Ramananda

Pragat kiyo Kabir-ne sapta-dvip nau-khand

[ Bhakti arose among the Dravidians, (in the south);
Ramananda carried it (to the north) and Kabir spread it
all over (the earth, which consists of) the seven continents

and (is divided into) nine parts. ]

Special mention should be made here of the two followers — Rupa (1591) and Sanatan
Goswami (1591)—of Chaitanya Mahaprabhu (1458-1533) who were destined to become
the theologians of this great acharya from Bengal. Rupa in his Bhaktirasammritasindhu
in Sanskrit distinguishes three types of bhakti: sadhana-bhakti, bhava-bhakti and prema-
bhakti.

Prema-bhakti is the intense form of bhakti and is associated with a sense of possession
in God and absolute detachment from all other things. Rupa in another insightful text,
Ujjvalanilamani, from the point of poetics describes the madhurya-bhakti or the amorous
sentiment by referring to the deep love between Krishna and Radha or gopis. The
Haribhaktivilasa by Sanatana Goswami also in Sanskrit is a detailed manual which still
regulates the religious rites of the Bengal Vishnuites.

Any account of the bhakti tradition of medieval India will be incomplete without a

reference to Gita Govindam of Jayadeva (13" century). It is significant because it marks
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the entry of ‘nayaka-nayaki bhava’ into Sanskrit in lyrical form; besides, Radha, a
heroine in folk tradition, becomes enshrined in devotional literature, Prakrit metre and
poetical conventions are employed to lend musicality and mysticism to the whole work.
Gita Govindam is a collection of songs connected by a slender narrative of the Divine
Love between Krishna and Radha treating it, however, at the human level without
suppression or even sublimation. The passionate love affair depicted by Jayadeva
between Radha and Krishna records the various moods of the lovers, their longing for
each other, separation and the final union. One can understand Jayadeva’s facile
oscillation between the profane and the sacred against the background of the Vaishnava
tradition where Radha, an archetype of woman in love, is elevated to the status as the
divine consort of Krishna. The ambivalence of the poet is very much visible because he
wants it to be a secular poem but at the same time, he is unable to go against the tradition
and creates a poem which emerges from sensuous love and turns ultimately into sublime
love. Apparently, its structure of a love lyric has given it immense popularity which can
be measured by the fact that by the 15" century as many as 132 imitations had appeared
on the scene. In creating this love poem Jayadeva seemed to imply that love lyrics need
not always be apostrophic or impersonal. What the Alvars sought to experience in
relation to Krishna, Jayadeva actually experienced while singing about Krishna and his
love — a personal experience of love. Thus the poetry is not intended to be general,
timeless, abstracted from here and now but to a present God, or a specific audience, with
whom the poet shares his God, his myths and his devotion. In Canto X.19 the poet says:

‘So sings Jayadeva, the poet, the spouse of Padmavati’ and then the song proceeds:

Dearest Radha! Oh the Sweet natured one! (says Krishna)
Punish me with your merciless tooth-bite
And shackle me with the rope of your delicate arms,

Inflict me with the intense pressure of your breasts.

One feels it is not Krishna but Jayadeva who is urging Padmavati to join him in the game
of love because in the beginning of the poem Jayadeva says that his songs impel
Padmavati to dance and he sings this song of love-frolic of Krishna as an accompaniment
to her dance. The whole background is set on two levels: One is the level of earthly love
and other is the level of Divine Game (lila) of Radha and Krishna. After all this poem is

not only sung but enacted on stage, as created by Bharata in two levels — the higher level
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is ‘ranga sirsha’ or the level of gods and the lower level is ‘ranga pitha’ which is the level
of human beings. On the stage both the levels coalesce with each other to prove that the
devotional poetry is a kind of means between the sacred and the profane, the
metaphysical and the physical and thereby it refuses either as absolute priority and
suggests that both have certain value and as a result the love of Gita Govindam is no
longer admitted as subject of a debate whether it was profane or sacred. It became, for
Indians, profane and sacred—both at the same time.

The later Vaishnava poets, particularly Vidyapati of Mithila and Chandidas, the Bengali
poet have added new dimensions to the character of Radha, and built a mythology of
Radha; but the credit goes to Jayadeva for introducing Radha, the passionate lover of
Krishna who became the most towering personality of medieval Indian literature.
During the 14" to 17" centuries, a great bhakti movement swept through Central and
Northern and Western India, and poets like Suradas (1487-1584), Mirabai (1498-1547),
Kabir (1440-1518), Tulsidas (1532-1623), Namdev (1270-1350), Nanak (1469-1539),
Jnaneshwar (1275-1296), Tukaram (1608-1650), Narsi Mehta (1413-1476), Akha
Bhagat (1613-1663) and other devotional poets spearheaded the bhakti movement in the
north. They thought that people could cast aside the heavy burdens of ritual and caste,
and the subtle complexities of philosophy, and simply express their overwhelming love
for God. It is generally believed that the Varakari bhakti movement, especially because
of Namdev, turned out to be the motivating force, for the emergence of the bhakti
movement in the north. This period was also characterized by a spate of devotional
literature in prose and poetry in the Indian bhashas like Hindi, Braj, Avadhi, Marathi,
Gujrati, Gurumukhi and other languages. Most of these bhakti poets focused their
attention on Krishna or Rama and there were some who invoked the non-iconic, the One
Supreme. In fact a very natural comingling of iconic (saguna) and non-iconic (nirguna)
doctrines can easily be discovered in the poems or songs even of a singular devotional
poet which establishes the existence of multiple layers in a single poetic universe.
Bhakti also became a vehicle for the feminine literary voice, which was seen as a
contradiction to the dominance of the male literary voice in Sanskrit texts, rather than
proving that bhakti practice existed beyond gender identification, it is exactly because of
the repeated use of feminized experiences and the feminine perspective which ties bhakti
to gender. Additionally, the conversational nature of bhakti extends through both the
oral performance setting by which these poems were publicly circulated, as well as

through conversational templates within the poems themselves.
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While Vedic ritual and the Brahmin class conserved religious authority amongst
themselves and practiced inside a closed circuit of their peers, bhakti initiated points of
connection between the poet or the devotee and others. Characterized by a central
tradition of vernacular composition, bhakti sentiments, both behavioural and
poetic, challenged central elements of Brahminical social prescriptions and also repeated
existing Sanskrit narratives regarding ethics and religion (dharma). While the use of
emotive and theologically charged language, and the use of the feminine literary voice,
remain notable themes across the bhakti poems of various authors, unanimous and
uniform scholastic claims about the nature of bhakti rarely hold up to unmediated
readings of specific poems or poets.

The term bhakti, from the Sanskrit root bhaj, is most commonly translated as devotion.
However, the term also conveys other meanings or devotional moods which complicate
and even contradict dominant academic conceptions of bhakti. A.K. Ramanujan in his
book, Hymns for the Drowning: Poems for Visnu by Nammalvar, a book of poetry
attributed to the Vaisnava poet-saint (880-930 CE), turns to a dictionary entry adapted
from Monier-Williams, Sanskrit-English Dictionary, for an extended translation of bhaj:

bhaj to divide, distribute, allot or apportion to, share with; to grant, bestow, furnish, supply; to obtain
as one’s share, receive as, partake of, enjoy (also carnally), to possess, have; to turn or resort to,
engage in, assume (as a form), put on (garments), experience, incur, undergo, feel, go or fall into...to
feel terror...; to pursue, practise, cultivate; to declare for, to prefer, choose (e.g. as a servant); to serve,

honour, revere, love, adore.*

Through this entry, Ramanujan traces the complicated variety of experiences which can
be qualified as an expression of bhakti. And as the root bhaj shows, experiences related
to bhakti are diverse and often surprisingly subversive. Ranging from declarations of
love, themes of sharing or partaking, putting on or assuming, to experiences of
possession and fear, bhakti revolves around a system of emotive yet active relationships
which often appear antithetical. In each case of bhakti, direct engagement or intimacy
with the divine remains central, even while the terms of bhakti engagement take on
various forms. For those who emerged as proponents of bhakti, their compositions can

often be seen as interrogating the divide within dharma between nature and nurture.

40 Ramanujan, A. K. Hymns for the Drowning: Poems for Visnu by Nammalvar. Princeton: Princeton
University Press, 1981.
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Because dharma represents both ‘the good” and ‘how to be good’ within life (samsara),
an interrogative conversation between the two emerges.

Love Poem: A Case of Possession, by Nammalvar (translated by Ramanujan) reads:

I’'m beyond all learning.
I'm all the learning you learn.”
“I'm the cause of all learning,
| end all learning,
I'm the essence of all learning”, says she.
Does my girl talk this way
because our lord of all learning
has come and taken her over?
How can I tell you,
O learned men!

—1In the first stanza of the poem, Nammalvar uses the determiner ‘my’ to describe a girl
who is supposedly “just learning to speak”. While his use of the determiner ‘my’ could
infer that the child is his daughter or a relation, it could also be seen as a figurative or
metaphorical imagination of himself. Although the poem begins within this pretense, by
the third line, not only is the girl speaking, but she goes on to claim that she already
embodies all the learning possible to achieve in the world. In addition, she paradoxically
claims that she is simultaneously beyond all learning while also being the end of all
learning. What Nammalvar stresses through this paradox is a girl who seems to be the
center of all knowledge even while she has had little chance to study or even

communicate, as Nammalvar suggests.

On the other hand, Kabir’s religious faith, which is rooted in his personal spiritual
experience does not arise out of any formally fixed ideology or doctrine of bhakti. Kabir
believes not in a personal but an impersonal God. His bhakti does not depend upon a
dualistic view of Reality but rests on his keen awareness of the essential oneness of
things. Furthermore, the emotional intensity of his devotionalism does not rule out the
path of self-knowledge or jnana. Kabir uses the word bhakti in its basic and intrinsic
meaning, in the sense of a bhava or feeling, and implies by it a mental attitude, and not
a formal belief. He very often uses the phrase bhava-bhakti in the sense of devotion.
Bhava-bhakti, explains Kabir, can be known only through personal experience. It is not

a matter of verbal exposition, nor can it be explained and known through argumentation

94



and hearsay. Thus, bhakti is not just a simple act of faith for Kabir, but is a reasoned and
individual act of spiritual striving. According to Kabir bhakti is caused by and attained
only through divine love which is not easy to find — the devotee must strive for it and
remain constantly occupied with it. The divine love does not grow in the fields, nor is it
sold in the public places; whether a king or a commoner, only he who holds it dearer

than his own life — can obtain it.

Like Kabir, Dadu, Mira, Ravidas, Nanak, Lalladyad and many other Nirguna sants
created a big stir in Northern India and spoke against the establishment. They wrote their
poetry couched with mystical symbolism. Lalleshwari (1320-1392) also known as Lalla,
was a mystic of the Kashmiri Shaivite sect, and creator of the mystic poetry called Vaks,
literally meaning ‘speech’. Ravidas was the worshipper of the one infinite God, who is
above and beyond all religious sects and without a beginning or an end. He preached that
the Lord resides within the hearts of his devotees, and cannot be known through the
performance of any rites and ceremonies. Only one who has felt the pangs of divine love
will find Him, and the highest expression of religion in life is service to man. One of the
greatest women saints of India, Mirabai, a worshipper of Giradhar Gopal, was later
initiated into the worship of the One—the Infinite. Kabir, the central figure in the
religious history of medieval India was not in favour of useless mortification of the flesh.
He advised:

Be pure, live a natural and simple life. The whole creation is within your own self, behold creation
there. There is no distinction of the outer and the inner, for all distinctions have been harmonized in

Him who is beyond all distinctions. In his harmony are truth and realization.*

The most famous of the followers of Kabir’s ideals was Dadu (1544-1633), who believed
in the value of self-realization, complete surrender to God who resides within the self
and through love, devotion and meditation one can realize Him. The path to realization
is not so much through prayers but by joining our service to His service to the
universe. The unique thing that happened in the Nirguna Sant movement was that though
the Nirguna Sant-poets including Nanak were against any kind of institutionalization of
religion, yet they all had authorial identity of a poet and became patron saints of their

41 Sen, Kshitimohan. The Medieval Mystics of North India in The Cultural Heritage of India, Vol. V. Ed.
Haridas Bhattacharya. Calcutta, 1969.
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respective panths or sectarian institutions whereas with other poets like Tulsidas, Surdas,
Mirabai etc of the medieval period, this sectarian perspective, with its tendency to
canonization and even apotheosis, is not so vividly present.

A prominent feature of the 14" century, when the Bhakti movement had covered the
entire country, is the presence of Islam and Islamic culture: its forced conversions and
the numerous raids enacted under the rule of the Mongol, Afghan and Turkish invaders;
which culminated into the Mughals, establishing a stable Mughal empire by the earlier
half of the 16" century. The advent and rule of Islamic invaders in their first century in
India saw the Delhi Sultanate changing hands among the Mongols, Afghans and Turks
who kept ousting and snatching power from each other; the inception of the Bhakti
movement and the coming of Islam and the Sufis to India was curiously simultaneous in
the north and north-west of India. The Sufis, who were rebel-saint-poets from within the
Islamic infrastructure were identically placed, vis-a-vis the Islamic orthodoxy, its
Ulemans and the Mullahs. The Sants and the Sufis in other words were representing the
marginalised classes—the periphery; while the Brahmin orthodoxy and the Islamic
fanatics were the priest-heads of the central ruling class.

Going back to history, Sufism was born in the 9™ century Arabia and during its travel
and sojourn through Iran and India, it underwent slight perceptional shifts. Between the
end of the 12" century and the end of the fifteenth century, three great Sufi orders had
migrated from Irag and Persia into northern India. They were, the Chistis, the
Suhrawardis and the Firdausis. The Sufis had followed the Muslim conquerors to India,
more with a view to propagating Islam. However, only those survived, who absorbed
and mingled with the culture of the land, and propagated a more liberal Sufi philosophy.
Their approach to God was that a lover-wife, who pines for a reunion with her beloved
husband, suffers, repents, undergoes asceticism, finally gains enlightenment and merges
with God. Some Sufis justified the incorporation of music, not sanctified by orthodox

Islam, on the ground that:
...a Sufi is a lover of God, and as such he stands in a different relation to God from others who are
merely ‘abd’ or slaves. The Indian Sufis laid stress on repeating the name (japu), concentration
(dhyan), and meditation (habs-i-dhyan)...like the Iranian Sufis who sang the praises of Yusuf
Zulaikha, Laila Majnun and Shinn Farhad, the Sufis in the 17th, 18th century Punjab idealised the

romances of Heer Ranjah, Sohni Mahiwal and Sassi Punnun.*?

42 Sekhon, Sant Singh & Kartar Singh Duggal. A History of Punjabi Literature. New Delhi: Sahitya
Akademi, 1992, 65.
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Sufism is the mystical tradition in Islam which can be defined as a practical path of love
leading to God, learned from and practised under the supervision of a spiritual teacher
generally called a Murshid, Sheikh or Pir. Yet many elements of Sufism are universal
features of mysticism, existing long before Islam. Although the religion to which all Sufis
relate is Islam, Sufism is decidedly a case of eclecticism against dogmatism of Islam.
Initially though it spread in Iran its origins are obscure. R.A. Nicholson comments: “The
truth is that Sufism is a complex thing, and therefore no simple answer can be given to
the question how it originated”.*

Like all mystics, a Sufi’s knowledge is essentially experiential. His real learning comes
through direct experience, not by mere knowledge. The essence of the Sufi message is
that the experience of God is real; that God is everything and everything is God. Hence
it is related that when Rabiah/Rabi (a sufi women from Basra) was once asked,

“Do you actually see Him whom you worship?”

She replied, “I would not worship Him unless I saw him”.#

Sufism, as it developed, laid emphasis on spiritual meditation and ecstatic experience. It
is monastic in substance, and believes that in essence and attributes God is absolute. As
Mansur Hallaj said, ‘Ana’l Haqq’ (I am Truth), brings it close to the tenet of non-dualism
found in Vedantic thought. Mansur spurned the role of a mediator between god and
devotee, and believed in personal intuition and mystical ecstasy. He asserted
passionately:
I am He whom | love
And He whom I love is |
We are two spirits dwelling in one body,
If thou seest me, thou seest him.

And if thou seest him, thou seest us both.#

The Sufis aimed at fana which implied total destruction of the ego leading to baga, the

fusion of the self with God - an ideology akin to the non-dualism of the Vedanta.

43 Nicholson, Reynold A., tr. The Mystics of Islam. London: Routledge, 1914.

44 Davidson, John. A Treasury of Mystic Terms: The Principles of Mysticism, Part 1, New Delhi: Science
of the Soul Research Centre, 2003.

45 Zaehner, R.C. Hindu and Muslim Mysticism, New York: Bloomsbury, 2016.
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The two corner-stones of Sufism — i) pir or guru and ii) love—are very much near to the
medieval devotional philosophy of nirguna prema marga. In this the lover and the
beloved or the Murid and Allah become lover and beloved to be identified with each
other so that the lover becomes the beloved and the beloved the lover, thus forging a
complete fusion of the two into one. God, the creator and macrocosm, is commonly
portrayed as an ocean, with man, the microcosm, as a drop or part of that ocean. God is
the whole and each part of the creation in some way reflects the whole: man is not merely
a drop that can merge with the ocean, but a drop that contains the ocean, a microcosm
that contains the macrocosm. The theologians maintained that there could be no love
between God and man because there can only be love between like and like, and God is
totally unlike any created thing. When the Quran speaks of love, it means no more than
obedience.

Sufis trace their tradition to Rabiah, the greatest exponent of a mystical love for God, or
Dhu’l-Nun. To quote Zachner, “For Dhu’l-Nun love is an intense yearning of the soul,
and he is not afraid to use the word ‘Shawq’ meaning ‘passionate longing’, so to make

the meaning clear”.*

Sufism came to India quite early with the advent of Islam and reached far and wide in
the country and made its place along with Buddhism, Jainism and Brahmanical
Hinduism with its several variants and regulated the literary production of medieval
India. Love and spiritual devotion being the chief tenets of Sufism it had great attraction
for the people in India. Sufis, like the Hindu saints, stressed on personal faith and the
values of detachment and renunciation. Some of them like Rabiah believed in ‘loving
devotion’ to the Lord — credo which approximated the Hindu concept of bhakti.
According to Vijayendra Snatak though the Sufi ideology in India had Persian roots, it
developed some special features of its own. The Indian Sufis recognized four stages
(magamat) in the journey of the self to God. The first is ‘nasut’ (the mundane) when a
devotee has to observe the rituals and lead life in accordance with the teachings of the
holy Quran and Hadis. The second stage is ‘malakut’ (the celestial) in which he tries to
rise above the mundane world, purify himself and move further in the spiritual quest.
The third stage is ‘marifat’ (spiritual knowledge) in which, equipped with inner strength,
he moves along the path of ‘jabrut’ (the transcendental) that leads one to God. In the last

46 Zaehner, R.C. Hindu and Muslim Mysticism, New York: Bloomsbury, 2016.
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stage ‘hagigat’ (the Reality), he attains Ultimate Truth and realizes ‘lahut’ in terms of
Indian metaphysical equivalents: ‘jagrat’ (world of manifestation, wakefulness),
‘swapna’ (world of souls, dreams), ‘sushupti’ (annihilation of distinction between Thou
and 1), and ‘turiya’ (union with the Supreme). He who realizes ‘lahut’ has an ecstatic
experience which is beyond the power of words; to describe so, says Divani Shamsi
Tabriz: He comes, a Moon whose like the sky ne er saw,

awake of dreaming,

Crowned with eternal flame no flood can lay,
Lo, from the flagon of thy love! O Lord,
My soul is swimming,

And ruined all my body’s house of clay.

Rizvi is very emphatic that among the four Sufi orders (Chisti, Suhrawardi, Silsila and
Firdawsiyya), the Chistiya order of Sufis is essentially an Indian one founded by Khwaja
Mu’inud-Din Chistie.*” He died on 1236 at the age of 96 in Ajmer and since then Ajmer
became an important Sufi centre. In the 8" century after Islam was introduced in Sindh
and part of Punjab, Sufism became a big attraction and poets like Sheikh or Baba Farid
(1173-1265), Shah Hussain (1539-1592), Sultan Bahu (1629-1591), Bulleh Shah (1680-
1759) and other Sufi poets, having their equal influence on the Hindus and the Muslims,
contributed a lot to the propagation of ethical and spiritual values of life. Sufis and Sikh
gurus, having some common elements in their belief and faith, were able to work
together for the social and religious awakening of the people in Punjab. These Sufi poets
reorganized the Punjabi language and gave it a standard form and some of them are
known to be architects of modern Punjabi language. The brief sayings of Baba Farid are
indeed pearls of wisdom emerging out of his long experience, often couched in

memorable language and the apt figures of speech:

Don'’t belittle the dust, O Farid!
No one equals its worth indeed
While we live: ‘tis under our feet,

And over our head, when we are dead.

47 Rizvi, Sayyad Athar Abbas, A History of Sufism in India, Vol. I, Delhi: Munshiram Manoharlal
Publishers, 1994.
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In Hindi literature the philosophy of Sufism turned into an ideology of love and a distinct
tradition of Sufi epic poetry (Sufi premakhyan kavya) based on the theme of love, made
the medieval Hindi poetry rich and meaningful. Mulla Daud’s Chandraya, Kutban’s
Mrigavati and Malik Muhammad Jayasi’s Padmavat and other Sufi love epics, mostly
written in ‘Masnavi’ style depict the theme of love and beauty using the story as an
allegory to establish the philosophy of Sufism of union of the self with the Supreme.
In Sindhi, poets like Sachal Sarmast have exercised their undying influence by
expounding truth and beauty through music and dance and made Sind the chosen place
for Sufism. Infact, Rumi, the great and celebrated founder of the Vedantic type of Sufism
in Islam introduced ‘sama’, a particular type of devotional dance as part of Sufism which
was later on introduced in India particularly by every Sufi saint in different languages of
India.
Sufism reached Kashmir in the 14" century and Kashmiri poetry came directly under the
influence of tasawwuf (Islamic mysticism) of Sufism while the influence of Buddhist
sunyavada, Kashmiri Saivism, Vedanta and bhakti had been already there and all these
impacted Kashmiri literature. Nund Rishi, a Muslim by faith added Vedanta to his Sufi
ideology in his poetry and created a confluence of various streams of mysticism.
His poetry known as ‘Shrukh’ (shloka) is recited as sacred lore, which at times touches
the sublime. In his thinking and execution of the theme, he is close to Guru Nanak and
Kabir. Amir Khusrau (1253-1325), the father of Urdu literature, was a celebrated Sufi
poet, and a disciple of Sheikh Nizam-ud-Din Auliya. He wrote in Persian or Hindi and
sometimes by mixing both the codes. Khusrau wrote a very meaningful Sufi couplet on
the death of his Murshid Nizam-ud-Din Auliya which celebrates the love, that is the
fundamental source of Sufism:
The beloved sleep on her couch with her face covered
With her curled locks
Oh Khusrau! Return to your own home for the

Entire world is now covered by night.*

It will not be out of context to mention here the historical significance of the Malfuz

literature of medieval India. Malfuz literally means ‘words spoken’; in common parlance

48 Rizvi, Sayyad Athar Abbas, A History of Sufism in India, Vol. I, Delhi: Munshiram Manoharlal
Publishers, 1994.
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the term is used for the conversations or table talks of a mystic teacher. It was in 1307
that Amir Hasan Sijzi, a famous poet of the Khilji period and a friend of Amir Khusrau,
decided to write a summary of what he heard from his master, Shaikh Nizam-u’d-din
Auliya. The decision was epoch making, so says K.A. Nizami, as it marked the beginning
of a new type of mystic literature, known as Malfuzat. Amir Hasan’s collection of his
spiritual mentor’s utterances, the Fawa ’id-u’l-Fu ‘ad, was welcome in mystic circles and
it became a guide book (dastur) for mystics anxious to traverse the mystic journey. It
inspired others to render similar services to their masters. The tradition of Malfuz
literature was followed by saints of all Sufi affiliations (silsilahs): Chistis, Suhrawardis,
Firdausis, Shattaris, Quadiris, Maghribis and Nagshabandis. The enourmous Malfuz
literature appeared from every part of India and it continued to be produced during
Mughal period and became a tradition with mystics of all silsilahs to get their malfuzat
recorded by some of their learned disciples. The Sufi quest was for spiritual purity and
union with God. It was thought that this could be attained through self-examination,
physical and mental discipline, and the life of service. Sufism with its doctrines of self-
effacement and Divine Love had a great influence on the medieval Indian literature.

If the start-off point for the medieval Indian literature is 7™ century AD then one could
easily include in it the emergence of a new genre in Sanskrit which is normally
designated as gadya-kavya or romance by the Western scholars. Its origin can be traced
in the stories in the Vedic literature and its structure is similar to Betala Panchavimshati
or Shuka Saptati, where several stories are connected by one main story or what is known
as chain story configuration. As S.K. De suggests, “Its immediate ancestor is the ornate
kavya itself, whose graces were transferred from verse to prose for the purpose of
rehandling and elaborating the popular tale”.# Another trend in the medieval times,
practically in every language, the poetry of love tales commingled with the philosophy
of bhakti, both Krishna bhakti and Sufi mysticism, was a very popular way of literary
expression. The heroic and the romantic either alternately or together are used as subject
matter of these love narratives. Malik Mohammad Jayasi (16" century), a Muslim Sufi
poet writing in Avadhi Hindi related love tales of human conditions but at the same time
using it allegorically to express love for God. All these poets accepted the non-iconic
way of worship, but a glimpse of the iconic God was visible in their poetry owing to the
acknowledgement of the symbolic style in the description pertaining to God.

49 De, S.K. History of Sanskrit Poetry. Calcutta: Firma KLM, 1960.
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The mangalakavya in medieval Bengali literature in praise of certain deities can be
defined as a longer narrative poem where the earthly life of a deity is described with the
message that if the deity is worshipped with devotion and respect, he would appear as
benign (mangala) to poets, worshippers and audience. Vijayagupta, Mukundarama and
others are poets of this genre which can be termed as poetry of miracle and battle. In
Bengali the love tales of Sati Mayna or Lor-Chandrani by the 17" century poet Daulat
Qazi are well known which describe Sufi mysticism under the garb of allegory.
Similarly, Sayyad Alawol (1673) composed Jayasi’s Padmavat in Bengali with some
Sufi gleanings here and there and made himself very popular in the court of the mong
king of Arkan. The medieval Indian literature enriched by several religious and
philosophical traditions also had the presence of a new trend, still not vigorous but highly
refreshing—the poetry of Buddhist Sahajiya and its proximity to real life and nature.

What is fascinating in bhakti poetry is the manner in which medieval India evolved a
language of symbolism that became universal. By the time Jayadeva came into scene,
Indian symbolism of the bee and the lotus, the mango-blossom or the southern breeze
that generates love, the magic of the flute, the inseparable sakhi, and the clandestine tryst
all turned into pan-Indian conventions of symbolism. The medieval India enriched by
extraordinary religious fervour brought the temples into the centre. The Indian religious
life in all periods has been dominated by holy places including temples which meant in
the most of the Indian languages ‘the house of god’*. The bhakti movement in the south
and less in the north is so intimately connected with the temples that it is not possible to
appreciate the background of this great literary and mass movement without realizing
their interdependence.

Most of the medieval literatures show a happy blending of the secular and the sacred. In
the devotional poetry of India mundane meets the spiritual to celebrate life. The
devotional poetry is a kind of means between the sacred and the mundane, the
metaphysical and physical and thereby it refuses either world on absolute priority and
suggests that both have certain values. This poetry gives the experience of the limitless
infinite in the finite. It is nearness; it is moving in the same region and realizing one’s

transcendental Self within the limitation of one’s worldly existence.

%0 Choudhuri, Indra Nath, The Genesis of Imagination. New Delhi: Sterling, 2001.
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2.7 Eastern & Western: Earl Miner

Lyric poetry has a long history in the West but an uncertain generic status. The renowned
comparatist Earl Miner concludes:

Lyric is the foundation genre for the poetics or literary assumptions of cultures throughout the world.
Only Western poetics differs. Even the major civilizations that have not shown a need to develop a
systematic poetics (the Islamic, for instance) have demonstrably based their ideas of literature on lyric

assumptions.>

And he adds “The first thing to be said of lyric poetic Systems is that they are not
mimetic”.

One might argue that it is for quite contingent reasons—the fact that Aristotle wrote a
treatise on mimetic poetry, poetry as an imitation of action, and not on the other poetic
forms that were central to Greek culture—that Western literary theory neglected the lyric
until the romantic era. Aristotle was thoroughly familiar with the Greek lyric, as
numerous examples in his Rhetoric show, but he omitted it from the Poetics, probably
because he viewed it not as a form of mimesis but as epideictic, like oratory, a versified
discourse about what is to be valued, praised or blamed.

At any rate, because of Aristotle’s decision, lyric was treated as a miscellaneous
collection of minor forms, despite the flourishing of lyric in ancient Rome, the Middle
Ages, and the Renaissance. Lyric was finally made one of three fundamental genres in
the late 18™ century, when a more vigorous and highly-developed conception of the
individual subject made it possible to conceive of lyric as mimetic: an imitation of the
experience of the subject. The Abbé Batteux’s Principes de la littérature (1775)
emphatically reinserts the lyric within the Aristotelian framework of literature as
mimesis—mimesis of feeling—and lays the groundwork for the romantic elevation of
lyric to the poetic norm or even the essence of literature, even though thinkers quickly
moved from a mimetic to an expressive theory of the lyric.

Hegel offers the fullest exposition of the romantic theory of the lyric, as subjectivity
coming to consciousness of itself. The lyric poet absorbs the external world, stamps it

with inner consciousness, and gives expression to this enriched poetic inner life, this

51 Miner, Earl. “Why Lyric?” in The Renewal of Song: Renovation in Lyric Conception and Practice. eds.
Earl, Miner and Amiya Dev. Calcutta: Seagull Books, 2000, 5.
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subjectivity. This conception of the lyric, as a representation of subjective experience,
while widely disseminated and influential, no longer has great currency in the academic
world. It has been replaced by a variant that treats the lyric not as mimesis of the
experience of the poet but as a representation of the action of a fictional speaker: in this
account, the lyric is spoken by a persona, whose situation and motivation one needs to
reconstruct. This has become the dominant model in the pedagogy of the lyric in the
Anglo-American world, though not elsewhere.

The most explicit theoretical account of this widespread implicit theory is Barbara
Herrnstein Smith’s: lyric is an imitation but of a speech act. In effect, the dramatic
monologue, which puts on stage a character speaking to a defined audience or to him —
or herself, is made the model for lyric, which becomes the fictional imitation or
representation of a real-world speech act.5? One of the leading New Critics, John Crowe

Ransom, offers a remarkable version of this claim:

The poet does not speak in his own but in an assumed character, not in the actual but in an assumed
situation, and the first thing we do as readers of poetry is to determine precisely what character and
what situation are assumed. In this examination lies the possibility of critical understanding and, at

the same time, of illusion and the enjoyment.>

“Just as the feminist argument rests on the unshakable rock that justice be done to that
half of the race that bears us, so consideration of the other three-quarters or four-fifths
of the race must enter into any literary study denominating itself comparative”.> — with
that declaration Earl Miner in Comparative Poetics sets out to explore both western and
non-western literary traditions in search of poetics that would lay claim to true universal
validity. He undertook such an ambitious exploration, for he has worked extensively in
both English and east Asian literatures all through his career. It is as if he was trying to
look back on his own past writings and organize them into a coherent theory of literature.
On the other hand, the retrospective stance seems to have helped him to ascertain his
literary taste with a greater conviction than ever before: the book, despite its theoretical
outlook, contains a number of highly personal statements that reflect his own likes and

dislikes.

52 Smith, Barbara Herrnstein. Poetic Closure: A Study of how Poems End. Chicago: University of Chicago
Press, 1968.

53 Ransom, John Crowe. The World’s Body. Baton Rouge: Louisiana State University Press, 1938.

5 Miner, Earl. Comparative Poetics: An Intercultural Essay on Theories of Literature. Princeton:
Princeton University Press, 1990, 259.
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Miner, here attempts to define the basic nature of three major literary genres. For each
genre he sets up a couple of key concepts which he believes are universal enough to be
meaningfully applied to all literatures. In drama they are “estrangement” — a sense of
distance from what we presume to be real, and “engagement” — a sense of involvement
in what we know is not real. Lyric seen as a genre distinguished by “presence”, an
illusion of personally being at a specific temporal point, and “intensification” — a feeling
of something universal and permanent being condensed into that point. The essentials of
the third genre, narrative, make a sharp contrast with those of lyric, for they are
“continuum” — an extension of time that allows a sequence of events to develop, and
“fulfilment” — a satisfying end that cuts off that extension and makes it a meaningful
whole. Drawing on his broad knowledge of the world’s literatures, Miner examines how
those basic concepts and their corollaries manifest themselves in a wide variety of
works.

Miner’s ultimate goal, however, is not so much to elucidate the features of individual
genres as to seek out an intercultural theory of literature that can be founded on them.
He repeatedly brings up the question: How does a poetics derived from intercultural
comparisons differ from a poetics founded on western culture alone? He tries to answer
the question at various points, mainly through comparisons between European and East-
Asian literature. He observes, for instance, that western theories of literature are by and
large based on mimetic assumptions. whereas their East-Asian counterparts are
dominated by factual presumptions. Whereas critics in East-Asia have always paid high
respect to the poet in their reading of a poem, westerners’ tendency to distrust “the
author” has led to the concept of “intentional fallacy” and finally to Deconstructionism.
The idea of the narrative point of view may not be as widely applicable as western
theorists may believe, for narratives in east Asia make more use of the “point of
attention”, the focal point of what is seen and narrated. According to Miner, these and
other differences are observable between western and non-western theories of literature
mainly because Aristotle’s Poetics, the foundation of all European theories, was built on
drama. By contrast, major non-western theories of literature had their origins in lyric
poetry.

One may argue that many of Miner’s points have been made by other comparatists
before, albeit in different terms. Yet one would have to agree that they have seldom been
made in a context as general and comprehensive as his. Specific comparisons he makes

in support of his contentions are often original and revealing. For example, in order to
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show how the point of attention can be manipulated for a narrative purpose, Miner first
discusses a brief scene in Jane Austen’s Persuasion, then analyzes long passages from
The Diary of lzumi Shikibu and The Tale of Genji, and finally compares them to a
paragraph in Henry James’s What Maisie Knew. On another occasion he juxtaposes a
classical Chinese lyric, Tennyson’s The Princess, a poem by Emily Dickinson, and two
tanka by Fujiwara Teika, thereby illustrating how poems dissimilar in language and
cultural background can share the common purpose of lyric intensification. Miner’s
interpretive comments on these and many other examples are laden with original insights

made from a viewpoint that goes well beyond the borders of western culture.

The systematic comparison of poetic systems in different cultures has been quite
neglected in the past. This has thwarted the possibility of finding culture-independent
invariants in poetics. Miner’s central argument is that an originative poetics develops
when a critic or critics of insight defines the nature and conditions of literature in terms
of the then most esteemed genre. In employing the term ‘genre’ Miner has in mind the
classical (western) division into drama, lyric and narrative. What matters here is that
various cultures have come up with different poetic systems because they based
themselves on different ‘foundation genres’ which, in turn, played very different roles in
those different cultures. If there are important works of literature which seem a little
starved of attention, some such policy of deferment was surely inevitable.

Miner’s undoubted erudition leads him to some conclusions of very great scope and
ambition, and it is here that reservations begin to arise. His principal conclusion, which
indeed he describes as ‘the central issue of comparative poetics’, is that Western
literature is unique because its foundational poetics is mimetic. Miner is quick to disavow
any claims of superiority on this ground: the fundamentally representational character of
Western literature is just a fact, not merit. All other world literatures, he claims, are
essentially affective/expressive (a category which Miner also stretches to include the
didactic), and their foundational genre is therefore the lyric poem, not, as in the West,
the drama.

Crucial to Miner’s argument is his finding that the Eastern classics converge with the
genre of lyric; he dubs this genre as “affective-expressive”. The East, however, grounds
its lyric in historical fact and the initial assumption that the poet and the narrator are one;
the West, despite Horace’s grafting of an affective expressive component, relies on

fiction and the awkward taboo against any immediate identification of the author with
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the narrator. Lyric shares the estrangement of drama but is of the “moment” and, Miner
argues that to be a literature of radical presence. Lyric uses other genres to become more
lyrical; its conventions are repetition as emphasis, rhythm, and the use of “attributive
versions of drama and narrative” in the reduction of active characters. For the Chinese
lyric fictionality is not an interpretive option, because there is a firm belief in
intentionalism. In Japan, however, the poet is the speaker, notwithstanding demur in the
West on the part of New Criticism.

Of course, Miner is aware of the strong currents of affective, expressive, and formalist
endeavour which coexist in Western literature with mimesis. But he still holds this last
to be ‘foundational’. In the same way, the fact that Genji Monogatari, ‘the greatest work
of Japanese literature’, is a narrative does not dent Miner’s confidence that Japanese, and
indeed East-Asian literature as a whole, is essentially lyrical in outlook.

These difficulties can be seen in Miner’s two arguments for his central claim that
Western literature is mimetic. The first derives from the influence of Aristotle, though
Miner’s concept of mimesis, as far as can be determined, seems to be closer to Plato than
Avristotle. M. H. Abrams held, in his classic study The Mirror and the Lamp, that the
concept that art is imitation; it played an important part in neo-classic aesthetics—but
closer inspection shows that it did not, in most theories, play the dominant part. Thus,
for Abrams, Sir Philip Sidney is only superficially Aristotelian. Miner cites him, on the
other hand, as a fundamentally mimetic theorist. There are really two problems here,
neither of which Miner sufficiently addresses: what exactly did Aristotle mean by
mimesis; and, what, if anything, does ‘fundamental’ or ‘foundational’ mean in this
context? Be that as it may, the question certainly demands more clarification of terms
than Miner gives it: is “fundamental’ or ‘foundational’, for example, to be referred to the
writer’s intentions, the critic’s explanations, or the reader’s untutored response? Miner

never defines the term, and this must be considered a paralyzing omission.

Miner’s second argument turns not on the historical influence of a critic writing at a time
when most Western literature did not exist, but on the current use in the critical discourse
of a number of allegedly mimetic terms. Miner lists ‘representation’, ‘fiction’,
‘originality’, ‘unity’, ‘plot’, and ‘character’. On hearing these, he says, ‘one knows the
talk is mimetic’. He does not explain why ‘unity’ or ‘character’, for example, are covertly
mimetic terms, but perhaps ‘representation’, on which he lays most stress seems clearly

mimetic, even if the rest do not.
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But of course, Miner’s ambitious enterprise raises in acute form several problems of
relativism, and his richly illustrated work on defining ‘drama’, ‘lyric’, and ‘narrative’
across the cultural divides is full of interest and insight. Miner’s arguments are successful
in its deployment of a wide-ranging and humane erudition to raise, if not settle, a number
of important theoretical issues.

Beside representing an elegant example of the comparatist’s approach to texts, its
greatest value lies in Miner’s understanding of what has, should, and should not define
comparative studies as an academic discipline. In witty, readable prose, he uncovers the
mimetic assumptions that have controlled the West’s literary theory. He even lists their
lexis. He makes an excellent case for a lyric expressiveness and effectiveness, even if he
has to arrogate Horace into a somewhat uneasy position to do so. He legitimizes the
modernist argument for “estrangement” in lyric and drama and goes far to bring into
legitimate question New Critical norms about fact, fiction, narrator, author, and authorial

intention.

For a book of poetics, Comparative Poetics is not as tightly structured or neatly
systematic as one might expect. It is, rather, a book that makes its points by raising
important issues for debate. Because the amount of material covered is so vast, and
because the author is not timid in making large generalizations, readers are likely to find
a point of disagreement here and there. One might raise questions at some general
observations, for instance, that there is no Japanese didactic literature of importance or
that in east Asia narrative affiliations with lyric and drama are not to be sought in verse
narrative. Of course, anyone who attempts this kind of comparative study must face
problems of evaluation and judgment, of setting up criteria that are at once unbiased and
workable. The author is aware of the problems and discusses them through “Relativism”.
Yet, problems of relativism aside, such intercultural generalizations have the effect of
leading us to ponder critical issues at a level free from ethnocentricism. All comparatists,
no matter what specific disagreements they may have with Miner, will find it difficult to
dismiss the sentence with which he concludes the book: “The great gain from
intercultural comparative study is that it avoids taking the local for the universal, the

momentary for the constant and, above all, the familiar for the inevitable”.%

5 Miner, Earl. Comparative Poetics: An Intercultural Essay on Theories of Literature. Princeton:
Princeton University Press, 1990.
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To compare the correspondences between the Indian schools and the Western schools is
to be amazingly aware of the immensity and profundity of the systematic study of the
Indian aestheticians. By comparison the Western poetics appears perfunctory in spite of
occasional bright insightful flashes that we find in Aristotle, Coleridge or Mallarme for
that matter. In the culturally different west, the perception of the four-fold goals of life,
of final liberation of the soul from the bounds of the worldly-life and the blissful
enjoyment of rasa are absent in the philosophical or critical scenario. Like Valmiki in
India, Homer is the major ancient poet of the western tradition. Homer had sung the story
of the legendary war of the Greeks against the city of Troy, and is considered as the
father of classical Greek culture which the Europeans regard as their common legacy. In
the Iliad Book-1 Homer urges the muse to sing about the wrath of Achilles that caused
misery to his enemies and also about the fulfilment of the will of Zeus, the head of all
Olympian Gods. In Odyssey he narrates the wanderings and sufferings of Odysseus who
could not return to the Kingdom of Ithaca and re-join his family after the Trojan War
because he had been the target of the anger of Poseidon, the god of the seas. Like
Ramayana and Mahabharata in India, the narration of heroic deeds and the potential
mythology of lliad and Odyssey for the sake of glory, obligation, wealth and desire
contributed to the flourishing of arts and literature in ancient Europe. The influence of
Greek literature had been continuing in Europe throughout the mediaeval ages and the
inspirational power of these epics has not been totally diminished even in the modern
times.

Indian Aesthetics considers ‘Rasa’ as of paramount importance in poetry, and expends
considerable energy in analysing the process of Aesthetic Realisation, which is
experienced by the connoisseurs of poetry. Western Aesthetics also consider experience
of Bliss as the aim of Poetry, but because of the mental set up of literary theoreticians it
fails to arrive at the Infinite that constitutes the seat of Bliss and Beauty. Aristotle mainly
discusses the external elements of Poetry and while analysing the concept ‘Katharsis’
describes it as the method of purgation that makes the man free from the thoughts
concerning his mundane existence. Aristotle, however, does not take Poetry to a higher
level, and does not assert the principle that Poetry not only makes the man free from all
mundane prepositions but places him on a higher plane reaching which he can realise his
kinship with all the members of the Universe, because the Infinite is present in all. It is
here that Western Aesthetics differs mainly from Indian Aesthetics, because while Indian

theoreticians describe the experience of identity of the man with the Infinite as the goal
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of human existence, Western theoreticians put more emphasis on individuality and
consider Poetry as an expression of the individuality of the artist. It is here that it is
necessary to understand the distinction between ‘individuality’ and ‘personality’. While
‘individuality’ prompts the individual to remain alone, unable to experience his Kinship
with the members of the universe, ‘personality’ enables the man to consider himself as
one, related not only to all members of humanity, but to all members of the association
of the universe. It is because of this that while the individual establishes the relation of
confrontation with others, ‘personality’ enables the man to enter into the hearts of others
and share their joys and sorrows.

While Western Aesthetics suffers from this deficiency it must be said to its credit that it
has been able to present certain general truths that are in line with the truths projected by
Indian Aesthetics. Thus, Longinus gives profound importance to the function of
Suggestion and asserts that in the Sublime Poetry the function of Suggestion is of
paramount importance and when this function of Suggestion is triggered into action it
unfolds multiple tiers of meaning and implant Sublimity in the document of literary art.
It is because of this that when one dives deep into Longinus he has the feeling that these
happen to be the writings of Anandavardhana, the propounder of the doctrine of Dhvani.
Shelley, in his “Defence of Poetry” says the same thing and following the line of
Anandavardhana says that the function of Suggestion converts the most ugly into the
most lovely, enabling the refined reader to have experiences of Beauty. Coleridge
similarly considers the function of Suggestion as of paramount importance and describes
Poetry as an organic whole. At the same time he asserts that even if a single expression
is dissociated from the structure of Poetry it makes the poet say something else than what
he intends to say. It is refreshing to note that T.S. Eliot is the only literary artist, who
dives deep into the theory of Aesthetic Realisation and floats the concept of ‘objective
correlative’, that is nothing but the conglomeration of the excitant and the ensuant, the
permanent and the transient moods. Eliot is influenced to a great extent by the
speculations of Indian philosophers and consequently it becomes easy for him to speak
of the subordination of tiny ego and emergence of expanded ego, consequential upon the
experience of Beauty. It is this expansion of ego-boundary that constitutes the essence
of Aesthetic Realisation.

Broadly, there is a common agreement that the end of poetry is pleasure derived out of
the aesthetics of a poem, although for the Horatian school the end is not just pleasure,

but pleasure with instruction. There is also a common agreement that a poem is a verbal
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artifact where everything happens or is made to happen through language. To compare
Western and Eastern poetic traditions, scholars have often turned to the subjective
element and toward universalizing understandings of poetry as a primeval speech form
closely related to song, which ultimately arises from an innate human need for emotional
utterance. This understanding of poetry has been useful to comparatists because it
assumes the universality of poetry — its definition, its uses and social functions — in order
to establish uncomplicated grounds for comparison.

It is, in fact, this broad sense of lyric that informs the notion of world literature, both as
Goethe posited it in the early nineteenth century as Weltliteratur and as it has continued
to be understood today. Goethe was convinced that poetry is the universal possession of
mankind, revealing itself everywhere and at all times.

What makes poetic experience special, according to Indian theory, is the fact that it has
not only abhidha, but also the power of generalization (bhavakatva). Therefore aesthetic
object and subject are freed from individuality, which is called sadharanikarana.
Enjoyment (bhojakatva) is another power of language. This power allows the spectator
to relish the experience in a poetic creation at the aesthetic level, rather than at the
practical.

In Western theory, the appeal of poetry is discussed by, among others, literary critic 1.
A. Richards. The first experience in reading poetry is hearing the sound of the words,
and then building up images in our minds. In poetry, words are mostly ambiguous or
contain different meanings, and this triggers our minds to work more laboriously. In
“Poetry and Abstract Thought”, Paul Valery says that “poetry is an art of language”*.
Language is a means of communication. It has phonetic and semantic functions. But a
poet, with his or her intellect and aesthetics, can transform language into a certain state
that will affect the readers. Valery compares poetry and prose by saying that they are like
dancing and walking. Unlike walking, dancing has no goal. Its end is in itself. Language
in poetry is understood by the reader through its meaning. So the role of a poet is making
the bond between the word and the mind closer.

% Valery, Paul. The Art of Poetry, trans. Denise Folliot. Princeton: Princeton University Press, 1958.
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2.8 19" century Bengal: ‘Geetikabita’

The definition of ‘Lyric’ has evolved with time from the initial idea of songs, which were
performed with ‘lyre’—a special type of musical instrument. In ‘Lyric’ each poem shall
turn upon some thought feeling or situation. Lyric poetry is the expression by the poet
of his own feelings and here, the person ‘I’ prevails over all others. That ‘I’ is the poet
himself or the poet’s own being.

Greek, Egyptian, and Hebrew lyric poetry originated from religious reform and practice.
However, these lyric poems are generally considered as the seeds of lyric poetry. The
lyric poems written in the 7" century BC have two phases: personal lyric by Sappho,
Alcacus on one side; and impersonal and objective lyric by Alcman, Ibycus, Arion,
Stesichorus on the other. Later, Church lyrics were written by Abelard, Ausonious,
Fortunatus, Paulinus. In medieval Bengali Vaishnava poetry, the mysterious ambiguity,
the desire for distant beauty, the richness of imagination, the intense emotional
realization, the imagination of ideal beauty, the expression of pictorial existence, love of
nature and religious passion can be seen. Rabindranath himself called Vidyapati’s
compositions to be “Geetikabita”. There are some signs of lyric poetry in Shakta verses
too.

The Romantic era is the golden age of lyric poetry in English literature. Wordsworth
teamed up with Coleridge to publish the Lyrical Ballads (1820), Wordsworth, Shelley,
Keats, Tennyson, Swinburne, Browning’s poems have rightly become lyric poetry. From
this time onwards, three categories can be observed in the lyric poetry: (1) Philosophical
lyric poetry, (2) Thoughtful lyric poetry, and (3) Emotional lyric poetry. In modern lyric
poetry, instead of religious sentiments, the sentiments of the poet’s individual heart have
been appeased.

The signs of the so-called lyric poetry of the modern age in Bengali literature appeared
first in 1862 in Madhusudan’s ‘Atmavilap’. Here, the intense personal feelings of the
poet’s mind were rightly expressed. However, the pioneer of Bengali lyric poetry is
Biharilal Chakraborty. In this context, Rabindranath himself has called him the ‘bird of
dawn’ in the history of Bengali poetry (Jta 135 sifere ceicaa 71, The matter, however,

is subject to historical judgment. Before the emergence of Biharilal as a poet, modern
Bengali lyric poetry was created by many poets like Madhusudan—the origin of lyric

poetry can be traced back to his sonnet formulas. The poetic soul of Madhusudan was
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formed by an amalgamation of classical and lyrical essence. As a result, in his epic or
narrative poetry, on the one hand, he felt the flow of lyricism, and on the other hand, he
wrote some unique fragments of poems, where his personal heartfelt emotions have been

highlighted. Madhusudan’s ‘@t st Wit @ S Or “=iiE =eled gt % e sifeq 2 can be

regarded as pure lyric poems in their exuberant vibration of emotion.

Madhusudan’s poetic genius was a combination of classicism and romanticism.
Therefore, some of the features of modern romantic lyric poetry, the far-sightedness, the
mystical ambiguity etc. have not become very clear in those. Moreover, Madhusudan
never primarily aimed at composing lyric poems; Biharilal, on the other hand, did not
think of composing poems other than lyric poems. In the same way that Wordsworth
started a new era in English literature, a new era started in Bengali literature centered on
Biharilal Chakraborty’s ‘Sardamangal’.

The importance of Biharilal in the domain of Bengali Literature is that he was the first

poet to capture the basic tone of the lyric poetry. The collection of poems like s *sz,
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The first poet who went far enough to introduce the new epoch in Bengali literature was
the very talented Michael Madhusudan Dutt. He can be called a pre-Romanticist. In his
epic poem Tilottamasambhaba kavya (1860), he broke the chains of traditional rhyme
and introduced blank verse, but in Meghnadbadh kavya (1861), the poet turns the

characters and events upside down by depriving Rama of any divine halo and turning the
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demon king Ravana and his son Meghnad into heroes. His individualistic and subjective
approach and his brilliancy of imagination and delicate sense of beauty proved to those
who could appreciate what this religious and aesthetic rebel did that one can write poetry
as powerful in Bengali as in English. In good writing, he was followed by a very great
authority in imaginative prose, essayistic writing, and social thought: Bankimchandra
Chattopadhyay. From the view-point of the changes that took place in the sensibility of
Bengali intellectuals, Bankimchandra by far was not alone. The talented poets Rangalal
Bandyopadhyay and Hemchandra Bandyopadhyay each in their own way also
represented the new age, of which a limited individualism, aesthetic non-traditionalism,
locally patriotic motives, and a return to India’s history were characteristic.

Now it is a trite assertion that Biharilal Chakravarty was, in the words of Bishnupada
Panda, ‘the crown-gem of those very few poets in Bengali literature, whom the critics
have treated as entirely unconventional’.%

Practically by every researcher, he is also called the first genuinely modern lyricist. Yet
one cannot say that he has ever been widely read regardless of Rabindranath’s praises of
him and the statement after Biharilal’s death in 1894 that to those who knew him, he was
‘the greatest poet of Bengal’. Saying so, Rabindranath may not have meant only or
mainly the poetic talent of Biharilal Chakravarty, but his fully liberated, highly
imaginative sensibility, which marks a clear break with the writing of all his
predecessors. Nature and love—the two main themes around which much else in
Biharilal’s writing revolves—are not new at all. Yet for the first time in Bengali, a poet
from his heart addresses the reader’s heart, by-passing religious factors or moralistic
maxims. Beyond doubt, Biharilal also teaches as even art-for-art’s sake prophets
like Oscar Wilde teach. But his teachings are genuinely novel and centre around
undeclared yet unmistakable stress on full artistic freedom, which also means ideological
and social freedom as far as Indian conditions permitted them. The poet was a very mild
person and extremely kind to all those who happened to know him personally. He usually
protests indirectly. Yet Biharilal Chakravarty is also capable of expressions that
Bankimchandra Chattapadhyay could not even express through his character
Kamalakanta: The Bible, the Koran, the Vedas

Do not remove the mind’s grief.

%8 pPanda, Bishupada. The Poet Biharilal Chakravarty and the Bengali Poetry. Calcutta: Sarat Publishing
House, 1981.
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Piling up philosophies

Only aggravates confusion.*

It is quite difficult to mention the source of influence for these compositions. It seems so
obvious that Wordsworth or Shelley lived much earlier than Biharilal Chakravarty, let
alone Tagore, that the treatment of nature or love, or woman, or poetic beauty and beauty
in general underwent great changes after the 1870s in Bengal, followed by what took
place in Germany and England at the very end of the 18" century. It is also beyond
questioning that the main authorities for Bengali poets and writers in the second half of
the 19" century were English and American Romanticists. Asitkumar Bandyopadhyay a
well-known historian of Bengali literature, concludes that not only English literature but
a ‘lyric turn of mind since birth’® made Biharilal so much like the Lake School poets.
That is, at least in his case the critic is ready to admit that English nuances were not
deciding. If one looks closely at what was happening in Bengal beginning approximately
1870, it becomes clear that neither Biharilal Chakravarty, nor Rabindranath Tagore, nor
other poets, were sheer echoes of European or American Romanticists. Ishwarchandra
Gupta could not set before him the aim to express the unknowable or even in a way
create poetic beauty for beauty’s sake as Biharilal Chakravarty did, because he was a
child of another epoch. But Chakravarty, perhaps being no less rational in his own
everyday life than Gupta, creates the mysterious goddess Sarada, the quintessence of
which might be the poetic impossibility to look at man and the world that surrounds him
in no other way than with eyes full of wonders and insoluble dilemmas. In Biharilal’s
poems, we meet with almost ceaseless questioning, he often uses the word ananta

(boundless), even discussing the lyrical hero’s sleep. For the poet:

Mystery is life in the world,
Mystery its manifestation,
In mystery is clad the existent universe.
Mysterious are also brothers and friends, love and tenderness.

Mpysterious and fascinating Is the world’s grace and beauty.

5 Datta, Romesh Chunder. Cultural Heritage of Bengal: a biographical and critical history from the
earliest times closing with a review of intellectual progress under British rule in India. Calcutta: Punthi
Pustak, 1962.
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Buddhadeva Bose notes:

Tagore grew up in the period of Romantic nationalism. The age was for self-discovery and self-
expression, both as individuals and as people. There was a reaching to the past and to the hidden
resources of rejuvenation; translations were made from Sanskrit; collections of folk-poetry and fairy-
tales were published; history, philology and archaeology became charged with enthusiasm thanks to

the labours of inspired amateurs.*

Biharilal Chakravarty found it necessary to publish twenty Baul songs, and he was
followed by Tagore, sometimes even imitating the Bauls, collecting other folk-songs and
publishing long essays on folk literature. Turning to history, which convincingly
appears in Bankimchandra Chattopadhyay’s novels and essays and which becomes a
full-blooded Romantic historicism in much of Tagore’s poetry at the turn of the century,
is another hallmark of the new sensibility brought about by the age. Biharilal’s writing
can hardly be regarded as comparable to Tagore’s mighty heritage. Yet there is so much
in common between them; in addition to what has already been said, both depicted love
as a highly poeticized and universal feeling, because at least in the ideal the unity among
people could be stressed. Woman in turn in their belles-lettres acquired an unheard-of
mundane dignity, because her emancipation was the call of the day. In
Biharilal’s poetry there are strong enough indications that he was close to Vedanta,
which indirectly presupposes to depict nature as very close to man. In Biharilal
Chakravarty’s Saradamangal (1879), the imagination which was running wild, can also
be likened to the mythmaking for which Friedrich Schlegel and Novalis stood so
strongly. Sarada, in this poem only in name, is a well-known Hindu goddess. In
Biharilal’s creation it is not worshipped. The poet does not know what it really is. Instead
he asks who the one is which possesses the features of mother, father, daughter, wife and
friend on the one hand and love, devotion, tenderness, charm, and nobleness on the other.
She, unlike her Hindu image, is the embodiment of love and beauty, including the beauty
of nature, from stars and the sea to humble grass.

Tagore’s mysterious jivan-devata (the deity of live) is convincing deification of the
poet’s vocation, which we find in Indian and other most ancient sources. The
superhuman force commands what the poet does and he feels like its vehicle. We see its
description in many poems and letters, but never in prose, which supposedly deals with

%1 Bose, Buddhadeva. Tagore: Portrait of a Poet. Bombay: University of Bombay, 1962.
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very mundane matters. In the poem ‘On the Seashore’, jivan-devata, perhaps being
poetic imagination, marries the lyrical ‘I’. ‘The deity of life’ is outside one’s heart as a
male or female god and within it as something reminiscent of Atman; it is like the ‘man
of the heart’ in Baul songs and the later god in the Religion of Man. It is present in poems
like ‘The Golden Boat’ and ‘On the Seashore’ of the mid 1890s, in the poem ‘The
Voyage of Time’ (Kaler jatra, 1932), and in the image of lila-sangini (the partner in
play) in the poetry of approximately the same period. It is the all-powerful poet who is
supposed to get the Chariot of Time moving when others have failed to do it. ‘The deity
of life’ may be and may be not identified by this name, but all the same it has something
to do with the supernatural power of the one who creates. If one treats it as Romantic
glorification, even deification of beauty and artistic creation, it had already originated in
the early 1880s in Tagore’s short essays. In one of them, Rabindranath says that poets
sing songs of beauty (which is also the expression of freedom) and sets other hearts free
from bondage. Their task is not to instruct. Poets are immortal, because their subject
is immortal; they sing songs resorting to immortality. Flowers will always bloom, winds
will always blow, birds will always sing, and in those flowers the poet will be revealed,
the poet will be carried along by those winds, in the birds’ song the poet will sing.

Both in case of Biharilal Chakravarty and Rabindranath Tagore and a few other less
known poets, their imagination must have been unconsciously fed by traditional, very
ancient Indian ideas on the status of art and the artist, on nature and a person’s unity with
it, and the unity of arts and of mythology, religion and philosophy. The rich national past
also provided the necessary force of attraction for the great interest in history and
folklore. One can add to those ingredients the emotionality and rich imagination of
Bengalis, as well as subjective factors—above all European Romanticism provided tools
of work and a perspective. On the whole, Bengali belles-lettres shows that in the last
quarter of the 19" century one should speak more of aesthetic revolution than evolution.
We meet with a new view of nature, love and beauty, in a limited way but
unmistakably—with human personality as a value in itself, with woman as the
embodiment of all virtue, with Baul and other folklore heritage as great art, with great
interest in real history, and with the appearance of true nationalism.

Before modern love poems were written in Bengali, Kavigan and Toppa were the only
love poems. However, as lyric poems, these are not completely successful. Behind the
footsteps of VVaishnava poets there was a rich tradition, a well-regulated philosophy; the

genuine anubhuti, the touching simplicity and the intuitive acquaintance with the
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common people — made the poets compose songs. In the first half of the 19" century,
apart from Ishwar Gupta, only two poets were maintaining the tradition; the first is
Raghunandan Goswami, the second is Madan Mohan Tarkalankar. Raghunandan’s
Bengali compositions are: @R Sy, FEwHE@WE Ry and “Arewer’. Raghunandan

carried the essence of the panchali style of the last era. And Madan Mohan Tarkalankar
composed two Bengali poems =rezfar and [eawer,

The poem a=<wer is in many ways a remarkable poem of the first half of the 19" century.
Even though he was a student of Sanskrit College, he did not agree to be influenced by
the change of taste of that era. He composed the poem based on the famous Sanskrit lyric
poem written by Shubandhu. The composition of this poem, the division of verses, the
mention of raag at the head and the end of the song undoubtedly testify to the adherence
to the ancient ideology. The narrative is conventional, the word application is
predominant on the art. This poem has an external lyrical form, but the poet did not have
a lyrical attitude.

Ishwar Chandra Gupta cannot be considered as a modern poet. But he was the first to
announce the advent of modern Bengali literature, standing on the threshold of the
modern age. The decline of ancient literature that began in Bharatchandra was completed
in the first half of the 19" century. The juncture of ancient and modern age is the age of

Ishwar Gupta —
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Ishwar Gupta’s poems indicate that the advent of modern lyric poetry is imminent. The
poems of Ishwar Gupta have some value as an indication of this impending advent. If
we compare Ishwar Gupta’s poem ‘Atmavilap’ with Madhusudan Dutt’s ‘Atmavilap’,
the difference of point of view will be noticed.

Ishwar Gupta writes:
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On the other hand, Madhusudan has expressed his grief in his poem ‘Atmavilap’ (1861),

which has filled the birth of modern lyric poetry with sadness.
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The journey of lyric poetry has started with this sadness. At the very beginning of this
poem there is a tragic deep sincere identity which has undoubtedly passed the stage of
self-absorbed lyric poetry. Due to the intensity of the poet’s heart-felt emotions, his grief
has taken the form of pure self-absorbed lyric poetry—it was here that Madhusudan
denied Ishwar Gupta’s legacy and paved the path for the vast possibilities of modern

lyric poetry.
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Undoubtedly, the deep lyricism expressed here signifies the birth of modern Bengali
lyric poetry and its journey in the future has been marked by the compositions of Michael
Madhusudan Dutt. The beginning of introspective lyric poetry in Michael Madhusudan
Dutt’s poems embody the rebellion and recognition of 19" century Bengali-mind, protest
and support, joy and sorrow. Through him the deep inner-struggle of the intellectual
middle-class Bengalis of that day was wonderfully revealed. This introspection was
needed for the development of modern Bengali lyric poetry. Madhusudan is basically an
epic poet, but even in his epics, the imprint of the eternal tradition of Bengali poetry has
remained. He has captured the tune of lyric poetry in his epic as an infallible poetic
reform. In ‘<rewm<ag 195, the poet’s life anguish, the cries of deprived failed hope, the
sovereign anger towards the universe and the tunes of rebellion can be clearly heard.
With the publication of the poem <==«r in 1870, the modern Romantic lyric poem
appeared in Bengali literature—and it was established fully with the publication of
stemmee (1879). In Biharilal’s poetry, the basic essence of modern lyric poetry is clearly

expressed. The self-realization of the poet’s mind took place — the poet immersed himself
in the mental world by completely denying the external world. In this introspective lyric,
Biharilal soaked the reader’s mind. In Rabindranath’s words:
IR S¥asR 2eafa o Faiire SR T gaacdaEiee T2y, Swivaiele ererRIeES
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From the year 1870, lyric poetry began to make its debut slowly. In the last quarter of

the 19™ century, there has been a great test in the world of Bengali poetry: will the classic
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style of poetry be maintained, or will the style of romantic poetry prevail? In the end,
romantic lyric poetry has won and Biharilal’s exception has become the unanimous rule.
The victory of this lyric genre has been declared in Rabindranath—Bengali poetry has
abandoned the path of epic poetry and adopted the genre of lyric poetry as its own.
It is to be noted here that in the last part of the 19" century, the two streams of
Akhyayikakavya and Gitikavya have flowed side by side; Rabindranath began his poetic
career with a long narrative, Akhyayikakavya, but within a short period his poetic mind
realized that this was not his way; his real path is ‘Geetikabita’ or lyric.
The melody of despair has overwhelmed the Bengali lyric poetry of the 19" century. It
was only when the dream of ideals and romance was shattered in the rough conflict of
the road that this despair and sadness arose. This tune of despair was heard all around
the world at that time. The famous critic Alfred Austin stated that during the last few
years, a wave of doubt, disillusionment and despondency has passed over the world. One
by one, all the fondly cherished theories of life, society and empire had been abandoned.
No one seemed to know whether things were marching, and many appeared to think that
it was towards Perdition.
In the case of Bengali lyric poetry too, the melody of despair and the predominance of
sadness were noticed. Extreme frustration about life, fatigue of carrying the burden of
failure, helplessness of man in the hands of unseen controlling destiny etc. were also
discussed in Bengali lyric poetry. This attitude, termed as romantic melancholy, can be
seen in the compositions of Michael Madhusudan Dutt, Hemchandra, Navinchandra,
Biharilal, Akshay Boral, Kamini Roy, Saralabala Dasi, Priyambada Devi, and
Rabindranath’s pre—Manasi’ episodes.
In Hemchandra’s poems, the main poetic-thought depended upon logic. The whole world
will evolve and evil will be defeated by aiming at the ideals of welfare and good — the
poet had such an imaginary belief — from this belief his poetic thought was born.
Navinchandra has introduced new religious poetic thoughts. Debendranath Sen has
shown a strong attraction towards nature—he seeks to enjoy the fullness of mortal
beauty:
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Coming to Rabindranath, this romantic and philosophical poet-thought has attained

perfection. He, like Shelley, has seen that leap in the atomic nucleus of the world.
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The characteristic of the lyric is that it is the product of the pure poetic energy un-
associated with other energies. Wordsworth’s Lyrical Ballads ushered in a new era of
English literature. From then on, the romantic era in English literature began to take off.
The footsteps of the romantic era were heard at the end of the classical era with the flow
of Bengali lyric poetry in the 19" century. In Bengali poetry, romantic feeling was
immersed in Madhusudan’s classic poetic spirit. At the beginning of Madhusudan’s
weImAY I, he stated 123 W1 S@e7 ©if7 w=fte’— instead, it turned out as compassion,

generated from intense personal feelings. Lyric poetry is the artistic expression of intense

personal feelings. In Madhusudan’s ‘&eemey <=y, Hemchandra’s <@,
Navinchandra’s tages, swrsa, ‘@er’, Dwijendranath Tagore’s <=#aae’, Ishanchandra
Bandyopadhyay’s ‘@, however, these personal feelings of the poet were covered with

the twist of classical consciousness.
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The subjective as well as the basic motivation of composing lyric poetry became stronger
after getting the inspiration of English literature. However, it was in the hands of
Biharilal that the youthful liberation of romantic lyric poetry came into totality. Biharilal
Chakraborty overcame the dilemma of Rangalal, Madhusudan, Hemchandra,
Nabinchandra, or Surendranath, and consciously devoted himself to composing lyric

poems. In swrsret’ the ideal-love, compassion and beauty with the melody of separation

and reunion created a unique uninterrupted flow of poet’s inner-feelings:
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Moreover, apart from these prominent poets, there were some female poets as well, who

composed lyric poems during this period, as mentioned in f= *ots Aol
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In lyric poetry, the poet’s monolithic sentiments are expressed in a well-balanced and
emotional way. The lyric poem is not really a lifeless mass of information, in fact it has

been claimed by later critics that poetry is philosophy and philosophy is poetry. gtigvm
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Various poets who were contemporary of Rabindranath, paved the way for later modern
poets by unveiling the genre of Bengali lyric poetry. Rabindranath and his lyric poetry,
is undoubtedly one of them. However, later on in the poems of Satyendranath Dultta,
Jatindranath Sengupta and Mohitlal Majumdar, there is a tendency to deviate a little from
the path taken by Rabindranath. Yet the new path they took in the 19" century, following
the footsteps of English romantic poets, is to be acknowledged both in the history of

Bengali literature and in its own value and glory.
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CHAPTER-II

Song and Performance

For an investigation of ‘performativity’, ‘performance studies’ is likely the first
discipline brought to mind. As a discipline and method of analysis, ‘performance studies’
stands as one of the most heterogeneous and, in many circumstances, contested terms in
academia. In his book, Performance Studies: An Introduction,® Richard Schechner takes
note of this variegated form when he writes that there is no finality to performance
studies, either theoretically or operationally rather he implies that there are many voices,
opinions, methods, and subjects. Reflecting the circumstances under which something is
considered to be ‘performance’ and exploring how ‘performativity’ takes place and
unfolds—is therefore more important than the definitions of what performance ‘is’ or
might be. According to Schechner, ‘performance studies’ should regard itself as a
“means of understanding historical, social, and cultural processes and ‘performance’
must be construed as a ‘broad spectrum’ or ‘continuum’ of human actions ranging from
ritual, play, sports, popular entertainments, the performing arts and everyday life
performances to the enactment of social, professional, gender, race and class roles, and

on to healing, the media and the internet”.%

3.1 Etymology of ‘Performance’

The Oxford English Dictionary proposes two etymological origins for “perform”. Either
the word derives from the Old French “par” or “per” plus “former” or “furmer” meaning
“to carry through in due form”; or, it derives from the more common Old French
“parfournir”: to complete, to carry through to completion, to finish, to perfect, or to
provide what is lacking. According to the OED, Chaucer is the first author to use the
word in English, followed by Wyclif. In the 17" century the word “perform” was linked

to the stage, and then quite significantly by Shakespeare, who used the verb to describe

8 Schechner, Richard. Performance Studies: An introduction. Oxon: Routledge, 2013, 2.
% Ibid, 7.
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the process of acting or playing a part or character. It was also in the 17" century that
“performance” was used first to describe the enactment of a play or a piece of music for
an audience. Although the French word “performance” was first used at the end of the
15" century, its association with a public spectacle appears only in the 18" century; this
use of the word derives from English.

In their various forms in English and French, “perform” and “performance” imply a
temporally limited action. “To perform” assumes the end-point of a procedure that
requires a beginning point: a task is completed; an actor assumes a role and then sheds
it; the play or piece of music lasts for a predetermined span of time. “Performance”
evokes an act or an event, inscribed within and limited by a fixed span of time. From its
earliest use in the 14 century, the word focuses on an act or the agent who is responsible
for it. However, their transformation in the 17" century introduced an audience or the
public as an implicit component of their definition: “to perform” and “performance” are
actions or acts that take place before and are intended for the benefit of an audience.
“Performance” developed as a theoretical concept in the 20" century within the context
of two distinct traditions in the humanities and social sciences. On the one hand, it
became associated with models of communication and meaning-making in linguistics
and the philosophy of language. Noam Chomsky opposed ‘“competence” to
“performance” in order to differentiate between an individual’s knowledge of how to
construct and understand grammatical sentences—that is, an ideal capacity for language
use—and his or her actual production of language in specific instances. The word
“performative” was developed in English in the domain of speech act theory and then
adopted from this origin in other European languages. J. L. Austin was the first to use
the term in 1955 and following Austin, a performative is a particular kind of utterance
that accomplishes an action as the words are spoken, such as, “I do”, stated within the
vows of the marriage ceremony. John Searle expanded this limited category of
performatives to argue that an individual establishes the meaning of language through
contextually specific speech acts. And in a second stage he argued that non-language
acts, such as the attribution of value to currency, are also performative; that is, they have
no foundation outside of a group’s collective imposition of worth on a piece of paper or
metal. In each case the efficacy of language is determined not by the inherent meaning
of words and grammatical structures but by their communicative success in spatially and
temporally bound acts involving both an agent and a recipient. The second tradition

within which performance was theorized was as an explanatory model for human
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behaviour and identity formation. Scholars primarily in the fields of anthropology and
cultural studies, ranging from Clifford Geertz and Erving Goffman to Victor Turner and
Richard Schechner, invoke the seventeenth century association of performance with
orchestrated events before a public as a metaphor to describe individual and group
activity and behaviour. Consequently, they maintain a focus on an audience, even if that
audience is fictive or imagined, and on an action or activity that is limited in time.
Although the objects of their study and the conclusions they draw vary greatly, there is
a commonality in this scholarship: it seeks to understand social behaviour as a function
of learned and repeated activities, rather than as natural or instinctive. In turn, it considers
that these activities contribute to the formation of individual and community identity.
Within this tradition, Judith Butler drew explicitly on speech act theory to formulate a
model of gender and sexual identity as constituted through repeated acts, the contours of
which are defined by and through regulative discourses. And Michel de Certeau,
acknowledging his debt to Noam Chomsky, emphasized the agency of social actors to
redefine commodities and cultural products through their individual creative practices.
In its designation of a wide range of social activity as performance, this scholarship has
effectively diminished the divide between stage-based theatre and other forms of human
expression. Institutional factors such as the foundation of departments of performance
studies and theatre history also have contributed to an expansive definition of
performance, which incorporated aspects of everyday life, in addition to more traditional
forms of audience directed activity. Equally influential in this process was the creation
of the term “performance art” in the 1960s. As the topics of academic teaching and
research expanded beyond the stage, artistic practice moved outside the confines of the
gallery or museum. This new artistic form referred initially to works that integrated the
artist’s body, and then became associated with ones that involved their audiences both
physically and/or as active agents in the constitution of meaning. The historical use of
the words “performance” and “performativity” can be summarized under three general
headings.

Therefore, drawing on its etymology, “performance” refers to an event demarcated by a
beginning and an end point, which takes place before an audience. And also, the word
refers to any act of display by human beings or groups, which establishes their individual
or communal identity. Whereas, “performativity” refers to a process of interpretation or
meaning-making that takes place at each exchange between an audience and an event,

object, or activity.
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3.2 Perception of ‘performativity’/ ‘musicality’

Scholars in a variety of disciplines have recognized the potential of “performance” and
“performativity” to capture and articulate distinct aspects of medieval society, such as
the complex history of and interaction between orality and literacy, and the way in which
ceremonial occasions regulated the lives of individuals and established the authority of
civic and religious institutions and leaders. The three uses of these words sketched above
have provided a productive framework for evaluating the role of pictures and texts within
medieval culture and as interpretive models for investigating these artefacts as evidence
for the past. “Performance”, in the first sense, has provided a framework for scholars to
focus on the reception of various kinds of texts—pictorial, written, and notational—by
audiences within temporally demarcated circumstances. For musicologists this was a
logical move, since notation implies the physical transmission of a melody within a fixed
time span. Leo Treitler was the first to consider the relationship between the notational
record and its performance in his study of the transmission of Gregorian chant. Similarly,
scholars of medieval drama have shifted their focus on the designation of authoritative
play scripts to thinking about these texts as documents of their production before an
audience. Scholars in all fields have, in turn, recognized the aural reception of the
medieval texts they study. This has resulted in productive investigations into the specific
contexts in which audiences experienced texts, such as civic proclamations of charters,
the singing of love poetry, and reading practices among noble women. It has also resulted
in the re-evaluation of manuscripts as evidence for their use in these situations. Rather
than aspiring to identify or create an authoritative edition of a text, scholars consider
each manuscript as a distinct manifestation of a set of information, which itself was
experienced differently under varying circumstances. One of the significant by products
of the incorporation of the term “performance” into medieval scholarship is that it
mitigates the force of arbitrary distinctions between types of ceremonies. The term
bridges any artificial divide between what might be categorized as either liturgical, ritual,
or theatrical. “Liturgy” was first used to describe prescribed religious practices in the
sixteenth century; the first appearance of “ritual” as related to religious practices was in
the seventeenth century. The word “theatre”, however, was used in the Middle Ages, but
it referred to ancient Roman spectacle, not to the contemporary drama. There are
certainly differences between orchestrated events in a church setting by members of the

ecclesiastical hierarchy and either self-directed actions repeated by individuals or groups
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outside the church, or occasional events featuring lay people and organized by civic
authorities. There are, however, similarities between these events and the choice of
liturgical, ritual, or theatrical to describe them does not necessarily provide a sufficient
explanation for how one event differs from another. The use of the broader term
“performance” encourages us to describe and evaluate the specificity of each event in its

own historical terms.

In Unmarked: The Politics of Performance, Peggy Phelan discusses performance
broadly and, in the process, postulates a theory of the ontology of performance. Phelan

states:

Performance’s only life is in the present. Performance cannot be saved, recorded, documented... once
it does so, it becomes something other than performance. To the degree that performance attempts to
enter the economy of reproduction it betrays and lessens the promise of its own ontology.

Performance’s being—becomes itself through disappearance.™

Phelan theorizes performance as the art form which most fully understands the
generative possibilities of disappearance. Poised forever at the threshold of the present,

performance enacts the productive appeal of the non-reproductive.

“Performance” was developed as an interpretive model for human behaviour and action
within medieval studies and it has been applied to a range of social activities and events.
Victor Turner’s study of Christian rites of passage identifies and describes the
significance of institutionalized rituals in the integration of individuals into a community.
His work prompted a body of scholarship on the role of religious practices and
ceremonies in the formation of individual and communal identity. Crucial to this work
are two ideas: religion is not to be understood as a given set of prescriptions, texts, or
beliefs but as a set of practices adopted and repeated by individuals and through which
they establish and confirm their place within a group; and identity and community are
not automatically attributed but created through repeated acts. Within the civic sphere
“performance” is invoked in reference to the symbolic practices through which the power
of the ruler or the social status of individuals is configured and conveyed. Here too the

emphasis is on how characteristics and institutions that might appear natural or automatic

0 Phelan, Peggy. Unmarked: The Politics of Performance. New York: Routledge, 1993.
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are, in fact, the result of codified social processes. Power or social status is not an
inherent quality possessed by an individual; it is established and confirmed through
ritualized activities and events. The focus on the conditions of reception of medieval
texts has initiated approaches that incorporate “performativity” in the third sense.
Manuscripts provide evidence for a process through which the meaning of words and
pictures was realized or completed as they were experienced by readers, listeners, and
viewers. In some cases, the manuscript allows us to recover a trace of an event, which
required a speaker’s or singer’s improvisational and corporeal involvement for its
enactment. Paul Zumthor’s work on 12" century love lyrics, for instance, demonstrates
that surviving poems provide the basis for a variety of combinations of the same set of
themes, which when sung expressed the lover’s desire for his beloved. Sylvia Huot
shows, in turn, that the transcription and illustration of these love lyrics in 13" and 14"
century illuminated manuscripts provide evidence for the poet’s self-definition as both
singer and as writer. For other scholars, the manuscript offers clues for a reader’s active
involvement with the object. Pamela Sheingorn and Robert Clark’s detailed studies of
the parchment, illuminations, and other markers rely on a model of what they term
“performative reading”, in which the audience established the connections between these
components of the manuscript thereby creating the meaning of the text. These detailed
studies of groups of manuscripts integrate a definition of meaning making that draws on
the claims of speech act theory. However, “performativity” has also entered medieval
studies simply as an adjectival form of “performance”. In this use of the term the
audience’s response or experience often becomes the object of study, rather than the way
a particular artefact or text produces meaning. The word has come simply to mean related
to or like a “performance”. It could be an object, text, or event that initiates a performance
on the part of its audience, or that initiates and/or contributes to a performance of some

kind, like a ceremonial or ritual occasion.

Performativity implies not a simple expression of action, but a complex amalgam of a
performance and production (mis-en-scéne). According to the scholars of this particular
field, ‘Performativity’ and ‘performance’ are terms used with different accents of
meaning, in various different disciplines such as aesthetics, action theory, literary and
cultural theory, linguistic philosophy, gender theory, anthropology and ethnography. A
performative utterance, whether it be in word, image (gesture) and/or sound, is an act

that constitutes what it presents. It brings into existence what — at least in the first instance
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— it refers to. A performative utterance is an event, an occurrence of which the practical
relevance is primarily related to its taking place in the here and now, in its need to be
carried out and presented and, in consequence, in its need to be perceived in this very
moment. A performative utterance is an intentional act, which is not just performed in
the literal sense of being executed, but something that is being staged. The act of staging
implies, on the one hand, a performer, the one who presents herself and by doing so
constitutes her/himself, her/his identity; and on the other hand, a spectator—the one who
supports the role of the performer by taking up the position of being a member of the
audience. Staging oneself in front of an audience brings us to the concept of a
performative situation, or performance. Two basic features of the performance and the
performative orientations are self-reference and self-reflexivity. Because of its
constituting and staging aspect, a performance by definition refers to, and reflects on
itself and on the event in which the performance occurs. Audiences are aware, even
during the most naturalistic of presentations, that they are witnessing a staged ‘reality’,
not actuality itself. Self-reference and self-reflexivity are not only characteristics of the
performance itself, however, but also of the perceiver who assumes the position of the
spectator, of the audience. The performative orientation and, even more so, the aesthetic
orientation are very much self-referential and self-reflexive. The aesthetic orientation
facilitates a liberating confrontation with one’s own experience, which is made
perceivable through engagement with the aesthetic object. This implies a requirement to
reflect on the possibilities of freedom under the circumstances and conditions of a
historical presence. The aesthetic experience transcends the projections of daily life
precisely to afford a confrontation with its constraints and to open up possibilities for
change. This specific orientation provides the aesthetic perception with its excessive
potential. Aesthetic action in production as well as perception, may be considered a form
of exploration and reflection, which reinforces the communicative competence of
socialised individuals. This also implies an assumption that aesthetic action has a
therapeutic as well as educative function. According to Erika Fischer-Lichte,
performativity corresponds with a renunciation of “comprehensive ability”, which
results in re-enchantment and an “embodied mind”. It is the duty of human agents to act
in life, as enactment would take place in art. The unleashing through performances is
accompanied by an enchantment of culture, which, parallels modern society. Reflecting
the circumstances under which something is considered to be ‘performance’ and

exploring how performativity takes place and unfolds is therefore more important than
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a-priori definitions of what performance ‘is’ or might be. According to Schechner,
performance studies should regard itself as a “means of understanding historical, social,
and cultural processes and performance must be construed as a ‘broad spectrum’ or
‘continuum’ of human actions ranging from ritual, play, sports, popular entertainments,
the performing arts and everyday life performances to the enactment of social,
professional, gender, race and class roles, and on to healing, the media and the internet”.
Similarly, Fischer-Lichte proposed that what she called “performative studies” would
denote the study of culture through the perspective of the performative; it thus stands for
a specific interdisciplinary approach to different subjects, which are analyzed from the
perspective of the performative. The turn to performance is sometimes seen as
constructivist, but it has particular implications. It suggests that technologies,
knowledges, and working may be understood as the effects of materially, socially, and
conceptually hybrid performances. In these performances different elements assemble

together and act in certain ways to produce specific consequences.

The word ‘musicality’ is ambiguous and a number of different meanings can be found
in the literature. Definitions of the term ‘musicality’ found in dictionaries commonly
presuppose constructs of ability, accomplishment, and musical knowledge, often with
reference to conventions surrounding performance. Musicality is a noun that means
sensitivity to, knowledge of, or talent for music. The word also refers to the quality or
state of being musical. A musical person has the ability to perceive differences in pitch,
rhythm and harmonies. One usually differentiates between two types of musicality: to be
able to perceive music and to be able to reproduce music as well as create music.
Musicality may also refer to fitting a dance to the music being played, with the goal of
relating the dance to the music’s rhythm, melody, and mood. The OED definition for
example is, “the quality or character of being musical; accomplishment or aptitude in
music; musical sensibility”. This conception signifies background conventions of
musical skill, that is, implicit comparison with a generic model of what “good” or
“competent” musical knowledge constitutes. Another broader definition of musicality is
outlined by Malloch and Trevarthen in their model of communicative musicality. The
research focusing on the developmental origins of musicality is quite diverse, the study
of links between early language acquisition and musicality. These considerations of the

"L Schechner, Richard. Performance Studies: An Introduction. Oxon: Routledge, 2013.
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definitions and expressions of musicality indicate one way to situate studies on the
development of musicality—that is, on a dimension where precise and specific musical
skills can be placed at one end of the spectrum and research on communicative
musicality at the other.

The performer carries within him or her an acquired accumulation of experience with
the musical traditions on which any performance is based. These traditions create
expectations for the performance. These expectations are also held by the listeners,
relative to their experience with the music traditions. This ground of expectations for
both the performer and the listener is complimentary and serves as the basis on which
the performer makes interpretive decisions. Music has been described as a series of
tension-relief events. The tension of dissonance is relieved by its resolution to a more
consonant sound, that is, to a harmony containing a relative absence of tension. A
composer might place an unexpected chord in a phrase; creating a tension brought about
by the element of surprise. A performer might, after establishing a tempo, create a tension
of anticipation by hesitating momentarily before continuing in that tempo; then by
continuing in the original tempo, he or she can cause the release of the tension that had
been created by the digression from the expected pattern. However, to do this effectively,
a musician must work from a comprehensive knowledge of the tradition on which the

expectations are based.

If the musician constructs a composition or performance strictly according to tradition-
based expectations, then the product can be said to be a result of technical mastery and
experience. But when the musician deviates from the expectations, is this deviation based
on a skill of judgment in the selection of the deviation and of its potential aesthetic
consequence, or can the process be called creative? There may be no final answer to this
question as it is stated, but one must acknowledge that society, rightly or wrongly, judges
the highest results of such a process to be a highly creative product, with the subsequent

conclusion being made that the creator of the product is a highly creative individual.
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3.3 Music and/as Performance

Music has always been a performance practice based on sound, temporal movement and
aural impressions. The dynamics of music in time and space make musical expressions
unique in our understanding of the world and of other humans. But as a kind of
communication system, music has some similarities with the spoken word and language.
This similarity has made it possible to develop literacy in music. As any other human
practice, music has had the need to pass on acquired knowledge from one generation to
the next. This has been done aurally, but even if this kind of objectivation of practice
could be supported by oral legitimation, it was bound to the here-and-now situation for
establishing a tradition. In most societies a multiplicity of traditions would be accepted
as an enrichment of the human community. But in order to give identity to a society,
there was a need for giving some traditions priority, making a hierarchy of musical
performance practices. The most powerful identity maker in the western culture of music
in the last two thousand years has been the church. The need for distinguishing church
music from the practice of non-Christian’s musicianship, made it natural and necessary
to develop a kind of uniformity in a music tradition. As this uniformity was to be the
same in the whole church, independent of geographical and cultural differences, a kind
of notation system that would secure a transition from one generation to the next without
being bound to a here-and-now situation was to be developed. The similarity to language
and the written word became the basis for the first musical notation. In the church
societies the spelling of the Word was essential, and this also contributed to making the
literacy an important element in identifying and structuring the Christian societies.
Church music was the first to be written down systematically in order to establish an
objective musical practice, connecting musical performance to a literacy context.
Bringing literacy to music had several consequences. First, literacy functions as an
enhancing process in establishing a tradition, as it allows transference of knowledge from
one generation to another in an abstracted manner, establishing both the object of
knowledge and the ideological framework for the knowledge that identifies the tradition.
The notation system objectifies the music and the elements in notation are results of
choices that have ideological background and consequences. Second, literacy opens up
for a separation between the creator (composer) and the performer (musician). This
dimension was not important at the beginning in the church music as its focus was on

the use of music in the congregation, not on musical work as such. The separation
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became very important when the separation of the roles of composer and musician
developed from the Renaissance. The third consequence of bringing literacy to music is,
in a way, contradictory to the first one. As any notation system must be based on a
reduction of the object to a linear sign system, there is a possibility for the formation of
a new relation between the content and context of the original object. This might be
destructive to the actual tradition and its development as a musical (aural) tradition. For
example, the traditional skewed tonalities and rhythmical variability in folk music are
not possible to capture in the traditional music notation system. Transference from one
generation to another based on traditional notation in folk music, might therefore reduce
the amount of expressive qualities in the folk music. The link between content and
context in a tradition is also the crucial momentum in establishing a genre within a
tradition. It is, of course, possible for any genre to use any sounding element as content
in their music, but there are restrictions in the use bound to the context of the
performance/music in order to be identified as music in a special genre. A genre will be
identified by its intrinsic elements reinforcing the link between the content and context
of its tradition. Initially, literacy in music was closely related to the performing of texts
in liturgical contexts. The musical content was only sketched in an allegorical way
related to the melody. The overall framework of the music/performance was determined
by the context of the performance. The need for more efficient transference of the
traditional material made way for a more systematic notation system in music, covering
melody, rhythm, and harmony. This process took several hundred years, and continues
to develop in response to the search for better representation and accuracy between

musical content and notation.

The best advantage of learning through visual and performing arts is their ability to
extend the learners’ understanding of themselves and their world while guiding them in
creating meaning and developing their range of self-expression. Through the arts,
language and culture come alive to ignite inquiry and active learning whereby
memorization of facts and recall tasks hardly fit the bill. Music defines and transmits
culture, dissolving barriers of religion, cultures, race, geography, and class. Every
society responds to and creates music. Classic works release the learner on a fascinating
ride through cultural history. Through the music and lyrics, one can learn about other
cultures, their influence on musical genres, and the products, practices, and perspectives

of the cultures that influenced the artists and their work. There are connections to other
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disciplines such as art, history, environment, social issues, literature, and obviously
music. Throughout performance-based assessment, one can make comparisons between
the issues revealed in the lyrics and the messages in music from their own cultures.
People use music in a variety of ways: They listen to music to change moods, play music
in the background while studying or traveling, play a musical instrument or sing, or
discuss musical tastes with friends - and these are only a few of the many possible
examples. Many authors already have discussed the role music plays in the lives of
people. Andreas C. Lehmann, John A. Sloboda, and Robert H. Woody dedicated a
chapter to “The User” in their book, Psychology for Musicians: Understanding and
Acquiring the Skills. The authors described ways that people approach and think about
music, how musical skills have evolved as society and cultures have needed, and how
music functions in different cultures. Through multiple case studies, it was examined
that music was used as a tool in people’s lives, helping them articulate identity and

control emotions.

Music using can be divided into different categories, and often music uses are linked to
and rely on one another to serve their own individual purposes. Discussing music with
others can involve the use of musical terminology and the expression of opinions that
come as a result of evaluating and knowledgeably supporting individual ideas and
beliefs. These conversations also can include the use of comparative language to identify
differences and similarities between different music. Evaluating refers to analysing and
interpreting musical content and concepts found in a performance or a recording. When
evaluating, one makes decisions about music based on the knowledge that has been
gained through discussion and study.

Despite the fact that music performance provides a rich perspective on our musical
experiences, our understanding of music performance has not caught up with the
empirical study of other types of musical experiences. Techniques for measuring and
quantifying performance have improved with the advance of computer-aided musical
instruments. Perhaps a more important reason for the small number of performance
studies comes from a subtle but widely held premise in study of Western art music that
performance is primarily an intermediary stage between a musical composition and its
apprehension by a listener. In this view, the main source of information is the
composition, and the performer’s job is to clarify the composer’s message. Another way

of stating this belief is to say that there exists an ideal interpretation for each musical
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score, which serves as the goal for performance. This premise is most obvious in a
common reliance on the score as the starting point for music-theoretic analyses and most
psychological studies of perception. However, studies based on interviews with
performers suggest that musicians construct structural ambiguity in each musical piece,
and perceptual studies suggest that interpretive aspects of performance influence
perceptual judgments about musical structure. Research on music performance typically
focuses on expression arising from a performer’s emphasis of musical structure as
specified in a compositional score. There are, however, many other sources of
performance expression, including notational variants of compositional scores, different
editor’s and publisher’s editions, performer-specific styles, and influences of stylistic
expectations based on cultural norms.

Literacy in music has changed dramatically over the centuries with the advent of music
notations. Initially, music notation was used as a memory aid, emphasizing the
importance of the text and the context of the performance. Performance practice drove
notation and bringing literacy to music had several consequences, especially the
separation of the creator (composer) from the performer. In the 18" century, the idea of
music as a work of art made a new separation between the performance and the work.
This idea opened up a kind of literacy in music where the musical notation became only
one of several written sources of knowledge that could contribute to the understanding
of music, its works, and performances. The reliability of a performance in classical music
has become connected to the performer’s interpretation of the musical score and the
literacy of that music. The fall of literacy in classical music is partly a result of the
dominant factor the gramophone records have had on musical life in the 20™" century.
This has given us a dissemination of classical music that goes beyond the traditional
links between musical content and its social context and performance venues. The
importance of the composer is reduced, the performer’s role and the importance of
expressive qualities in the performance are enhanced, and classical music is about to
become a performance practice again.

A specific historical conception including a special relation between composer and
performer, literacy and audibility, and between content and context of music developed
in the Age of Enlightenment. While in the Middle Ages music was still thought upon as
a gift from God, the individualism in the Renaissance made way for the general
understanding of music as an activity created by humans. The separation of roles

between creator and performer that had been latent in the literacy-based music society
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was now released with establishment of the composer as the creator of musical works
and the performer as the presenter of these works. While the earliest
compositions/notated music were merely a memo for traditional elements to be used in
a special context, compositions in the Renaissance and Baroque era became individual
works with more or less specific relation to a context. The growing music publishing
industry gave new possibilities for music literacy, broadening the connection between
composer and performer to become a connection between a composer and many different
performers. These musical works were a reflection of the musical practice and, in
addition, these new compositions were contributions to the development in the style
history of an individual musical genre, as seen by the individual composer. It was not
only a documentation of practice but also an attempt to construct a musical world of its
own, independently of the context of a performance. The idea of a musical work took
increasing impetus with the rise of the middle class. The new bourgeois society took on
the concept of art as one of their identifiers. Art was defined as a dimension of music,
literature, painting, or sculpture that could be exposed for individual appreciation and
public comment. In the hierarchy of the feudal society, it was the commissioner who
decided whether a musical work was good or not; this was now changed as the bourgeois
society opened up for dialogue among people in the society to discuss the music as a
work of art. With the rise of instrumental music in the Baroque era, musical notation
became more accurate and the specifications from the composer on how to perform his
musical work became more detailed. Even if instrumentation and articulation were more
prescribed for the performer, notation was still rather loose on tempo and sonority. The
use of figured bass notation in the Baroque era indicates that there was a strong
connection and need for mutual understanding between composer and performer in their
realization of a musical work.

A musical performance and its relation to the musical work were separated with the
establishment of the idea of a musical work as a work of art, independent of the actual
performance. This separation was essential in bourgeois society and it opened up for a
kind of literacy in music where the musical notation became only one of several written
sources for knowledge that could contribute to the understanding of music and its works
and performances. Listening to a specific musical work was no longer a single event;
several performances could be compared and their interpretative potential could be
discussed. The separation in audience between those who know music and those who are

connoisseurs of music have some similarities with the roles of composer and performer,
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as the former uses his knowledge in composition and music history, while the latter uses
reference to his own experience of the expressivity of the performance. The similarity is
based on the assumption that the composer’s role is to construct music and the performer

must give it expressivity in the performance.

There is a need for music to be a part of a tradition and this will be established as a
specific relation between content and context that certifies the performance as a valid
and reliable part of a tradition. The context includes the arena for performances, the
audience and their social status that enabled them to be present at the performance, and
what have been described earlier as the literacy of the musical work. It is this
combination of content and context (arena, audience, and literacy) that makes it possible
to develop any style or genre from a performance practice. Music that is appreciated as
art will be related to both social and literacy elements and it is the literacy elements that
are basic for the development of the concept of music as art. This affects the internal

components of a musical work both for the performer and the composer.

3.4 From Lyric to Song

The lyric works with the material experience of the somatic production and reproduction
of words as sounds and sounds as words, whether spoken, written, or read. Formal
schemes that abstract and stylize the distinctive sonic and grammatical shape of a
language serve to foreground its material reality and put up an organized resistance to
meaning, both as sense and as intention. Sounds are not without semantic resonances—
whether associations specific to a particular poet and/or a given language, or
“universal”—but their formal system operates independently of signification and keeps
in constant view the intractably nonsensical, sensory basis and medium of meaning, of
sense and intention. Lyric language presents to the ear that, which resists communication
and the will of an individual “speaker”. Thus, oddly, an individuated speaker is heard in
a language that foregrounds the materiality of the linguistic code and resists an individual
will. The lyric is a foundational genre, and its history spans millennia; it comprises a
wide variety of practices. Whether the lyric is read as oppositional or complicitous, it is

still understood to be the self-expression of a prior, private, constitutive subject. Lyric
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language is a radically public language, but it will not submit to treatment as a social
document—because there is no “individual” in the lyric in any ordinary sense of the
term. The lyric makes audible a virtual subjectivity in the shape of a given language. In
the form of a poem the prescriptive shape of the language itself becomes audible, and
the “voice”—an individuating emotional inflection and rhythm, a voiceprint of a
speaker—is heard in and as its manner of submission to the constraints of a prescriptive
code. The concept and status of an a priori “individual” are always already in question
in a language that foregrounds the rules of the linguistic and formal codes; a subject is
historically formulated in language precisely by subjection to a pre-existing system that
at once socializes and individuates it. Language produces the subject, not the other way
around. Although in the usual lyric the speaker is alone, this solitude does not mean that
he is without a social ambiance. It means only that his current social conditions are
presented as they are reflected on in solitude, embodied not in “live” interaction with
other persons but in lexical and intellectual reference. The necessary solitude of the lyric
speaker is evident and It is of course the poet-speaker’s own ethical choices that become

articulated in the language creating the elastic space between himself and the other.

In 1965 C. Day Lewis suggested that the history of the song lyric be seen in social terms
as consisting of “two lines, which sometimes interweave and at other periods have little
or no contact: we would call them the lyric of the folk and the lyric of the few”.” This
points to an actual rift in the audience for lyric that persists to this day. In Lewis’s study,
he examined that the lyric of the few began as a courtly amusement. It ramified in the
great 1560-1620 period of the lutanists and the madrigal, when music was an
accomplishment expected of every gentleman. At the beginning of the seventeenth
century, however, the lyric divided and more of its impulse was to flow into lyrical
poetry. What Lewis means by “lyrical poetry” is lyric poetry that is for the few but not
for singing, although it continues to present itself as song or song-like. The poem-as-
song possesses the iterative pervasiveness of a song repeated by new singers, for new
listeners, until it provides for those who come after the poet their linguistic and affective
vocabularies for perceiving and responding to the world. For these poets, the lyric poem
is neither monument nor citadel; what it offers is the possibility of a second, perhaps

anonymous, but much wider life for poem and poet in song. A continuing tradition of

2 _ewis, C. Day. The Lyric Impulse. Cambridge: Harvard University Press, 1965, 7-8.
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reading or reciting poetry aloud to an audience might be said to bring poetry partially
into the life of song. Without the prompt of a musical setting, however, we may hesitate
to invoke what can seem empty metaphor (the poem as song) merely on the basis of
verbal rhythm and sound patterning. This is where a closer look at the extensive traffic
between the life of song and that of poetry may illuminate the transit of poems into the
moving life of song—moving in both senses, of shared emotion and of collectively
produced movement and change—that some poets have sought without the help of
music.

When poets envision the lyric poem as song, however, remembering and memorializing
may take a different form entirely. For Donne, a poem on the pains of love is not a
monument; circulating in manuscript to lover or friend, it inscribes an intimate speaking
voice, restraining grief in verse. The private grief shaped by a lover into verses for
intimate circulation will be released into a wider life if the poem becomes a song. Shelley
celebrates the soaring, spreading voices of an unseen skylark or a high-born maiden
singing in a palace-tower; the poem’s verbal music becomes another invisible, diffusive
presence when that poem is figured as a song. Swinburne has Sappho boast that her lyric-
poems grant their author a more-than-mortal life in musical verses that will be henceforth
woven into the very texture of the natural world; for those who come after Sappho, in
everything of which she sang “memories shall mix and metaphors of me”.” Lyric
imagined as song changes the way future readers, listeners, and poets experience the
world and the poet by becoming part of that world. A brief lyric poem is extracted from
its original context and acquires quite different powers and meanings when it becomes
the property of singers and their listeners. For those who know these as songs, of course,
it can be difficult to read them as poems without the memory of their musical settings
affecting our senses of sound, rhythm, and even sense, but other readers continue to know
them only as poems; neither poem nor song has murdered its other. The introductory
poem of Songs of Innocence recounts the passage of the poems through a succession of
transformations, from piping to singing to verses written down so that every child may
joy to hear. While text and images encourage readers to imitate the feeling practices of
innocence, Blake’s songs also work by drawing attention to sound as an important part

of their empathetic practice. Perhaps, as music theorist Victor Zuckerkandl suggests, the

3 Swinburne, Algernon Charles. “Anactoria”, Major Poems and Selected Prose. ed. Jerome McGann and
Charles L. Sligh. New Haven, CT: Yale University Press, 2004, 93-100.
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musical tones themselves, or a poem’s rhythmically repeated rhymes and intermittently
echoing sounds of all kinds—assonances, alliterations, other phonemic repetitions and
their variations as arranged by the poet—help to “remove the barrier between person and
thing, and clear the way for what might be called the singer’s inner participation in that
of which he sings”.” If so, Blake’s illuminated verses, we might say, intend to participate
in song’s work upon the world: to alter that world by giving the reader/singer new

languages, at once poetic, visual, and audial, for perceiving it.

We often say or write the word ‘Song’, but seldom pause to consider the divergent but
overlapping uses we make of it. At least three different meanings are generated in
everyday discourse: 1) the act or art of articulating words or sounds to musical inflections
of the voice; 2) a poem or other formal composition, usually in rhyme and a recognizable
verse-structure; 3) a sequence of musical tones, with or without words; a tune. In the first
definition voice and music fuse with words, but the other two split these components
apart, one of them privileging the verbal, textual, or poetic, and the other placing
emphasis instead on the musical. This semantic fissure suggests the importance of
exploring the probably inexhaustible topic of song from both literary-critical and
musicological perspectives, bringing together, as in this special issue, the divergent

outlooks and protocols of these and other disciplinary approaches.

From the Greek Anthology to the present, lyric poems commonly go untitled, becoming
popularly known by their first line elevated almost to a title’s status. Often a lyric poem
will carry only its particular formal name, like the poems simply named “Sonnet” in
Keats’s volumes. The intent of such a title is at least partly to stress that the poem is
supposed to be a fine or unusual exercise in the specific form named. Much more rarely
do poets follow a third course of giving a work an extremely general name like “Poem”,
which would have the effect of a novelist naming his book Prose, like a generic grocery
item; and even more rarely do poems named ‘“Poem” follow one another in a
concentrated sequence. Rather, a compact series of elements generally named “Song”
calls attention to itself as an equally general reflection on poetry, a reflection the
puzzlingly identical titles lead the reader to think somehow united. Given the self-

conscious reference of a lyric poem to itself by its generic name, a song simply named

74 Smith, John Thomas. Ballads Within. London: Colburn, 1829, 175-176.
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“Song”—the reader has to wonder to what extent this group forms a unified statement
about lyric poetry and its potentials.

The lyric poem has been practiced for more than four thousand years, and it is very much
alive even today. It has been spoken, chanted, sung and written, compacted and
compressed, expanded and enlarged. It has been pictorialized on tablets, inked into
papyrus, typed onto paper, and generated in virtual space. Later on, it has been radically
wrenched and questioned, turned and twisted, stretched nearly beyond recognition,
reframed, reformed, hybridized, ecologized, politicized, erased—its difficulties are
notorious, and yet it continues to speak from the margins, to move and tell stories, to
disturb and console us. It engages our interior lives, social experiences, planetary woes.
The Greeks defined the lyric as a poem to be chanted or sung to the accompaniment of
a lyre, the instrument of Apollo and Orpheus, and thus it stands as a symbol of poetic
and musical inspiration. It emerged from religious ritual, tribal practice. Poetry
everywhere is inseparable in its origins from the singing voice and the first songs were
most likely created to accompany occasions of celebration and mourning. Prayer, praise,
and lamentation are three of the oldest subjects of poetry. The lyric was counter-posed
against the epic. Whereas the speaker of the epic acted as the deputy of a public voice, a
singer of tales narrating the larger tale of the tribe, the speaker of the lyric was a solitary
speaker or singing on his or her own behalf. The lyric poem thus opened up a space for
personal feeling. It introduced a subjectivity and explored the capacity for human
inwardness. The intimacy of lyric stood against the grandeur of epic, its exalted style and
heroic themes, its collective nostalgia. The short poem asserted the value and primacy of
the singular witness. Moreover, one can argue that it is possible to write poems shaped
by the idea of song even in the absence of musical setting: shaped, that is, not only by
heightened attention to a poem’s potential for verbal music, or by a scientific or
philosophical interest in the poem as a kind of thinking analogous to music, but by a
poet’s interest in particular kinds of songs as they travel back and forth between print
and performance, in fact or in the poet’s imagination. The poet, indeed, might be said to
have conceived himself as in some sense a singer, performing—in print—the work of
the singer moving a song. In this way the very idea of song became more than an idea,
and not just for the poet-singer. It became an experience of embodiment that might
connect persons across time and place, so that the changing iterations of reading, like
those of singing, might continue to link emotion to motion and person to person in the

shared labour of moving the song.
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At least since the early 17" century, music has been conceived as a form of address in
which one person transmits feelings or states of mind to another. The address may be
thought to come from the composer, the performer, or a fictional surrogate; the addressee
in each case is the listener, who may also be the performer. The music acts as if passing
a body of experience, a sense of being a certain way, from one subject to another. This
conception is not exclusive, nor is it always explicit, but it is ubiquitous. The recognition
of its emergence, rise, and possible fall offers valuable resources for writing the twin
histories of subjectivity and of music, and of highlighting the special importance of the
latter for the former. Song plays an especially vital role in this process, particularly as
the free-standing solo song, establishes itself as an independent genre, first as art song,
and shortly afterward as a principal medium of popular entertainment—the two, often
mixing. This development has a long and complex history. Song intensifies the
conception of music as an address by turning from the quasi-metaphorical form,
available to music without voice to the quasi-literal form created by the presence of the
singer and the addition of language. As vocalist, the singer makes the primary medium
of address in sound into a musical instrument. As one who intones the words of a text,
especially those of the pre-existing poetic texts basic to the art song as a genre, the singer
channels musical expression through language, a medium in which address is not merely
always possible but virtually inevitable. These features of singing have shaped the figure
of the singer as exceptional interlocutor since ancient times. As song extricates itself
more fully from the general matrix of music, its subjective force increases. Song
multiplies the capacity of music to draw those who participate in it into exemplary
circuits of subjectivity. Those circuits are historically specific, although they have
remarkable carrying power toward both the past and future. Song might even be said to
be one of the principal means by which subjectivity comes to overflow its historical
boundaries. The circuits may sometimes break down, or be interdicted, or give way to
denials of subjective agency, but only in response to the default production of subjective
energies. Once it becomes possible to think of music as the communication of
subjectivity, the possibility becomes permanent. Song in this dispensation becomes a
means of making communicable what would otherwise remain obscure, even to the
subject who experiences it. Second, song, especially the love song, fosters an embrace
of the damaged subject as the exemplary subject. As Shelley put it, speaking of poetry,

“Most wretched men / Are cradled into poetry by wrong; / They learn in suffering what
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they teach in song.”’ Song in this perspective becomes a means of making subjective
excess endurable. The unusual power of song within this historical frame is to give the
divisibility of the subject an affirmative form and so to make it liveable and even a source
of pleasure. As a condition of genre, the song is about the process by which its music
reconceives and rearticulates, but never erases, a prior statement in words. The
composer’s job is to make that process discernible. The performer’s, especially the
singer’s job, is to make it audible. To do that requires a continual negotiation with the
demands—sometimes competing, sometimes contradictory, sometimes just different—
of textual and musical expressions. Words and music are presented as an indivisible
unity, even when they have been cobbled together and so, words and music do not
represent separate agencies, nor are they kept separate from the agency of the performer;
the music is not a commentary or critique or interpretation of the words. A song is the
virtual paraphrase of an actual or potential utterance, independent of whether the words
involved are treated as sources of enunciation, mimicry, or deformation. The song acts
globally first and then, where the text is known or can be surmised, the song acts with
local intelligence. But at the same time the independence of the song as paraphrase from
textual enunciation opens up dimensions of the song, that are themselves independent of
any act of utterance, though they are not unrelated to the immanence of utterance. It is
important to add in this connection that there is no point in indulging in false paradoxes
about verbalizing the nonverbal. The independence of song grants no license for that. In
other words, it can be said that song reshapes language, song lessens and sometimes
nullifies the distance between language and the basis of language in sound; song hovers
or soars over language and rummages beneath it. Traditional considerations of song
focus on the expressive and interpretive relationships between music and verbal
enunciation, a focus that remains in place even when the traditional assumptions of unity
and congruousness between words and music are dropped, and even when matters
traditionally ignored, such as space, body, and performance, are factored in the text,
when the song addresses the words. The effect of the semantic register depends on the
degree of power or authority accorded to the text. As noted earlier, art songs, as a
condition of their genre, depend on mostly pre-existing texts that remain independent of

the songs that set them, and that preserve part of their separateness while also yielding

5 Shelley, Percy Bysshe. from “Julian and Maddalo”, in Shelley’s Poetry and Prose, ed. Donald Reiman
and Sharon Powers. New York: Norton, 1977, 125.
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to appropriation by the music. Popular genres generally have “lyrics” rather than “texts”;
the lyrics have little or no independent value and become, on any occasion, whatever the
song, the singer, or the arranger makes them. Song lyrics gain power or authority from
the music and the performance; texts set by art songs yield power or authority to the
music and the performance that appropriate them. From the perspective of the semantic
register, there is no preestablished “text” for a song to set beyond a certain fairly crude
level of topicality. The traditional idea that the song divines the meaning of a text in the
latter’s innermost secrecy and unfolds that meaning better than the words can, with an
understanding that supposedly exceeds that of the text’s author, is a fiction that throws a
veil of glamour over a process infused with uncontrollable possibilities of
transformation. The song must construct the text before setting it, or rather in the very
act of setting it. But the song must also construct the text as semantically incomplete.
Therefore song, in this sense is more candid about the power of song as paraphrase; it
makes the words dance to its tune. But no matter the model, song is always on the edge
of something. The phonetic register paraphrases utterance and the sound of speech in
song enunciates the words of the text or the lyrics in an audibly intelligible way. Song
engages in a “topological” distortion of speech patterns. The range of possibilities here
depends in part on the degree to which melismatic phrasing is admissible in a given song
or genre, and similarly on the degree to which false accentuation is permitted or
overlooked. Setting the words is the means of setting the text. But of course, the text, as
one paraphrases or seeks to paraphrase it by one’s musical discourse, will also have
opinions about how its words should be treated. Composing the song is in this sense a
kind of listening. And song, which seems like such a simple and natural thing at heart,
quickly reveals itself to be complex and qualified. The immediacy of expression in song

is not a work of transmission but a process of distillation.

Music, when mentioned in Mallarmé’s works, is nearly always golden, evoked with
images of light, and hardly can be separated from representations of vision, energy or
clarity. Mallarmé’s poems reveal that music and silence give shape to an idea situated in
the poetic text, and this transformative pattern acquires a meaning relative to experiential
thought and sensibility. Mallarmé’s deliberations on the functioning of syntax, rhythm,
rhyme, and timbre, language’s exact modes of passage from ordinary “exécutions

concertantes” to the absolute “musicalité de tout” are never fully illuminated: it is as if
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the poet’s words, drawn toward “une réminiscence de 1’orchestre”?, must disappear into
a hidden resonating chamber where music is so thoroughly occulted within and beneath
language that the two finally emerge together as art—music thickens the apparently clear
texture of language with forms and effects fully perceptible only to listeners initiated
into its mysteries. Mallarmé’s poems as text are particularly evocative of the aesthetic
ideals that Mallarmé adopted, conjoining theory and art and relating musical concepts to
poetic motivations. Music’s immense power of affect was largely due to its public
setting. The audience, especially the ideal audience, was central to the question and, as
he worked it through, a new premise for this lyrical intimacy was admitted to allowing
for public exchange.

From Mallarmé’s own thoughts on the intimate associations between poetry and music,
it can be observed that the concept of voice can exist in poetic writings. Mallarmé
acknowledges the presence of poetic and musical bodies in performance, which
perpetuate a totalizing language through voice. Yet the realization of this total action of
expressive form and latent meaning does not remove the listener from the poetry into a
purely musical realm but instead implies the regenerative potential of poetry when
voiced and incarnated. Ultimately, voice’s resonance reveals itself as an integrative unity
and presence, informing the expressive potentialities in the intertexture of music and

poetry.

For well over a century now, whatever else a song may be, it is something that may be
recorded. The advent of recording technology did not bring about a mere adjunct to
speaking or singing voice. On the contrary, it irrevocably changed what speech and song
are. Then, song is a fragment of the afterlife of the voice that has sung its words. That
much is true of any song, in any genre. Songs may still be granted a certain abstract
existence in the form of the composed score, which remains subject to interpretation in

both the performative and the hermeneutic sense.

The most basic and long-lasting formal distinction that Greeks made within what we call
“poetry” was between “song” requiring full melodic presentation, and “verse” that may

have been chanted but was not sung. It should be noted, however, that the distinction

6 Hillary, David, “Mallarmé and the Transposition au Livre” in Music and Poetry in France from
Baudelaire to Mallarmé. Berne: Peter Lang, 1986.

147



between sung melos and recited epe, carried with it social implications, connoting, for
example, certain skills, education, and experience required of potential performers and a
range of roles available to audiences. Singable form was fundamental to lyric
generification, but not as form for its own sake. After occasion and form, the third and
final parameter in defining archaic lyric kinds was “content”, the range of topics

conventionally thought appropriate to song in a given context and performative mode.

Song, then, has the power to estrange the self from its own past even while making that
past temporarily present in a way that prevents the arrival of the future. Song not only
invokes action; the singing presents itself as an act or gesture and appears to embody
different powers of knowing. Lest we fail to imagine the sung song in its strangeness,
the prose text prepares us to listen and to hear difference before the singing begins. The
text of the song remembers and invites other performances past and future, and in doing
S0 constructs communities with other singers at other times. Song acts: the poem as song,
with its fictions of performance, and asks us to imagine passionate motions of the senses,
the emotions, and the mind even when they must be conveyed solely through language
sounded by the eye while scanned silently by a solitary reader. It is not simply the song
as text, but the fact that it is being sung, or that we are asked to imagine it as sung while
we read, that marks its difference from the longer text and therefore acts upon it. Song
poems are likely to exhibit what from the perspectives of both poetry and popular
musical song is an excess of complex verbal patterning, aural and visual. They proliferate
schemes of sound and sight and figures of meaning; especially metre, rhyme, alliteration,
and assonance; stanzas and refrains; and syntactic and semantic parallelisms. It is the
character of such schemes and figures that not only repeats but is there to repeat with
variation, suggesting that each is open to infinite extension in a potentially continuous
evolution of expectation, satisfaction, and surprise. This verbal music, paradoxically,
produces the condensations and elisions of fundamentally figurative thinking, a feature
that helps to give the song poem its memorabilility. Song’s echoed repetitions in a way
haunt lyric poetry, where lyric speech takes on song’s patterned condensations, its
memorability, and its strong rhythmic force to orchestrate movements of intense passion.
The effect of these transformations of poetry by song depends on more explicit
comparisons: with formal songs, marked and unmarked, embedded in longer works.
Song poems ask to be imagined as scripts for performance, hence belonging to many

voices and not representing that of a single, individually distinctive “voice” at all.
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Chapter-I11

Translating Performance Text

In one sense, everyone “translates” all the time. Translation is simply the basic
interpretive process of rendering external data into terms that “make sense” to a person.
Even between two speakers of the same language, the process of trying to understand
each other involves a mode of translation. Less ubiquitous, but still almost universal, is
the process of translating between and among different languages. As long as there have
been languages, people have had to cross the linguistic borders between them. Everyday
functioning in polylingual social settings requires translation, the finding of rough and
ready equivalencies and similarities of meaning across languages so that one can engage
in both necessary and casual communication with others. For some people, this process
is elevated into a more consciously pursued practice. A person works carefully and
painstakingly to bring a text in one language—a legal contract, a government document,
a bill of lading, a poem—into a second language. Issues of accuracy and precision
become more important. Greater control over both languages, the source and the target,
becomes a concern. Training and experience in translation may be desirable skills on the
part of the practitioner. In some settings this practice of translation becomes a
performance. The tour guide, the pilgrim priest, the simultaneous translator at a
diplomatic conference, the person signing a speech or performance for hearing impaired
members of the audience—each is performing translation. The concept of performance
can also be extended to the playful and painful rendering of a powerful hymn from a
classical language understood by few into a vernacular tongue, so that everyone who
hears or reads it can appreciate and experience its beauty and influence. If the concept
of “practice” in translation emphasizes the need for discipline and application, the
concept of “performance” reminds us that translation can be a virtuoso act aimed at

receiving the appreciation of an audience.

Viewing translation as a creative practice is crucial to studies concerned with the
translating ‘self’, notably those exploring how voice, style and subjectivity are formed
through translation. As Theo Hermans suggests: Translation, as the retrieval and
representation of an anterior discourse, can be viewed as a form of quotation. In this view

the translator is a reporter who simulates, re-enacts, reproduces the reported discourse
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mimetically. That makes translation a form of direct speech, with as a consequence,
limited to minimal reporter control over the reported words. However, even a simulation
contains a deictic aspect, which we attribute to the simulator. The matter is complicated
further, first by the selectivity of the representation, which again reveals the simulator’s
agency, then by the problem of clearly telling the mimetic from the diegetic, and thirdly,
and most importantly, by the fact that in an interlingual translation the words we
encounter are unmistakably those of the translating reporter.”

For Hermans, it is precisely to the extent that the translator is more than just a soundbox
or mouth-piece animator that the translator’s subject position becomes discernible in
translation. When translating translation theory and engaging with a text on a theoretical
level in particular, the translator’s perspective on the theory translated creates room for
the expression of an attitude which works as a response to the theory expressed in the
source text. ‘Translations’, Benjamin claims, ‘prove to be untranslatable not because
meaning weighs on them heavily, but rather because it attaches to them all too

fleetingly’.™

Responsibility in translation lies in the translator’s response to the source text, in the way
he/she interprets it, represents it and expresses his/her own experience of it. The
translator’s responsibility resides in the articulation of his/her own perception of the
source text, while making a claim of fidelity to that text. Responding, in this context,
means both enacting and transforming the prior utterance; it implies saying something
more than the original. A response, in this approach, is not a folding back, or a return to
the first utterance, but a displacement, a new act of communication. As Susan Petrilli
suggests in Translation, that for Translation, to be adequate ‘the translation-text must not
simply repeat the [source text], but must establish a relation of answering comprehension
to it’.”

The responsible translator must respond to the original: he/she must render the source
text, but he/she can only do so by interpreting it, reacting to it and transforming it.
Responsibility in translation is never just a movement of response — or rather, the

response it articulates is also concurrently, and inevitably, an address. A double sense of

" Hermans, Theo. The Conference of the Tongues. Manchester: St Jerome, 2007, 74-75.

8 Walter Benjamin, The Task of the Translator, trans. Harry Zohn, in The Translation Studies Reader, ed.
Lawrence Venuti. New York: Routledge, 2004, 75.

9 Susan Petrilli, Translation and Semiosis, in Translation Translation, ed. Susan Petrilli. Amsterdam:
Rodopi, 2003, 24.
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responsibility is thus at play in translation, for while responding to the source text the
translator also addresses someone else: a reader, an audience. Even when literally
responding to a text — the response constitutes a new interpellation, an address which
displaces the initial act of communication and its reception. Response in translation is
not circular; it does not go back to the first sender. Instead, it establishes a new address
that transforms the first utterance into a new act of communication.

Translating requires taking responsibility for one’s personal response to a text — both
with regard to the author of the original and to the reader of the target text. Translators
are concurrently bound to the source text to which they must respond and be exposed to
an audience that they cannot entirely anticipate. As Walter Benjamin succinctly phrases
it in ‘“The Task of the Translator’, ‘no poem is intended for the reader, no picture for the
beholder, no symphony for the listener’.*

Just as it is impossible for a writer to predict every translatorly response to his/her work,
so the translator is unable to guarantee who the reader of her text will turn out to be.
Paradoxically, at the very moment of addressing a text to a specific audience, the
translator faces the impossibility of securing the specificity of this address.

In the process of performing the other text, the translator also, and inevitably, presents
his/her own interpretation of the original, positions himself/herself in relation to it and
develops his/her own understanding of what translating is about. Translation in this sense
is metatextual. It does not only represent the source text, but also expresses the
translator’s attitude towards it. The process of translating creates a subject-position — a
sense of self and a point of view — which gets inscribed in the translated text itself. In the
process of performing a text, the translator creates a difference which functions as an
embodied critical position. Being responsible in translation is not just a matter of
choosing between being faithful to the author of the original or serving the reader of the
target culture, as Friedrich Schleiermacher’s famous formula tends to suggest: ‘Either
the translator leaves the author in peace, as much as possible, and moves the reader
towards him; or he leaves the reader in peace, as much as possible, and moves the author

towards him.’8

80 Benjamin, ‘The Task of the Translator’, trans. Harry Zohn, in The Translation Studies Reader, ed.
Lawrence Venuti. New York: Routledge, 2004, 75.

81 Friedrich Schleiermacher, On the Different Methods of Translating, trans. Susan Bernofsky, in The
Translation Studies Reader, ed. Lawrence Venuti. New York: Routledge, 2004, 49.
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Instead, accountability in translation means answering to both author and reader, even
while knowing that, as a heterogeneous address, this answer is itself subject to
displacement and deferral. A translator must account for his/her own impersonation of
the source text. He/she must answer for the changes produced as a result of her subjective
engagement with it. At the same time, the meaning of the text he/she creates is itself
unstable and open, calling for further interpretation. Regardless of the amount of
colouring and guidance provided, translation ultimately remains at the mercy of the
reader. Responsibility resides in this deferred act of communication —in the displacement
of the translator’s response, in the uncertainty surrounding the reception of the call it

formulates and in the indefinite deferral of this responsive call.

4.1 From Gitanjali to Gitabitan

Before the publication of the original book Gitabitan, Tagore’s songs were scattered in
thirteen books. The first edition of this book was published in the year 1885 under the
name of Rabichchaya in the interest of the poet-lover Yogendra Narayan Mitra and the
last one was published in the year 1925 under the name of Giticharcha edited by
Dinendranath Tagore. The poet’s mind may not have been touched by the format or
planning of the books published during the long forty years. And so, there are many
differences between today’s Gitabitan and the first published Gitabitan. And that change
was made by Rabindranath himself.

What was that lyric seventy-two years ago? What changed? The curiosity to know all
this is normal, but even before that we need to know when and where the songs were
printed before they were included in the lyrics. Did Rabindranath include all the songs
composed up to that time in the first published lyric book? If not, are the songs that were
banned by Rabindranath lost? All these questions make us curious and then we have to
look at his anthology books, which were written before publishing the Gitabitan. The
first book of the anthology Rabichchaya was published in 1885 when Rabindranath was
only 24 years old. Ever since the first edition of Gitabitan was published, Rabindranath
felt a lack of “usability” in the book. His mind became desperate to decorate it in a
completely new way — various plans were going on in his mind. The truth of this belief

becomes clear when one sees the first edition. Thinking of rearranging, he was marking
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the number 1, 2, 3 next to the first umbrella of the song in the table of contents. All the
poems have been already categorised into six themes:

Puja (worship), Prem (love), Prakriti (season), Swadesh (patriotism), Aanushthanik
(occasion-specific), Bichitro (miscellaneous) and Nrityanatya (dance dramas and lyrical
plays)

In the first edition, Gitabitan was compiled in keeping with the poet’s prescribed order,
in which two chronological and alphabetical creations were added at the beginning and
end of the book, respectively. The call was from the author, because it contained the
editor’s editing. The first word of the first verse was alphabetical.

After the first and second volumes of Gitabitan compiled and edited by Rabindranath
were published, the third volume of Gitabitan was published in a completely new form
after Rabindranath’s death. The period from the death of Rabindranath in 1941 to the
transformation of Visva-Bharati University in 1951, has certain importance. Although
there is uncertainty about the future outcome of these institutions, their staff, teachers
and students and others have sincerely continued to practice Rabindranath’s ideals.
Relentless efforts were made to keep Rabindrasahitya, Rabindrasangeet and all the other
activities correct and alive according to the ideals. In 1950, the third volume of Gitabitan,
with an introduction to books, was published. After its publication, a complete collection
of songs composed from Rabindranath’s first collection of songs, Rabichchaya, till the
last day of his life, was found. Some questions arose from the identity of that time, which

still seems to be significant today.

The word Gitanjali comes from git, meaning song, and anjali, meaning offering. Gitanjali in
both Bengali and Sanskrit implies song offerings. Apparently, at first it seems that the
recipient in these melodies is God, however perusing the melodies over and over at
various marks of time, one gets the possibility that this outcome is far from obvious, or
at least not as simple as that. Every song or poem in Gitanjali contains religious and even
theological meaning. Therefore, it makes sense to consider the songs as offerings to God.
The problem arises when someone tries to pin down this god. What is the idea of this
God that Tagore is singing to? From Gitanjali and other important works like Sadhana,
Creative Unity, The Religion of Man, and Personality, one gets a rough idea that
Tagore’s God is intensely personal, and instead of the transcendence to mysticism, it
appears more apt to ascribe to it the immanence of the God of the poet and of poetry. In

all the songs, the image of the divine is a personal one. However, the image is sometimes
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that of transcendence and sometimes of immanence, and in both these modes, there are
different ways in which the divine functions as the addressee of the songs. By reducing
God to not just the object of prayer but prayer itself, not the object of song but the singing
itself, the poet of the Gitanjali might as well be waiting for the Event as for his Friend-
God, waiting for that which goes on in God’s name as for God itself.

Tagore belongs to the line of mystic poets who have an inner vision and seek to convey
the truths in the language of ordinary experience. Tagore’s mysticism is neither a creed
nor a philosophy but a practical way of looking at the world with pure soul and the
realization of the inherent unity in all. Mysticism is a striking feature in Tagore’s poetry,
especially in Gitanjali, wherein he had the vision of unity or oneness in all things, of the
one inseparable in the separate phenomena of the universe. He was not only a poet, but
also a seer, a mystic. And as a mystic, Tagore defers from the western romantics who
found themselves in spiritual wilderness, in an aimless, meaningless, godless world, and
it is against this background that his poetry gains an importance, immediacy and a

spiritual significance that the modern world cannot afford to ignore.

To Tagore, mysticism was essentially an attitude of the mind based on instinctive
confidence of unity, of oneness, of likeness in all things. The object in Gitanjali,
therefore, is to raise the soul of man from materialism and to establish a perfect spiritual
union between man, his surroundings and ultimate reality. His Gitanjali poems hold, as
it were a mirror up to the poet’s mystical experience. The poems in Gitanjali are
organized architecturally and arranged in logically connected groups. Each succeeding
poem is related with the previous one and the one that follow. The following main groups
are found in it.

First Group (1-7): It reveals the immensity and vastness of God’s love and the deep
relationship of love existing between God and the poet.

Second Group (8-13): It deals with the way how to realize God. He can be realized
through love of humanity.

Third Group (14-36): Here the poet describes his intense yearning for complete
identification with God and also the pangs of separation and obstacles in the path of
God’s realization.

Fourth Group (37-57): The poet reveals his intense joy when the union God takes place.
Fifth Group (58-70): God also partakes in the joy born out of this union. The phenomenal

world is Maya, the veil that separates man and God.
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Sixth Group (71-78): The poet says that man should realize the eternal through the
bondage of separation. He should ungrudgingly dedicate himself to the service and love
of God.

Seventh Group (79-103): The feeling of separation is a main cause of sorrow in human
life. Death is the messenger of God who will bring to an end this feeling of separation.
Death will dissolve this veil of Maya and will “take the soul on its voyage to its eternal
home”

The chief traits of mysticism that can be observed in Gitanjali were:

God as a Father:

The unity of mankind was central to Tagore’s ideology. In his view, all segregation and
fragmentation that is made in the name of religion, caste, creed, or nationality should be
condemned. The only language he understood was that of his heart, the only religion he
valued was that of love, the only caste he understood was that of humanity, and the only
God he understood was omnipresent. Tagore thus prays to God as his father to take him
into the heaven of freedom where spirituality, universal education, truth, peace, love and

non-violence will reign supreme.

God as a Mother:

The poet addresses god as his beloved mother and says: “Mother, I shall weave a chain
of pearls for thy neck with my tears of sorrow...”

And this would be his offering to the mother goddess. The poet realizes that he can't give
anything related to wealth or fame, as these things are the gift of the goddess, and thus
the only thing that belongs to him is his sorrow. Hence, he will weave out of his tears a

chain that looks like pearls and present it to the goddess.

God as Child:

Here the poet shows the relationship between child and the mother.

Tagore found certain amount of mystic quality in children just like Blake and
Wordsworth. He spontaneously enlightened the ordinary picture of a child playing at the
seashore with cosmic symbolism. He hopes that by honouring the innocence of children,
we can restore man’s lost connection with nature. Moreover, there is an indication

provided by the poet which suggests that we are all the children of God.
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God as Lover:

The relationship between the god and the god-lover is brought forth here. Tagore here
expresses Vaishnava faith when he says that god permeates the entire universe. The
kernel of Vaishnava-lore lies in Viraha or separation. The supreme lord has separated
man from him so that he may feel the pangs of separation. Though God is one and unique,
yet he creates within himself a plurality of souls. And from them he receives love and
adoration. Thus, the poet is the beloved and God is the lover and like a true beloved he
waits sincerely and patiently for God, and on his arrival determines to give himself up to

him for love.

God as beloved:

A superior variety of Madhura Bhakti is projected here, where the poet takes god for his
spouse.

“Yes, I know, this is nothing but thy love, oh beloved of my heart this golden light that
dances upon the leaves, these idle clouds sailing across the sky, this passing breeze
leaving its coolness upon my forehead”.

Then he pictured his beloved’s face bent from above with his eyes gazing down at his
own. It appears to him that his heart has touched the feet of his beloved. Thus, the poet
sees love to be reflected everywhere. To the poet, even nature and its phenomena reflect
the messages of his beloved.

God as Master Poet:

In the presence of god, who is also the finest poet and musician, the poet’s vanity melts
away and disappears. The poet is fit only to sit at his feet. Prior to attaining complete
union with the lord, he would make his life simple and straight to enable him to compose
highly effective and beautiful songs. Thus, the poet realizes that if he wants to be divinely
inspired, he must make his life upright for only then a straight reed can be made into a

flute and resound with music when it is played upon.

God as Master:

Daasya Bhakti is presented here. God’s luminous music makes the poet speechless with
its incredible beauty, but he wishes he could sing in unison with it. If he holds his
listeners spellbound with his songs, the master’s music captivates his own heart and

makes him incapable of anything else. A poet’s song is a vain imitation of God, since
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God is the master. In spite of this fact, the poet sings at the commend of the eternal singer

and he is proud of this fact.

God as Friend:

Saakhya Bhakti is focused upon here. The poet says that he had played with God as an
equal and a close friend during most of the part of his life. But, he has been ignorant
enough to misjudge his playmate. In the earlier hours of the morning the divine
companion used to awaken him and like a playmate would run with him. But he never
bothered to know the meaning of the songs he had heard from his companion. There
were moments when the poet was conscious of the divine presence, but he did not
appreciate the significance of these moments. However, in the evening of his life, when
the playtime was over, the poet realizes that he had not played with an ordinary person
but with the divine. It was quite late in life, when he understood that the whole universe
is bound to the feet of god and all creation including the sky and the stars, bowed down

its head before him in owe and reverence.

God as King:

There is a universal tendency to view God as a king in every religion. As the God is the
ruler of the entire universe, poets, mystics and philosophers bestow him comfort and
richness. The poet here glorifies charity and the renunciation of worldly possessions.
There are a variety of personal relationships between God and mankind found in
mysticism as well as various forms of worship found here.

Who will give the unequivocal answer to why Rabindranath wrote Gitanjali? From 1313
to 1321, what is the motivation behind this uninterrupted flow of songs from time to
time? In order to pay the debt of Maghotsab, some creations were accumulated in the
basket of songs every year. But there was no such immediate demand behind composing
Gitanjali s songs. Yet, why the composition of so many songs for eight long years? Why
did the poet project his thoughts sometimes in submission, sometimes in self-sacrifice,
sometimes in love and sometimes in devotion?

There must be a reason behind composing poetry. If so, what level of mind is leading the
poet to the creation is still a mystery. However, it must be admitted that sometimes in
the essence of poetry, the identity of poetic inspiration can be found. Some poems carry
the identity of the inherent inspiration in their own body. For example, some of the poems

in ‘Balaka’ bear various signs of wartime mental conflict and prove that the racially
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motivated war of that time aroused various thoughts in the mind of the poet. As a reader
many may think that it would not be impossible for the reader to discover a meaning of
the poem without this search for the background or cause of birth of the poem. But there
are also those who think that poetry is not a skyscraper, it is not a bizarre dream

arrangement.

Goethe once told Eckerman that the world is so great and rich and life is so full of variety,
that one can never want occasions for poems. But they must all be occasioned, that is to
say, reality must give both impulse and material. Goethe, of course, said that any event
can inspire the poet, but the efficiency of the poet can be measured in his efforts of
representing the event. So, it can be traced back to the anguish that caused him to step
down from the position of composer of ‘Chitra’, ‘Chaitali’, ‘Kalpana’, ‘Kshanika’.
Several deaths in a row have dealt a severe blow to his being. All those deaths have taken
him through various emotional experiences. The glory of experience has inspired great
poetry. For example, let’s take the song “Antare Jagicho Antarayami”— there is no
novelty in the words - there is no time to express special beauty in the composition of
the song. Yet this is not a regular worship prayer of all the devotees, it is like a heart-
wrenching declaration of a soul. But whether it is sorrow, joy, pain, self-sacrifice, its
main tone is differently presented in each different poem.

These events of loss and despair in his personal life were actively influential behind the
change of direction in Rabindranath’s poetry. Death came not in his horrible image, but
in the guise of a friend, like a relative. The poet spoke of the days and hours wherein
death itself became a loved companion-no longer the king of terrors, but altogether
transformed into a cherished friend. Actually, he was writing those poems for himself,
he never thought of publishing them when he was writing.

In a letter, written to Indira Devi in 1913, after the fame of the English Gitanjali, the poet
mentioned—1 did not write these poems just for the sake of writing — this is my true
self-sacrifice in my inner life — in which all the joys and sorrows of my life have melted
together and taken shape”.82 Whatever motivation the poet got for writing the poems of
Bengali Gitanjali, the joy of creation was awakened in the subconscious mind of the poet
at that time; the same attitude applies to all the songs that he has written after composing
the songs of Gitanjali.

82 i, qAGNL | HF9g | Feerel; frgeiae! agiTeT | 3804 | (Translation)
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The readers of Gitanjali often had the notion that the poems in the collection are purely
spiritual. Some even proudly said that Rabindranath Tagore in Gitanjali is a poet who is
fascinated by words and language and he is no longer a devotee and sage. Contemporary
readers saw the joy of spiritual embodiment in these poems. In each song, a group of
fascinated readers listened to the echoes of ancient sages. In other words, some of the
readers and critics of the day thought that this was just a poem, a fancy expression of
Brahmasadhana; the journey of a higher path of sadhana has taken refuge in the unveiled
phrase without all these ornaments.

In his introduction to the English Gitanjali, Yeats called Rabindranath the offspring of
the Renaissance. Critics have stated that if poet Yeats had thought so after reading the
poems of Gitanjali, then he has been able to look at the very heart of India; At the root
of India's Renaissance is the pursuit of the devotee, the renunciation of the monk, the
enlightened consciousness of the sadhaka.

A very interesting argument was also raised in this context — the gap between the devotee
and the deity in Gitanjali is not found in the Vaishnava tradition, where the devotee and
the god are the same. Gitanjali’s dualism cannot be same as the Vaishnava thought. So
where did it come from? Critics say the poet received it from Catholic saints. That is
why Gitanjali has been mentioned as a favourite of western readers. Many have also said
that the influence of the Bible is too great in these poems; others say it is of Vaishnava
poetry. The poet’s own character, the development and evolution of his artistic life did
not get much importance then. Therefore, there has been an attempt to continue his
poetry as a religious mystical poet in the simplest way and the poet has never been
indifferent to the task. “Jagate Ananda Yagne Amar Nimatrana” — the chief driving force
of the poems of Gitanjali is recited in this song. Surprisingly, not only in abroad, but also
at home, Gitanjali gave him the status of a sage, if not so much of a poet. The sorrows,
pains, adversities of personal life could not push the poet towards God without happiness.
For the poet there is a God, sometimes a lord, sometimes a friend, sometimes a husband,
sometimes a lover - sometimes he keeps him awake with sorrow, sometimes he breaks
his pride and sometimes he opens the door of his creation and gives innumerable
ceremonies of enjoyment. Not only in meditation, not only in the daily practice of
chanting mantras, in all the activities of life, in the joy and suffering, in the enjoyment
of beauty, there is this constant intercourse with that eternal man. Gitanjali’s poems talk

of that confluence, that connection with the universe.
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Gitanjali’s poems are not merely religious poems or poems of oneness with the common
man. It is like coming back to yourself for a moment, tasting this world in different ways.
In the words of Ayub — Only ‘you’ and ‘I’ are alone, the society is far away, even if it is
not false. Sometimes one’s self-surrender to the Creator, sometimes one’s promise to
crush arrogance, sometimes one’s longing for love — how strange one’s feelings are in
the songs and poems of this collection. And there are desperate attempts to assert one’s
existence in this world from various perspectives. Such a great arrangement has been
made to give us pleasure, it should not be rejected in pursuit of any restraint against the
senses. Not to turn away from life, to adapt oneself to life in absolute attachment, to be
delighted by its taste. Gitanjali spreads that passion for life and the poet, through his
poems, is eager to feel this truth in his mind again and again. Some of the songs in the
Gitanjali are songs of the devotee’s conversations with God and the rest are life-
affirming. This life-addiction has been expressed in many ways in Rabindranath’s
writings. When the poet had the opportunity to float in a boat in the river and immerse
himself in the beauty of the surroundings, he stated that it is enough to believe in love,
to be loved, to live as human beings and to die as human beings, without thinking that
the world is a hoax of the Creator and a snare of the devil. Rabindranath did not indulge
in any religious consciousness which could lead to an aversion to the beauty of form. In

Atmaparichay, it was mentioned in his own words:

wify 7 MY eFlon @1F g O R [T T FAGH, i 799, Todq affefre g2 a1
T AP G2 A A e 1 5@ e (7 AFe TF—oIR A M A T =, Q9 e
fraifaefs amm S @ afsive b 1z | @3 AIVE! 429 FACS ARRE! @3 AT 8, A3 A
G2 2R, 9% BN fgew AR, 9B PETFQE IR AT *-#ifejd w21 =@ 92
G, 99 & 6 S SCers! by 183

He was speaking as a poet and this remained prevalent when he added:

aQif (@3 TeRd s ot Ifercely, QIR M QNE SRmae G5 2RI ™ AMRANZ | @
T (@ S SIte! AITSTR, A THH (@ (NCIA 26! Ol A000R, GIoEeTel (3 *Jers! Ot

Fforrety, fameTa @ IR St AfIrerz—TT8 G132 (2NAET Srae ST 134

8 J1pa, TGN | FFAFET | FedTl; Rgere! @gAe 1 3800 |
8 Ibid
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Until the last day of his life, Rabindranath believed in his senses to enjoy the world. This
pursuit of sadhana with life is a major pursuit of Rabindranath Tagore’s life. And that
very sadhana is also expressed in the songs of Gitanjali. That particular way of seeing,
hearing, smelling and feeling, that unbound joy has become important in Gitanjali’s
poems.

Tagore’s Gitanjali is mystical yet there is a difference in it from the mysticism of the
west. Gitanjali is not a sigh of pain but an abundance of cheerfulness. His mysticism
stems not from asceticism alone, but from the thoughtful life of man and animal in this
world. It is his humanism that distinguishes Tagore and makes Gitanjali unique. The
esoteric nature of these lyrics is derived from the mystical quality found in them. The
divine is there with the poet all along as his lover and playmate. And all through Gitanjali
the poet reiterates the concern, care and love for the world around. A solitary pilgrimage
eludes him, but he prefers a procession with the following out of joy, abounding with

soulful generosity that welcomes even death as a guest.

4.2 From Gitanjali to Song Offerings

Rabindranath Tagore’s Gitanjali was published in Bengali in September 1910 with 157
songs and poems. Out of these songs, 20 were previously published in Sharodutsav in
1908 and Gan in 1909. The remaining 137 poems and songs were written in 90 days in
between August 1909 to August 1910. As a matter of fact, Rabindranath Tagore himself
took the task of the translation of Gitanjali, when he sailed for England on 27" May
1912. There he handed over the poems to William Rothenstein whom he met earlier in
Calcutta in the year 1911. Moved by the poems, Rothenstein in turn gave the poems to
W.B. Yeats to read. The literary and artistic circle of Yeats decided to publish the poems
after Yeats made a selection of them and wished to write an introduction to it. That is
how Gitanjali was first published by India Society of London on 1% November 1912. It
was written in the half title page of the publication that “seven hundred and fifty copies
of this edition have been printed for the India Society of which two hundred and fifty

copies only are for sale”.®

8 Tagore, Rabindranath. Gitanjali: Song Offerings. London: The India Society, 1912, 80.
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Regarding this Rabindranath wrote to Kshitimohan Sen “...I feel he must be happy with
my writing and wants others to share that happiness. It is something like our taking
delight in the lotus we offer him because he delights in it. | feel he has brought me from
East to West...”.%

The next edition of Gitanjali was published in the next year (March 1913) by Macmillan
and Company, London. The number of poems in Bengali and English Gitanjali are not
the same. In Bengali there were 157 poems, but in English there were 103. The poems
were first published in different collection of poems. At the end of the Indian edition of
India Society or Macmillan there was a statement: “These translations are of poems
contained in three books- Naivedya, Kheya and Gitanjali — to be had at the Indian
Publishing House, 22 Cornwallis Street, Calcutta; and of a few poems which have
appeared in periodicals”.®

But this information is not complete as the poems were collected from ten books. In fact,
Gitanjali submitted for the Nobel Prize is a collection of 103 poems from ten other books
of poems published earlier. The Table given bellow indicates the poems taken from
different books of poems and their years of publication:

Sl. No. Book Year of Publication No. of poems
1 Chaitali 1912 1
2. Kalpana 1900 1
3. Naivedya 1901 15
4. Smaran 1903 1
5. Shishu 1903 3
6. Utsarga 1903 1
7. Kheya 1906 11
8. Gitanjali 1910 53
9. Achalayatan 1912 1

10. Giti-malya [12](collected from the 1914 16
manuscript for Gitanjali, before
publication as book in 1914)
Total 103

[Table: Poems of Gitanjali from different collection of poems]

8 Tagore, Rabindranath. Letter to Kshitimohan Sen, London, 20 June. Kept in Rabindra Bhavana.
87 Tagore, Rabindranath. Gitanjali: Song Offerings. London: Macmillan Publishing Company, 1913, 81.
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Poems of Gitanjali were written at different places even on the train, though majority of
the poems were written at Bolpur-Santinketan (18 poems out of 52).

Gitanjali: Song Offerings first published by the India Society, London, in 1912, had as
a frontispiece a portrait of the poet from a drawing of William Rothenstein, to whom the
book is dedicated. The work includes 103 poems translated into English by the author
from the original Bengali. Only 53 of these poems occur in the Bengali work under the
same title published in 1910. The rest come from several other works: 15 poems from
Gitimalya (1914), 16 from Naivedya (1901), 11 from Kheya (1906), 3 from Shishu
(1903), 1 each from Kalpana (1900), Smaran (1903). Chaitali (1896) and Utsarga
(1914), and 1 song from the play Achalayatan (1918). The English work, therefore, can
be considered as an anthology of Tagore’s poems written over one decade. The
arrangement of the poems in Gitanjali is neither in chronological order of their
publication nor according to any sequence in the growth of mood or idea. They are self-
contained, independent lyrics, though they have a slender thematic connection, all of
them being addressed to a God who reveals himself in myriad forms and shapes, in the
beauty of nature, in the everyday situations of human relationships. Tagore adopts the
framework of medieval Indian mystic poetry where the infinite seeks its expression in
the bondages of the finite: it is not that man alone longs for God; but God too longs for
man. The recurring images in these poems are derived from familiar situations: the
crossing of the river, the call of the boatman, the flight of cranes, dark clouds gathering
in the sky, the lingering shadows of the evening, lovers waiting for the beloved, and so
on. All these metaphors, coming as they do from the rural experience of the poet as well
as from the religious poetry of the pre-British period, have acquired a cosmic dimension.
Tagore’s own construct of the imagery of the king became the most dominant one in his
religious poetry and later in his plays.

The Gitanjali poems indeed have deep links with the Upanishadic conception of
Godhead, as has often been claimed by Indian critics, but they have neither the
authoritarian voice of the Upanishadic seers nor their apocalyptic vision. They are more
indebted so far as verbal texture is concerned, to the Bhakti poems of medieval India in
general and the love-symbolism of the Bengali VVaishnava poets in particular. Free from
all sectarian and theological doctrines, these poems have so intricately woven the sacred
with the secular that the Gitanjali poems are conspicuous by their complete coalescence.
The dominant note of Gitanjali is life-affirmation: it creates a world of light and colour

and abundance. If one hears a voice of melancholy in one lyric, there is an expression of
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joy in another; if there is despondency in one, there is another celebrating the joy of
fulfilment.

The original poems are marked by simplicity of diction, structural compactness and
effortless rhyming and cadence: almost each and every lyric is an example of Tagore’s
mastery of craftsmanship. The translations, though in prose, retain the haunting quality
of the original to a great extent as is evidenced by the enthusiasm with which the book
was welcomed by W. B. Yeats and Ezra Pound in England and the phenomenal
popularity it enjoyed for at least one decade. The translations are more or less faithful to
the Bengali original, the deviations, which are not many, that one might point out are not
only legitimate but satisfying too.

The book was later published by Macmillan, in March 1913. There were slight variations

between the India Society edition and the Macmillan edition, as shown below:

India Society Macmillan
Poem 30 My Lord My lord
Poem 51 Someone has said Some one has said (fifth paragraph)
Poem 52 Shy and soft demeanour Coyness and sweetness of demeanour
(last para)
Poem 87 My Lord My lord

The variants in the India Society edition were prompted by C. F. Andrews which made
Yeats extremely unhappy (Yeats to Tagore, 9 January 1913). Tagore apologized and
requested Yeats to revise the proofs of the Macmillan edition (Tagore to Yeats, 26
January 1913). Yeats was particularly unhappy with the change in poem no. 52. Tagore
asked Rothenstein to request Macmillan to submit the proofs of the second edition of
Gitanjali to Yeats for ‘necessary restoration’ (Tagore to Rothenstein, 14 February,
1913).%

Rabindranath Tagore became the first Asian Nobel Laureate to receive the Prize in
Literature after the publication of Gitanjali: Song Offerings. In the prize citation, the

committee remarked that the prize had been awarded to Tagore because of his profoundly

8 Das, Sisir Kumar (ed). The English Writings of Rabindranath Tagore: Volume One—Poems. Delhi:
Sahitya Akademi, 2004.
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sensitive, fresh and beautiful verse; through which, with great skill and efficiency, he has
made his poetic thought expressed in his own English words, a part of the literature of
the West. Clearly, it can be pointed out that the Nobel committee was acutely aware of
Tagore’s non-westernness and of the fact that Gitanjali was originally written in Bengali.
It was Tagore who could have translated Gitanjali for his fans and friends in the West,
for the sentiments therein hailed from a spiritual world to which they had no direct
access. In order for Yeats to be able to read the poems that so moved him, and later the
Nobel Prize Committee, Tagore had to translate them from their original Bengali into
English, a process marked by Tagore’s often expressed anxieties about his fluency in
English. Tagore produced a new English translation of Gitanjali, one which sought
faithfulness to the original, but nevertheless came perilously close to discouraging it.
Therefore, the translated text is both his own, “intimately personal”, and yet foreign.
Tagore’s prescriptive similarity between the two texts—in which every line has been
composed as much close to the original as possible—reminds us of the indissoluble
difference between the Bengali and the English, a difference borne out of the
impossibilities of translation and the liminality of the colonial conditions.

The delightful descriptions of the astonishing amazement and appreciation that the
translations of the original Gitanjali in English brought to the West in the late 1912s, is
almost a legend today. Some prominent English scholars have written their responses or
left eyewitness accounts of their fascination. But the real context of the overall
acceptance of this translation and the overwhelming response of a large number of
English readers seems to have become blurred. So, our attitude towards the fame and
notoriety of Tagore, as a poet in England, is still ambiguous. Evidence of this dilemma
can be found by looking at the hitherto proposed and generally accepted explanations.
The validity of any of the views is beyond doubt. It has been said that the error in the
English translation done by the poet himself is responsible for the loss of his reputation.
But if the poet’s translation had been inadequate, there is no such explanation which can
indicate the reason behind the first wave of fame of the poet. In response to this, many
may say that whatever the later translations of the poet, the translation of the first book,
the English Gitanjali, is impeccable, based on the poet’s victory over England.

Behind these views lies an undoubted hypothesis about the excellence of Rabindranath’s
poetry, and even the uniqueness of the English translation of the poems in the English
Gitanjali. In the early half of the poet’s conquest in England, this excellence was rightly

recognized. Later on, if that recognition has become a thing of the past, then it has
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happened due to external reasons. Doubts have been expressed not only about the quality
of his poetic translation but also about the quality of his original poems. It is said that the
source of his first fame was a hoax, not because of the force of poetry, but because of the
propaganda of some English mystics and Indian experts. Again, a class of English
readers did not consider his poems to be Indian, they found in the English Gitanjali a
Western religious feeling, an incapable echo of Western consciousness. Though there
are many misconceptions in these opinions, there is no doubt that Rabindranath’s fame
was mixed with complexities in England. Apart from that, he was accustomed to think
of himself as a messenger, and the fascination with this concept overwhelmed even a
part of his English readership. It should not be forgotten that even before the publication
of the limited edition of the English Gitanjali, Rabindranath was hailed as a poet in the
Times Literary Supplement and it was also hoped that he would be able to do in poetry
what the contemporary English poets could not. Even after that, all the reviews of his
translated works have been judged as his poems in various English newspapers.
Moreover, Yeats, Pound or Bridges undoubtedly welcomed him as a poet like them and
the simplicity of the language of the poet’s translation did not fail to fascinate the readers

as well as the poets of that time.

Having said that, it is also important to acknowledge that not all English readers were
overwhelmed by the poet’s translation, and that there were contradictions and differences
of opinion from the very beginning. It is quite natural to have different opinions about
the writings of an author. But what is surprising is the radical opposition and
contradiction of opinions about the literary value of his writing. Of course, there are also
conflicting views on the relevance of his writings, his words, and his philosophy of life,
and even with the quality of his English language. Therefore, the emergence of the
English Gitanjali has created a whirlwind of reaction in the thinker society of England.

Although translated into prose-form, a large number of English readers were fascinated
by the poetic quality of the English Gitanjali. However, there was no shortage of readers
who considered the prose of the English Gitanjali to be awkward, devoid of originality
and full of imitation. There are so many aspects and dimensions of the problem, that the
task of analysis is not at all easy. Any translation process can be divided into three
distinct levels. If the translation itself is at the center of the discussion, then at its two
ends is the process of translating and acceptance of the translation. The translation itself

demands aesthetic critique, and its translator awaits a more subtle and comprehensive
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analysis from the reader. In the case of the English translation of Rabindranath, there is
a complex cycle around these three edges. Translating poetry is a difficult task, yet the
process of trying to reach out to readers of different languages never stopped. There is
no lack of variety in opinions and ways on what might be the best way to translate. With
that in mind, one has to understand the style and character of Rabindranath’s English
translation. We can imagine his reasons and history according to how he deemed it
appropriate to adopt his style. Maybe both artistic and psychological factors worked
simultaneously in the consciousness of the poet. Our advantage as Bengali readers is that
we can always match the original poem with the English translation done by the poet.
Given how faithful the translation is to the original or how it deviates from the original,
do we not gain some valuable insight into both the translator and the translation? The
majority of English readers, however, did not know the original poem, they saw the
translation of Rabindranath as a self-contained new poem. So, one must be aware of their

potential appeal as a self-contained independent creation.

Most importantly, if the analysis of the translation is on the one hand involved in judging
the reaction of the reader; on the other hand, it is also inseparable from the analysis of
the psychology of the translator. Moreover, in the case of Rabindranath’s translated
poems, there are hints of more complex psychology than the consciousness that worked
at the beginning of the poet’s translation period and when the reader’s reaction brings
about a subtle but far-reaching change in the poet’s mind. Surely this speculative history
of giving and taking between translator and reader is relevant to the fame and notoriety
of Rabindranath in England. The process of acceptance among the English readers
remains far more complicated.

What they found in Rabindranath’s poetry, how they understood him and analysed in
their own way is very interesting. It goes without saying that they might not have been
able to capture all the essence of the poetry from the special style of translation of the
poet, some people have clearly misunderstood. Yet the meaning they have generated,
even if it is wrong, does not diminish its importance. Detailed testimonies regarding this
can be found in various reviews of the poet’s books published in contemporary English
periodicals. The picture of the English mind and consciousness that we get from these
testimonies becomes clearer when we compare it with the history of contemporary

English poetry.
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Rabindranath’s comments about his own translation often deceive us. The first of the
two phrases he repeatedly tried to emancipate may not be untrue. But it would be wrong
to think of the second as the inevitable and normal consequence of the first. Rabindranath
has repeatedly said that his rights in English are limited. So his aim was to serve only the

essence of his poetry in simple English prose:
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There is excellence in the analogy of the poet, but it is difficult to say how appropriate it
is in the case of poetry. In poetry, the essence of the land of thought is expressed in the
crop of language, there is no way to separate the two. Therefore, it should not be
concluded that the incompetence of the English language is wholly responsible for the
special form of the translation done by the poet. It is not necessarily the style of
Rabindranath’s translation that is to be found in the conscious examination; in an attempt
to translate his poetic experience into translation with minimal distortion. However, the
poet is aware of this, the history of his observations is also unexplained, because he did
not formally express the rest of his thoughts on how the translation of poetry should be
in prose. He has given many opinions in letters, interviews and conversations. But all of
that is the aftermath of the success of the English Gitanjali. But his attitude towards the
translation of the poems, as to how it came to be intertwined with the various forces,
remains unspoken. If we look at the translations of Rabindranath’s poems by various
authors before the poet himself started translating it in 1912, we can clearly see how the
poet is approaching the well-known form of English translation by taking the
complicated path of rejecting the example of his earlier and contemporary translators. It
is possible to reconstruct the complete picture of the poet’s thoughts only by filling the

analysed decisions with a little sensitive imagination.

He himself took the task of translating his own poems. Breaking the mould of the original
poem and building a new one — which was the original essence of Rabindranath’s

translation, did not represent unlimited freedom. The poet did not forget the source, the

8 Rreibm GG (1)1 53, oiga, aAmAY 1 BT | FeTwTe: oSl agAfe | 3804 |

168



original, even for a moment. Apparently, when we think that the translation is moving
away from the original, we can simultaneously get the essence that it has never deviated
from the spirit of the original. Therefore, in “Ogo Mouno, Na Jodi Kaw Nai Koile
Katha”, the translation of the poem-71 of Gitanjali, the expression — Jwaliye Tara
Nimeshhara becomes the night / with starry vigil or another more complex expression —
Tokhon Amar Pakhir Bashay/ Jagbe Ki Gaan Tomar Bhashay becomes Then thy words
will take wing in songs from everyone of my birds’ nest. If we examine closely, it will be
quite clear that at the heart of the poem’s thought and composition was a complex
imagery of night and morning, silence and the contradiction of language. Although he
did not try to translate it literally, Rabindranath’s vision was to capture the rhythm. The
four paragraphs of the translation are therefore rotated in the verse of ‘silence night-
patience-morning-voice’. It is noteworthy that where imagery is the basis of thought, the
poet has used all his skills to capture it properly. The poet seeks to capture the submerged
imagery of the flow of the river, not only in isolated lines, but in the whole form of the
translation. This can also be seen in the many quoted translations of the multi-quoted
poem “Chitta Jetha Bhayashunya”; From the fifth verse of the poem, we get a glimpse
of this imagery:
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This imagery is also the mainstay of translation:

Where words come out from the depth of truth;
Where tireless striving stretches its
arms towards perfection;
Where the clear stream of reason has
not lost its way into the dreary desert
sand of dead habit: Where the mind is led forward by
thee into ever-widening thought and action—
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Although Rabindranath could not have captured “Marubalirashi” without the adjective

‘dreary desert’, the translation of ‘b1t @res=id e 712 &Iy’ is excellent. In the previous
stanza, ‘@i [ifTe @ite @ e fest e F«iR <71 /orery =k sreidfsrr, there was a very

simple and short translation like: ‘where the tireless striving stretches its arms towards
perfection’. In fact not all of the ideas were translated there; So, he brought some of it in
the latter lines. After saying that the flow of the river was not deserted, he directed
towards the expression — we ek shreder:

Where the mind is led forward by
thee into ever-widening thought and action—

This change has enriched the imagery a lot. In addition, repeated sentences of the same
grammatical structure (although they have variations in vibration) have brought an
irresistible momentum to the translation, the implication of “Into that heaven of freedom”
which has no respite until it reaches heaven. It is as if the form of translation is composed
in such a way that the imagery of the river is embodied in it.

One of the advantages of reconstructing the lining of thought is that it has been possible
to remove the opacity and immaturity that has often entered the original poem. It is
because of this different construction that we often sit down to judge the addition-
exclusion-change in translation from the original. It is not that there has been any
evolution or change of thought during translation. Sometimes the language has to be
twisted to make the two stanzas exactly identical and to keep the rhythm of the match
intact. As a result, there is an opaque cover over meaning in some places, and in case of
some, the poet had to add a line that is not an integral part of the original thought.
Sometimes there are some words, sounds or thoughts in the interplay of some words-
thoughts which are not very consistent overall. When the poet loosens the original text
in translation, allowing the lines of thought to capture their natural form in English, it
not only becomes straightforward and transparent, but also falls away from the center of
some rigid thought structure. For this reason, when we look at the translation of the
fourteenth poem of Gitimalya, we can relate the same:
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When translated, becomes:

It is the most distant course that
comes nearest to thyself, and that
training is the most intricate which
leads to the utter simplicity of a tune.

This version is more infallible and memorable. In another expression:
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If the meaning of the verses is not so clear in the first attempt, it is not surprising because

their grammatical relation is not very simple. In comparison:

The question and the cry ‘Oh,
where?’ melt into tears of a thousand
streams and deluge the world with the

flood of the assurance ‘I am!’

This version is undoubtedly more easily accessible.

In the poem no.151 of Gitanjali, the two stanzas of ‘cati= 2t g1 </w1? @R I07- the
two lines — “si= =nfa @t 1% =19/ @7 TEF o 17 and “TFE W AR 40E/39 AAF N 17—
both are omitted in the translation. Punishment of condemnation in spite of repetition is
not an integral part of the idea of the poem, but it is added for the sake of loosely
incorporating rhythm, harmony and balanced shape of the stanza. As a result, they did
not get the right to break the word structure of the original poem and reconstruct it only
in the order of thought. In addition, by adding ‘for’ between the two parts, Rabindranath

was able to summarize the true meaning of the poem:

They come with their laws and their
codes to bind me fast; but | evade
them ever, | am only waiting for
love to give myself up at last into his hands.
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Rabindranath was the first to realize that even a proper and sincere prose translation of
the line of thought is not sufficient for a faithful translation of the whole poem. The artist,
in his infallible sense, also realized that the translation needed to have its own form in
order for the method of translating its meaning to be fully effective. The overall meaning
and significance of the original poem will be retold in that form. So, when the poet allows
the lines of his thoughts to find their natural vibe in English and develops the form of
translation according to the overall meaning and significance of the poem, then he is
deeply faithful to the original translation of his poem. The fact that the new form was
created in comparison to the original poetic form is due to its subdued nature.
Rabindranath did not inadvertently resort to this subtle form of prose translation, but
sought out consciously so as to alleviate much of his poetic experience, the possibility
of the application becoming oblique in the traditional form of rhyming English poetry.

As a result, what Rabindranath was able to do is introduce a sense of newness in the
context of English poetry. Unknowingly therefore, he started his journey towards
English Prose-Poem. This particular form has been increasingly used in French poetry
since the mid-nineteenth century. But surprisingly, no English poet has long been
tempted to experiment with this, despite their acquaintance with the writings of Bruntier,
Baudelaire, Gerard de Nerval, and so on. There were, of course, examples of the
authorized form of the Bible. And there was the model of some of the prose stories of
Oscar Wilde, written during the time of Rabindranath, which had a format, actually very
close to prose-poems. In the first decade of the 20" century, in English poetry, suddenly
there was a tendency towards adaptation of prose-poetry. By that time the English
Gitanjali or Song Offerings entered. Perhaps because of his unfamiliarity with the
application of earlier French poets, and perhaps partly because he felt humiliated by his
right to the English language, Rabindranath could not claim credit for it. He was quite

satisfied by naming his translation as ‘Frankly Prose’.

But when it comes to building translations in new verses, does the English Gitanjali give
a full explanation of the style of translation? Through close examination, it can be seen
that there was another strong invisible pull on the poet’s translation process. Reading the
English Gitanjali, one can feel this invisible presence in every verse if he/she looks at
the language of translation with a subtle, alert and precise analytical vision. Naturally,

the translator’s sense of language becomes especially important when the translated line
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does not follow the original. The question is not just about English language rights. It is
important to note the type of English that he used—the poet himself calls it simple plain
English prose. However, there are some words, phrases that the sensitive reader has to
stumble upon—‘Droop and drop in the dust’ or ‘dreary desert’ or ‘sun embroidered
gloom’ or the use of semantic adjectives like ‘vague’, ‘sweet’, ‘strange’ etc. is sometimes
quite different. Poet’s English as a whole is confined to a particular area here, based on
a specific tradition of language-use. Although the distant memory of that tradition is not
visible, the poet continues to control the power invisibly. Gradually, all the changes,
additions and deviations that have taken place in the translation from the original cannot
be explained in terms of different constructs. Although the poet was not aware of this,
his English language sense played an active and significant role in the translation process
of Gitanjali. The history of the development of this English sense is quite complex, and
its mode of mediation between the original and the translation is also crooked. However,
it is impossible to fully understand the principle of translation in English Gitanjali or

Song Offerings without trying to understand him, the poet.

Gayatri Chakravorti Spivak in her book “The Politics of Translation” asserts that the act
of translating is associated with a sincere relationship between the reader and the
translator, the author and the text. Spivak further states that apart from the fact that the
author and the translator are two different people, the translator remains in a dynamic
linguistic space, where he/she can navigate between and within the languages of
translation.®® Tagore’s enigmatic mediation between the English and Bengali versions of
Gitanjali, rather than recommending a populist politics of translation, embraced
dexterous modes of concealment—retaining an aspect of oriental opacity for which some
of the most prominent poets of the time sought him out. Despite their praise of him and
the congeniality of their acquaintance with him, the modernist iconic poets remained
unable to access some of the poems of Gitanjali. There is an obvious contradiction of
desires in Yeats’s introduction to Gitanjali: to know of Tagore’s poetry and to have it
confirmed as unknowable. Yeats further suggests that the poems in Gitanjali call for a
second interpreter—a sort of fictive native informant without whom the actual

biographical empathy can remain unsuccessful. However, Yeats also makes himself the

% Spivak, Gayatri Chakravorty. “The Politics of Translation”. Inside the Teaching Machine. London:
Routledge, 1993, 95-118.
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means by which the Western audience might come to a glimpse of the original poet, even

if it is only a reminder of his unknowability.

Tagore’s was an incorporated character. His way of thinking of life, his verse and
instructive belief system, his social sense and political awareness, every one of the
features of his character were interrelated and brought each other into more extensive
help. To fathom Tagore’s instructive idea, it is, therefore, important to comprehend his
way of thinking of life. To Tagore, the entire universe is an appearance of one all-
powerful being which invades untouched and space. This is the reason he sees the
standard of solidarity in variety working no matter what—invigorate or on the other hand
lifeless, natural or inorganic. He perceives that there is a heavenly flash in every single
thing. This actuates Tagore to regard and love each animal of God, howsoever humble it
might be. This is the genuine premise of his naturalism, humanism and entomb
patriotism. His Gitanjali mirror this very cognizance and feeling. Tagore is essentially
an idealist. But his idealism does not allow him to escape from reality—the hard facts of
this material world. His inner world is coterminous with the outer world. Rabindranath
Tagore’s arrival in London in June-1912 marked a new chapter in the East-West literary
exchange; It was with the India Society, who published a limited edition of Gitanjali, his
free verse translations of selected Bengali poems and through Gitanjali, a paradigm was
set for modern literary reciprocity between India and the West.

4.3 “Gaan Bhanga Gaan”: transcreation

The journey of Rabindranath’s lyric writing is more than sixty years long. So many
discoveries have been made in this evolutionary path, which continues to fascinate and
amaze the followers of Rabindra Sangeet. Newness of expression can be observed
sometimes in the lyric poems, sometimes in the indescribable melody.

One of the uniqueness of Rabindranath’s compositions in this variety of creations, is the
application of ornaments of South Carnatic music in the melody of his songs. That loan
has come so aesthetically that it has never been imposed, it has actually passed the
melody and as end product, the melody has reached a new level. Tagore is the unique

composer in Bengali songs to incorporate this compositional-technique.
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How did the ‘exotic’ ornaments of the southern melody capture the essence of
Rabindranath’s imagination of beauty? In what process did this South Indian or
Karnataka flavour, in his melody, adopt itself, and take it to a new level of beauty?
Rabindranath had called on the geniuses from all over India and the world to Santiniketan
and many had responded. One of them was Sangameshwar Shastri, the weaver of the
royal court of Pithapuram. The king sent him at the request of Rabindranath and at that
time, Shastri was able to make an impression by playing his southern harp.
Rabindranath’s plan was to adopt the southern Veena to enrich North Indian music.
Rabindranath must have been fascinated by the wonderful sound of the southern harp.

Rabindranath came to Madras in the late twenties. At that time he was a guest of the
Theosophical Society in Adyar, where he came across a girl named Savitri, and was
fascinated by her songs. Savitri Devi was invited to Santiniketan and after listening to
her southern song, Rabindranath composed his own verses and completed them with
southern tunes. He has given a fancy form to that southern melody and brought an
indescribable melody to his lyric poetry. Some of the songs which were composed in this

creative circle with the beauty of the new form are:

—NeTer B SE FAHIT
—3Icer 9 eq U 70T
—JPTS} (T GICANRA
—q7A ] ORI (T T TN

—uT gOe 97 VT Oy

It was the golden age of lyric drama innovation. Rabindranath continued to create
wonderful poetry and melody by arranging nature as an actor. The new lyric drama was
performed in Santiniketan and as well as on various stages of Kolkata. When
Rabindranath started composing his very first song with the melody of the songs heard
from Savitri Devi, She was asked to sing the hymn of Meenakshi Devi. While listening
to the hymn, he began to write new verse that would fit the melody; then Savitri Devi
was asked to sing the newly composed Bengali song in the tune of ‘Meenakshi mey

mudam’:
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Strikingly, the melody of this special composition crossed the boundaries of southern
songs and merged with the domain of the songs of Rabindranath. Among these newly
created songs by Rabindranath, some of the early-composed songs have the name of the
melody in the notation as ‘Mysore Bhajana Sur’ or ‘Madrasi Bhajana Sur’ or
‘Shankarabharanam’ etc. But it can be said that though the melody of these songs is
certainly inspired by some original southern songs, they have become Rabindranth’s
very own. Likewise, the melodies of Dakshini Bhajana, that Sarala Devi used to bring
from Mysore to Rabindranath, and new songs were composed, no southern bhajana
singer would claim after hearing the re-enactment of that tune by Rabindranath to be

their own.

Indira Devi Chowdhurani has given a detailed and authentic discussion of broken tunes
in her book ‘Rabindra Sangeet-er Tribeni Sangam’. According to her, a group of dancers
used to come and present their songs to the poet, when he was residing at the port of
Bombay. Rabindranath was greatly influenced by those Kannada songs, which he later
decided to incorporate in his own creations. According to the list of ‘Tribeni Sangam’,

the songs mentioned below are directly influenced from the songs of the Kannada group:
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When Rabindranath’s lyric poems and melodies are sung in the singer’s voice and the

idol begins to take hold, its construction reaches its culmination by crossing the four
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levels or steps of the composition, asthayi-antara-sanchari-avog, which comes from the
Indian classical tradition. Rabindranath’s lyric poems are composed while keeping in
mind this technique of his melody. One by one, these four parts take the melody of the
song in a new direction and each turn appears to be a new melody of the song. The variety
of melodies in this part or ‘tuk’ inevitably brings a variety of moods — the passage of
landings, and the lyrics — the climax of the theme — the last words. Of course, all the
songs of Rabindranath are not bound by this classical rule. There are some notable
‘tappa-songs’ that end in two, three or four lines. Again there are some long songs, and
it can be seen that their melody repeats in every stanza. The song ‘Prothom juger udaya
digangane’, a prelude to the Gitabitan, has an antara that ends in two parts, a long
narration. Many of the stanzas of the Swadeshi stage, like the rich kirtan songs like Ohey
Jeevanballav or Nayan Tomare Paay Na Dekhite, or the wonderful lyric compositions
composed as poems like Krishnakali ami tarei boli etc. do not fall in this group, but most
of the songs of nature-love and worship consist of four ‘tuks’. These four tuk songs are
generally two-two by eight lines or two + three + two + three by ten lines. Again, it may

be more or less according to the sentence structure.

The Jorasanko Tagore family used to hold gatherings of the great master singers of
Bengal. Rabindranath has been listening to these songs from a very young age. Although
he did not regularly take up any kind of music training with anyone, music entered into
all of his nature very easily. We know that in his childhood, Rabindranath came in
contact with talented artists like Bishnu Chakraborty, Jadu Bhatta, Radhika Goswami.
When he composed music under the inspiration of Dada Jyotirindranath Tagore, Jadu
Bhatta and Bishnu Chakraborty, his songs were influenced by Hindustani music. His

deep respect for Hindustani music is reflected in many of his utterances:
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Not only from Hindustani classical music, he has also got the inspiration to create music
from different provincial music. Wherever he went, he listened attentively to the songs,
their melodic features, and did not hesitate to take them into his music if necessary. Of
course, he did it while maintaining his individuality. In this regard, Indira Devi
Chowdhurani mentioned in her Tribeni Sangam®?: In the early period of Rabindranath’s
music composition, the poet has composed melodies in strict accordance with the rules
and regulations of Marg music. So the names of Raga-ragini and Taal can be seen on
the songs of his first episode. But in later life he withdrew himself from composing
certain songs. Because he was a staunch opponent of imitation. In this regard, it should
be also mentioned that although he opposed imitation, he always congratulated
acknowledgment.

Surprisingly, he may not have composed his melody according to the specific melody in
the song, but it has been seen in many cases that the form of a particular melody may
have been specially captured in the song. There are also hints of several melodies in
many songs. In fact, the expression of various raga-ragini heard in his childhood was
tied in his heart. That is why the poet unknowingly expressed it through the melody of
the song. For example, the melody of Purabi or Kedara can never be found in the
morning song. Again, in any evening or night song, the melody of Bhairo, Bhairabi or
Tori Ragini will not match. So, it can be observed that Rabindranath, in order to maintain
the harmony of the melody with the underlying style of the song, has made an exception
to the rules of the raga-ragini; The purity of ragas like bhairabi or tori was not preserved
in the evening or in the morning, but it did not harm the overall flavour of the song.
Indira Devi Chowdhurani repeatedly suggests that Rabindranath’s understanding of
Ragas was so intricate, that he could effortlessly mix them according to the compositions.
It is not always possible to express the whole thing through a single raga. For example,
the varied form of the rain, its external form, its fickleness, the sad form of his heart, as
well as the merry form, cannot be expressed only by relying on the raga Malhar. There
is a need to mix more in the melody. So in many of Rabindranath’s rain songs we get a
hint of Mishra-malhar ragas. In some rainy songs, a mixture of one, two or three ragas
is completely different. For example, Raga Emon’s melody in “Rimiki Jhimiki Jhore
Bhadarer Dhara”, Raga Emonkalyan’s melody in “Ashar Sandhya Ghaniye Elo” can be

mentioned. Again, in the puja stage, the song “Tumi Ekla Ghare Boshe Boshe” is a
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mixture of Baul melody with Kedara tunes. In some songs, however, we only get the
remnants of rag-ragini. In this way, it is seen that neither the poetic form nor the melody
of the song has manifested itself in the combination of ragas or melodies, but the
combination of both has beautifully portrayed the overall form of the song.

Needless to say, this is the identity of Rabindranath’s unique genius of independent
thinking. Rabindranath never pursued classical music according to any conventional
tradition. He himself said, many times he used to stand by the door as a child and listen
to the songs of the masters who came to his house. In this way, it was only in that way
of listening and mere irregularity that he got his singing lessons, and from this he got the
inspiration to compose songs. We wonder why his songs have been recognized as so
admirable, beautiful and wonderful at the door of the world, especially by so many
conservative musicians in the country. The answer, of course, will be found, if we
understand and remember that Rabindranath came to us as an extraterrestrial man, and
an extraterrestrial man only manifested himself. So the work of listening and learning of
Rabindranath cannot be like that of the common people, his work was extraordinary.
Ever so true, his self-imposed melodies in various songs continue to enchant the listeners
even today. There is no doubt that he gained an extraordinary knowledge of raga-ragini
and melodies under the influence of his own inherent strength, even though he did not
practice it properly under a master guru. In fact, he embodied the abstract form of all
ragas in his heart with the radiant genius of his spontaneous knowledge. Apart from this,
it can be said that from the very beginning of composing songs, Rabindranath had paid
special attention to Dhruva-pada music, and therefore he has worshipped the greatness

and sweetness of that music in a beautiful and restrained way all his life.

Through such recognition, he has adopted in his music the tunes of Hindustani classical
music and various provincial music, as well as Western music, the Baul-Kirtan-Bhatiali
melody of Bengal without any hesitation. Just as different rivers merge into the sea and
give more fullness to the sea, so different melodies have merged into the songs of
Rabindranath and due to his luminous genius has gained immense depth like the ocean.
In this way, his music collection has reached perfection and has become radiant with its
own characteristics.

Thakurbari used to have regular music festivals. From Rabindranath’s confession, we

get to know that the Dhrupada songs were more popular in classical music:
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Rabindranath’s deep respect for classical music has influenced his music throughout his
life. Before discussing the influence of Dhrupada in Rabindra Sangeet, we must
understand what is Dhrupada song and when it originated. Dhrupada songs were one of
the most ancient classical music forms of India. The word ‘dhru’ means fixed and sacred,
the word ‘pada’ means song. Therefore, the meaning states—stable and holy song.
Dhrupada songs are a creation of classical music genre from the ‘Dhruv’. It has been
mentioned in Bharata’s Natyashastra. The details of this are found in the Sangeet
Ratnakar texts of Shangadev and in the musical documents of Parshvadev. Classical
music was practised and adored in the court of Mughal Emperor Akbar. Tansen was the
best of the many classical artists in his meeting. Since the time of Emperor Akbar, most
of the later Hindu and Muslim masters have followed different lyric styles or genres.
Raja Rammohun Roy was the first composer of classical music, particularly Brahma-
Sangeet, in entire Bengal. Maharshi Debendranath was so deeply influenced by this
classical music that as a result we see the practice of this type of classical music in his
family for long. Rabindranath followed this technique from his adolescence. Therefore,
in his compositions of that time, there is a special following of Marga-Sangeet,
especially in Raga-Tal-Lay. However, the language resources are his own. Although the
songs composed by him during this period are not full of his amazing individuality and
fullness, in most cases the songs have become a mixture of language, thought and
melody.

The ‘Bishnupur Gharana’ of Bengal is the own style of the prominent artists of
Bishnupur. Since Rabindranath came in contact with Bishnupur from his family side,
most of his Hindustani classical style songs have followed this Gharana. Among the
various genres of Indian music, Rabindranath adored classical music, specially
Dhrupads the most. One of his remarks about this states that — If the creation of these
dhrupads is more extensive than before, more multi-chambered, if there are many

variations in its range, then our talent in music will be world-conquering. In most of the
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compositions of Rabindranath’s early life, the dhrupadi brahma-sangeet, a direct
influence of Jaduvatta can be observed, as a homage to his genius. Following in the
footsteps of Jaduvatta’s Bahar Raga and Teora Taal, the classical song Aju Bahut
Basanta Pawan Sumand, Rabindranath composed a classical brahma-sangeet—Aji
Bahiche Basanta Pawan Sumand Tomari Sugandha Hey.

Rabindranath did not make much difference to the conventional style of Hindustani
classical music in composing and performing songs. However, classical songs of
Hindustani music were more prevalent and it was more popular. Rabindranath was also
inclined to infuse the charm of music through the four sections: Asthayi, Antara,
Sanchari and Abhog. That is probably why most of the songs, apart from the classical
songs, are arranged in these four parts. In the case of rhythm, classical Chautal was more
prevalent. Even before that, classical songs used Rudratal, Lakshmital, Santital,
Brahmatal, Mattatal etc., but later the use of these rhythms decreased. During
Rabindranath’s time Dhrupada songs usually used Chautal, Ara Chautal, Jhamptal,
Teora etc. and this influenced his compositions as well.

He has ruled out the excessive technicality of the rhythm, the excess of rhetoric because
he is basically a poet. Rabindranath felt that the excess of rhetoric in the music would
disturb the lyrics of his songs. Therefore, in his Dhrupadanga songs, the nature of the
Dhrupadas, as well as its seriousness has been maintained, and a wonderful harmony

has been maintained between the words and the melody.

Before discussing Rabindranath’s Dhamar-Anga songs, it is necessary to mention the
salient features of Dhamar songs. The position of Dhamar-Anga songs in Hindustani
music is just after the Dhrupadanga songs. Dhama is the name of a rhythm and the song
is called Dhama because it is sung to that rhythm. However, in the case of literature, the
words of Dhamar-Anga songs are a bit more fascinating and humorous than the classical
ones. Hori or Holi is another name of this particular form of music, as these are sung in
the Holi festival. It is more rhythmic. In Hindustani music, different groups of singers
have divided the rhythm of dhama in different ways. Although the rhythm of Dhama is
constituted of 14 levels, Rabindranath broke this rhythm structure and re-arranged it into
three claps, two empty — in this way. In the case of Rabindranath’s Dhamar-Anga songs
too, he composed it in a simpler format, without using the original technical excesses.

The prevalence of Kheyal songs in Bengal was particularly noticeable during the

eighteenth and nineteenth centuries, when the deposed masters of the Mughal dynasty

181



settled in Bengal; However, the popularity of classical music at that time was much
higher than Kheyal songs. Over time, the practice and popularity of Kheyal songs
continued to grow. Kheyal songs also became popular in different parts of Bengal, and
the practice of this particular type of songs also started in Bishnupur. However, in the
Jorasanko Tagore family, Dhrupadi classical music was chiefly practised and
appreciated, and Rabindranath himself preferred classical music to Kheyal. But later, the
popularity of Kheyal song increased so much in Bengal eventually, that even
Rabindranath could not ignore it. Though he did not compose Kheyal songs following
the complete Hindustani format, nor did he use Hindustani melodies like Taan, Boltaan,
Bistaar etc. in his songs. He did not want to overwhelm it with the weight of the melody
to give precedence to the lyrics. However, he has often used meer, gamaka etc. in his
Kheyal songs.

Tappa like Dhrupada, Dhamar or Kheyal are also a prominent genre of Indian music. It
is a Hindi word which originally means leap, and denotes something which is short or in
a summarised form. For this reason Tappa is shorter than Dhrupada and Kheyal songs.
Although as short as thungri, tappa is more serious than thungri. It has only two tuks—
asthayi and antara. Almost all the ragas of Kheyal are used in Tappa. The only difference
lies in the melody. These types of songs are faster and lighter in nature, and therefore,
are not suitable for God-related songs. According to many, this song was popular among
camel riders. Later, it was incorporated in Hindustani music after various modes of
transformation. Golam Nabi, a resident of Ayodhya, elevated the Tappa song to the level
of classical music with his own talent. Nidhubabu or Ramnidhi Gupta is credited with
making Tappa songs in Bengali from Hindustani Tappa. His Tappa songs were very
different from Hindustani Tappa. Later, talented musicians like Sridhar Kathak, Ram
Basu etc. gained fame in Tappa songs. In Jorasanko Thakurbari, Tappa-Gaan, especially
Nidhubabu’s Tappa song had a special status. Rabindranath used to sing Nidhubabu’s
songs. Rabindranath was fond of Sridhar Kathak’s song Ki jatona jotone mone mone
mon-e jaane. The simplicity of the lyrics and melody of these songs touched his mind.
This particular song by Sridhar Kathak has influenced some of Rabindranath’s Tappa
songs, however Nidhubabu’s tappa songs had a great influence on the mood of most of
his own Tappa songs. However, Rabindranath did not use ornaments like taan-boltaan
like Hindustani tappa in his Tappa-gaan; In the case of rhythm, he has composed songs

in the rhythm of Madhyamaan, Aaratheka, Teora etc. according to the general Tappa
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style. Rabindranath believed in acknowledgment or assimilation, not imitation. So, he
has used different components of Tappa in his songs very sparingly, which has given

birth to a completely new form— Rabindra-tappa.

In terms of content Thungri is a love song or a song of love dedication. Some songs of
this form are also sung at the Holi festival. The lyrics of these songs are very short. The
exact origin of the songs is not known. The great masters do not give thungri songs the
status of the classical, because the raga form is not always equally preserved here.
However, there is a need for sufficient technique in mixing melodies in thungri songs.
The use of taan in these songs is less. More focus is kept on fine tuning. Speculations
state that the artists of Kheyal songs might have created thungri songs. Later, like
Dhrupad and Kheyal, various gharanas of thungri songs were also introduced. Among
these, three gharanas are predominant:

(1) Lucknow gharana, (2) Benarasi gharana, (3) Punjab gharana.

Thungri songs gained popularity in Bengal right after the rise of Dhrupad and Kheyal
songs. But, Thungri songs were not very popular in Jorasanko Thakurbari. Although
Thungri songs failed to impress Rabindranath greatly, as there was less predominance of
words or phrases in the songs and more subtle craftsmanship of the melody; but some of
his creations took the model of some thungri songs like: Khelar sathi bidaay dwaar
kholo or Ki sur baje amar praane.

Apart from Dhrupad, Dhamar, Kheyal, Toppa and Thungri, there is another form of
classical music, they are called Tarana. It is said that during the reign of Alauddin Khilji,
Amir Khasru introduced this particular form of Tarana. It was customary to sing tarana
songs in the music halls of Kheyal songs. In Bengal, Tarana is called Telena. It was also
introduced and practised in this country just like Kheyal songs. Rabindranath was
somewhat influenced by this form of songs, though he did not use the exact metre in his
own music. Songs like Oi pohailo timir raati, Shukhoheen Nishideen can be mentioned
in this regard.

Rabindranath was not only influenced by Hindustani Classical music. Just as he
composed songs with lyrics inspired by his brother Jyotirindranath’s piano tunes, so did
he compose songs from tunes of Sitar like: Esho Shyamala Sundara, Mor Bhabonare Ki
Haway, Kothay chhili sajani lo etc. Influenced by South Indian melodies, Rabindranath

wrote a number of songs, the lyrics of which were sung by Savitri Devi. He also
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composed songs by adding tunes derived from songs of different regions including

Guijarat, Punjab, Mysore and Kannada. Regarding Kirtan songs, Rabindranath wrote:
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In order to analyse the reasons for this comment of Rabindranath and to determine the
effect of Kirtan songs in Rabindra Sangeet, it is necessary to first discuss something
about Kirtan songs. ‘Kri’ means praise. The word kirtan originates from the descriptive
hymns sung in praise of Lord Krishna. The love of Radha and Krishna is the main subject
of these verses. The prominent form of these verses can be noticed in Jayadeva’s
Gitagovindam. He named his songs Padaavali and this name was later adopted by the
Vaibhav lyricists. After Jayadeva, Srikrishnakirtana of Baru Chandidas, verses written
by Maithili poet Vidyapati which we find in mixed Brajabuli language, verses of Deen
or Dwij Chandidas have been composed. In addition to these different genres of kirtan,
another genre of kirtan called “Dhop Kirtan” originated in Bengal in the nineteenth
century. Although the verses are composed in Padaavali structure, this particular style
has a mixture of Panchali and Jatragaan, therefore also called as “Bhanga Kirtan”.
Rabindranath composed his kirtan songs in a combination of Padaavali verses and Dhop
kirtan. He has adopted the simple style of dhop kirtan. But the sentiment and tone of the
Padaavali verses has remained in full swing in his songs. He also used relatively simple
rhythms like Dadra, Kaharba, Teora, Jhampatal etc. without going into complications.

Rabindranath has discussed kirtan songs in his writings time and again:
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Such remarks by Rabindranath about kirtan music show how deeply the poet was
attracted to kirtan songs. Rabindranath was particularly fond of the verses created by
Jayadeva in Gitagovindam, Vidyapati, Chandidas, Gyandas, Govindadas and other
vaishnava poets. Especially when he was a child, he used to read the book Gitagovindam
frequently, although he did not fully understand the Sanskrit language at that time, but
the rhythm, beauty and melody of the verses of Gitagovindam fascinated him. Inspired
by this, he tried to compose Bhanushingher Padaavali. For example, following the
melody of Jayadeva’s “Patati Patatre Bichlita Patre”, his verses “Satimir Rajani
Sachakita Sajani” have been composed. Apart from Gitagovindam, the influence of the
Vaibhava poet Vidyapati and Govindadas’s Brajbuli language is very much found in
these verses.

“Ami jene shune tabu bhule achi”, “Majhe majhe taba dekha pai”, “Nayan Tomare Paay
Na Dekhite”— are some of the songs that Rabindranath composed with the influence of
kirtans. The melody of kirtan songs can be noticed in different parts of some of
Rabindranath’s songs as well. The compassionate plea in the song “Tobu Mone Rekho”
or “Krishnakali ami tarei boli”, “Ogo shono ke bajaay”, “Mori lo mori amay banshite
dekeche ke”, “Sakhi oi bujhi banshi baaje” the poet has painted various imagery with the
beauty of Kirtana melodies. In the song “Amar Mallika Boney”, the passion in the
background of nature is beautifully expressed in the melody of kirtan. Similarly, in the
song “Ami Takhono Chhilem Magan Gahan Ghumer Ghore”, the character of the kirtan
is beautifully highlighted and in the song “Aji ey Niralakunje”, in the background of the
new spring, the love and longing of a lady’s heart has become enchanting with the
melody of kirtan. In this way, the poet has composed innumerable kirtan songs
throughout his life. Despite the rules of ancient kirtan, the novelty, variety and sweetness
that the poet has infused in his kirtan-influenced songs deeply captivates the hearts of

the listeners.

Just as Rabindranath was influenced by Western melodies, he was also inspired by native
ragas, melodies and the Baul songs. In the last half of the nineteenth century,
Rabindranath was the first Bengali to encourage, especially the educated mass, towards
Baul music. Baul songs, of course, have been composed long before him. He himself
had for a long time been particularly attracted to Bengali folk life and folk culture and
Baul music. His attraction has gradually increased and deeply intertwined with his own

lifestyle. The poet had to spend a long time at Shilaidaha to look after the zamindari.
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There he met the common people of Bengal, got acquainted with their lives, and listened
to their songs. At that time he developed a deep interest in Baul music. Although he was
already curious about Baul songs from the very beginning, after visiting places like
Shilaidaha, Kushtia, etc., his attraction towards Baul songs intensified. As a result, the
influence of Baul in his numerous songs can be seen quite noticeably. Rabindranath

himself did not hesitate to acknowledge this effect in an unequivocal voice. In his words:

Those who have read my writings know that | have expressed my affection for Baul verses in many
writings. When | was in Shilaidaha, | always met and conversed with the Baul team. In many of my
songs, | have adopted various melodies from the Bauls and in many songs, Baul melodies have

merged with other melodies, knowingly or unknowingly. From this it can be easily understood that

the melodies and words of Baul have spontaneously merged in my mind at some point”.%

Shantidev Ghosh in his book Jiboner Dhrubatara® discusses the influence of Lalon
Fakir on Rabindranath and the combination of influence of different religions. There we
find out that when Rabindranath got acquainted with Lalon Fakir and came to know that
Lalon prefers to be a formless lover, he was deeply attracted to this vision. Later it can
be observed that Baul melody was essential in the poet’s patriotic songs. Through this
melody, the poet has evoked the excitement, insanity, enthusiasm and reassurance of life.
Such songs include: “Amar Sonar Bangla”, “Aji Bangladesher Hridoy Hote”, “O Amar
Desher Mati”, “Banglar Mati, Banglar Jol” etc. It should be noted here that the poet has
written patriotic songs with the essence of Baul; but, on the other hand, his songs like
“Jodi Tor Daak Shune Keu Na Ashe” or “Tor Apanjone Chharbe Tore” etc. are not songs
of mass struggle, but songs of single struggle and here too there was a need to incorporate
the Baul melody. The poet has deeply incorporated not only the Baul melody but also
the words and spirit of the Baul in his songs. The poet has used Baul’s emancipation,
their bond, the concept of man of soul, etc. in his Baul-angik songs. For example, “Ami
Kaan Pete Roi”, “Amar Praner Manush Ache Praane”, “Tomar Khola Hawa”, “Amake
Ke Nibi Bhai” — these are the songs of his exclusive Baul mind. Nature and love songs
composed in the last stage of the poet’s life have also been mixed with the melody of
Baul. Rabindra Sangeet has been given universality by mixing Baul melody with the

wonderful words of the poet. Baul tunes have become a part of Rabindranath’s own

% Thompson, Edward. Rabindranath Tagore—Poet and Dramatist. London: Oxford University Press,
1926.
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creation, gaining a new dimension by being associated with the words of the poet’s own
songs. The word “Saho;j”, widely used by the Bauls, is used repeatedly by Rabindranath
in his songs as well; Songs like “Sahoj Hobi, Sahoj Hobi” or “Ja Peyecchi Prothom Dine”
etc. are noteworthy in this context. He was fascinated by Baul song’s natural and simple
art-sense; the inner-thought of these songs attracted him in particular. However, he did
not imitate the melodies of any Baul song completely. In almost every song, he

efficiently mixed other tunes with some of the Baul tunes and created something unique.

Rabindranath’s song “Amar Sonar Bangla, Ami Tomay Bhalobasi”, which has won the
hearts of both the Bengals, is based on the melody of the Baul song: “Ami Kothay Pabo
Taare, Amar Moner Manush Je Re”. In the same way, songs like “Jodi Tor Daak Sune
Keu Na Ashey” or “Ebar Tor Mora Gangey” are also influenced by Baul tunes such as
“Harinam Diye Jagat Matale”, “Man-Majhi, Shamaal Shamaal Dublo Tori” etc. Also,
the song “Amar Praaner Majhe Shudha Achey” been composed by the imitation of
popular Baul song of Burdwan district: “Ma Yashoda, Tor Chele Ghore Jaay Ki”.

The songs that attracted Rabindranath right after the Kirtan and Baul songs were the
devotional music, composed and tuned by Ramprasad Sen. Rabindranath composed
many songs in these simple and authentic Bengali melodies; such as: “Ami Sudhu Roinu
Baki”, “Dekhbo ke tor kache ashey” “Priye Tomar Dhenki Hole” etc. Saari-Gaan or
Saari-songs are one of the most popular folk songs in East Bengal. The boatmen while
rowing the boat, sing the Saari-songs together. Rabindranath did not totally imitate the
melodies of the Saari-songs, rather just like Baul-Kirtana, he gave it a new form with
efficiency. Songs like “Aaj Dhaaner Khetey”, “Ami Maarer Sagor Paari Debo” etc. are
composed with an impression taken from the Saari-songs. The number of Rabindranath’s
songs with the combinations of multiple melodies is more than the usage of just a single
melody, collected from folk music. In this regard, eminent Rabindra-Sangeet artist

Suchitra Mitra remarked:

When the genre of Bengali music was especially tied to the heights of ragas, the composer
Rabindranath’s exuberance became overwhelmed with the recognition of neglected folk music.
Rabindranath used the immense richness of the musical variety of rural Bengal and the melodies of

folk music in his various songs.*
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Just as he has combined Kirtana with Baul melody on one side, he has also mixed Saari-
Bhatiali on the other. In that sense, each of the Rabindra Sangeet influenced by folk

music is therefore bright and distinctive in its own right.

Rabindranath was particularly influenced by Western music in his early life. While
abroad, he intensely listened to Western music. He later discussed various features of the
Indian music in his various writings. In his essay titled “Bideshi Sangeet” in Jibansmriti,

he states:
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— This gives us an idea of how deeply and thoughtfully he entered the depths of Eastern
and Western music. In his early life, Rabindranath indulged himself in various
experiments with the Western music. In his Balmiki Pratibha, he composed two songs
with the tunes of western music: “Kali Kali Bolo Re Aaj” and “Tobe Aay Sobe Aay”.
The tune of “Kali Kali Bolo Re Aaj” is deeply influenced from the song of ‘Nancy Lee’.
There were several songs composed under the influence of English or Scottish songs in

Kalmrigaya as well, like:

1. “Phule Phule Dhole Dhole” —taken from a Scotch song called ‘Ye banks and brees of
Bonic Doon’.
2. “Sokoli Phuralo” — taken from a Scotch song called ‘Rabinadir’.

3. “Tui Aay Re Aay Kache” — taken from the English song ‘Ye mariners of England’
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In addition to these two lyric plays, he composed three more songs, having direct
influence from English songs around 1885: “Ohey Dayamay Nikhil Ashray” (Go where
glory waits thee), “Purano Sei Diner Katha” (Auld Long sync) and “Kotobar Bhebechinu
Apona Bhuliya” (Drink to me only).

The influence of European music is evident in a few more of Rabindranath’s songs:
“Ami Chini Go Chini Tomare”, “Praan Chay Chokkhu Na Chay”, “Tomar Holo Shuru”,

“Amar Sokol Rosher Dhara”, “Tumi Amader Pita”, “Boli O Amar Golapbala” etc.

In some of the songs composed in his early life, Rabindranath adopted the melody of
western music, but later on he overcame much of it. In later life, Rabindranath
concentrated on his own creation without any direct influence; but his songs composed
at different times have indirectly or subtly recreated some essence of Western melody.
For example: “Ey Monihar Amay Nahi Saaje”, “Klanti Amar Khoma Koro Prabhu”,
“Birosho Din Birala Kaaj”, “Elem Natun Deshe”, “Vengecho Duwar Esecho Jyotirmoy”,
“Ha re re re”, “Kharabayu Boy Begey” etc. Even though the poet does not consciously
apply western melody in many such songs, we get a hint of it. This is called assimilation.
Rabindranath’s own melody blends with the melody of western music in these songs,

which makes the songs more diverse.

From an early age, Rabindranath had a very clear idea of the nature of Indian music. As
he was nurtured in the climate of classical music, he noticed that successful music could
not be composed without proper melody. According to him:

“The singers place the music on the unconscious mass, I want to bring it to life, they sit
down to bring out the melody, but I connect the melody to express the meaning of the
words properly.”®

This is why he set out to open the door to new possibilities of music in the place of
lifeless court-music — composing songs, which are truly unique in nature, one by one.
But he did not only stop there, rather he started mixing ragas to establish life in the tunes,
indulging in a revolutionary experiment; and with the touch of his extraordinary genius,
they became an eternal treasure. At the same time, he did not neglect the various rural

tunes of Bengal, his Rabindra Sangeet included the essence of Baul, Kirtana and much

100 Thompson, Edward. Rabindranath Tagore—Poet and Dramatist. London: Oxford University Press,
1926.
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more from the heart of Bengal itself. Moreover, not only did he successfully compose
his own songs by applying melodies of different provincial music, but his songs also
amalgamated different melodies of western music, that came hand in hand with the

Indian ones.

The development of the composer Rabindranath and of his music took place at several
stages — the characteristics of the different melodies were not so evident in most of the
songs, created during his adolescent period. In the second phase, his songs got a new
momentum with the combination of western tunes, different ragas and Baul tunes from
Bengal. It is at this stage that the prelude to Gitanjali can be seen in the songs of the
Naivedya. Besides, he also experimented with new rhythms like Navtaal, Ekadashi etc.
during this period.

Then came the bold and strong melodies of Swadeshi songs. Songs, influenced by the
tunes from Kirtana also came into existence at this time. And in the third stage, there is
a wonderful variety in the melody of the songs, composed for the dance-dramas like
Shyama, Chandalika, Shaapmochan and Chitrangada. In this way, very consciously,
Rabindranath instilled a new momentum in music. The various forms of folklore, the
beauty of its thyme and literary value influenced the poet’s literary pursuits in many
ways. In this context, Amit Chaudhuri in his book “On Tagore: reading the poet today”
said: “From the beginning of the poet’s life till the last age, Bengali folk literature and
folk culture were manifested with a unique glory and significance in Rabindranath’s

mind and consciousness.”’10!

It is known from Rabindranath’s own words that he was particularly attracted by the

variety of ideas, language, melodies and subject-matters of folk music. He says himself:

Just as many tiny and big rivers spread their nets in the courtyards of Bengal, so did the streams of
music flow in different streams. Yatra, Panchali, Kathakata, Kabir-gaan, Kirtana and so much more

resounded all over the country; I don’t know if there is any other country with so much diversity in

folk music.19?

101 Chaudhuri, Amit. On Tagore: reading the poet today. New Delhi: Penguin, 2012.
102 Thompson, Edward. Rabindranath Tagore—Poet and Dramatist. London: Oxford University Press,
1926.

190



4.4 Problematics of translating performance text

When he translated his Bengali songs and poems into English for Gitanjali: Song-
Offerings, Rabindranath Tagore seemed to have had an understanding of translation in
his mind. In contrast to Dryden and Tytler, he did not write any treatises on the theoretical
aspects of translation, and he did not give any similar lectures on how to translate a
particular author like Matthew Arnold did. Likewise, he did not give rise to any discourse
on translation in the manner of Walter Benjamin or Jacques Derrida. Commenting on the
nature of translation writing and its tone, Tejaswini Niranjana points out: “Nearly all
speculations on translation exists in the form of translators’ prefaces to specific texts,
and the tone they adopt ranges from the apologetic to the aggressively prescriptive”.1%
Even so, Tagore did not write any such ‘preface’ other than a one-line confession about
his translator’s mode in the preface to The Gardener and his writings on translations are
descriptive and interpretive.

With the publication of his Gitanjali: Song-Offerings (1912) from the India Society in
London and its phenomenal worldwide success that was rewarded with Tagore’s Nobel
Prize in 1913, Tagore became an overnight literary celebrity. At home and abroad, his
friends and admirers enquired about his translated works, and he had to reply to their
questions about what Buddhadeva Bose called a ‘miracle of translation’.*** According to
Jacques Derrida, “every translator is in a position to speak about translation”.1%

As a translator of his own works, Tagore provides a more intimate understanding of
translation than any other translator. A resolute letter-writer, Tagore came in contact with
a huge number of individuals, openly communicating his views on various scholarly
issues. Whereas, talking about his self-translation, he has made plenty of articulations on
interpretations in common on the premise of his first-hand encounter of deciphering his
composed lyrics. A few of his interpretation are only self-translation-centric, indeed in
spite of the fact that they show up to be concerned with the hypothetical perspectives of
interpretation. But most of the explanations on the differing angles of interpretations lie
scattered here and there within the multitudinous letters that he composed amid his long

life. Other than that, he took up for dialogue, from time to time, the issues of

103 Niranjana, Tejaswini. Representing Texts and Culture in Siting Translation, Orient Longman, 1992,
49,

104 Bose, Buddhadeva. An Acre of Green Grass. Calcutta, 1948, 15.

195 Derrida, Jacques. Difference in Translation. ed. Joseph F. Graham, Cornell University Press, 1985,
184.
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interpretations indeed in private discussions as well as interviews to remote daily papers
or diaries. It is by collating his various explanations and remarks on interpretations that
ready to have a well-coherent thought of what may be called Tagore’s concept of
translation. Tagore translation’s theoretical aspects have not been adequately addressed
by critics. Shyamal Kumar Sarkar presented many of Tagore’s remarks and statements
on translation from 1900 to 1939 in his article “Tagore on Translation” (1977). However,
they don’t give us a coherent understanding of Tagore’s translation theory. When
discussing his translation practices, Asrukumar Sikdar mentions his translation thoughts
when discussing “Kabir Anubad” (1998). His book does not elaborate much on Tagore’s
translations as a whole, simply because they are outside the scope of his book.
Translation, as conceived by Rabindranath, is basically a ‘rewriting’ or re-creation of the
original text. Recalling his experience of translating the Gitanjali poems he writes to
Indira Devi (dated 6 May 1913): “...1 took up the poems of Gitanjali and set myself to
translate them one by one. You may wonder why such a crazy ambition should possess
one in such a weak state of health. But believe me, | did not undertake this task in a spirit
of reckless bravery”.1%

The aim of Tagore’s English rewriting of his Bengali poetry was to ‘recapture’ the
creative mood as an aesthetic experience. Once again it can be observed that regarding
his proposed translation of his own short stories, he writes to Rothenstein (dated 31 Dec.
1915):

“Macmillans are urging me to send them some translations of my short stories.... They
require rewriting in English, not translating. That can only be done by the author himself

but I do not have sufficient command of English to venture to do it.”’

Evidently, Tagore here distinguishes between ‘translating’ and ‘rewriting’, the former
implying ‘word for word transference’ from one language to another, and the latter,
sense-for-sense transference leading to the ‘re-birth’ or ‘reincarnation’ of the original in
the target language. In his letter to Ajit Kumar Chakravarty [dated 13 March 1913],
Tagore drew a similar distinction between translating and rewriting. This letter remains

a seminal statement of his concept of translation.

106 Tagore’s letter to Indira Devi; A Tagore Reader. Ed. Amiya Chakravarty, 1961, 21.
107 Tagore’s letter to Rothenstein; Imperfect Encounter. Mary M. Lago, Harvard University Press, 1972,
216.
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Ever since | came to Urbana | have spent my mornings in writing out my lectures in prose and the
rest of the day in translating my poems... it is the translating of my poems which pleases me most—
it simply seizes me like an intoxicant. To transfer to a different language what | had once composed
is an aesthetic enjoyment of a kind. To me it is the reception of the bridal pair following the ceremony
of marriage. The marriage has been ritualized but the bride has to be introduced to the larger
community. When the guests accept refreshments at the hands of the bride the union of man and wife
becomes an accepted fact of the world. When | wrote the poems originally in Bengali it marked the
union of the poet and his poetry; at that moment | had no clear awareness of any other motive. But
when | translate the same, | virtually extend an invitation to others to come and partake of something
at the bride's hand. It is happiness of another kind.... Repeatedly, repetitively | am erasing and striking
out, brushing up and chiselling—acting as if in a frenzy. Nobody here would accept that these are
translations—none would hear that these were originally written in Bengali and written better. As for
myself, I, too, cannot quite dismiss this opinion as entirely unjustified. In fact, one cannot quite
translate one's own works. My right with regard to my own works is not of an adventitious sort. Had
it been otherwise than inherent, | would have, unlike what | do, to account for each word | use. |
intend to carry the essential substance of my poetry into the English translation and this means a wide
divergence from the original. You may not even be able to identify a poem of mine unless | do it for
your benefit. Many of the poems have naturally become much shorter. Usually a poem springing into
expression in Bengali comes with all the playful amplitude of language and cannot resist a display of
its patrimony in public which for her is the bridegroom’s family. But while travelling abroad the same
ornaments would become a burden and are therefore to be left behind. Especially while on pilgrimage
the glitter and the glory of dress and ornaments are unbecoming. | am engaged in divesting my poetry
of its adornments—it has attired itself afresh retaining only its bridal veil; it has not turned European,
however, by wiping off the essential signs of marriage—the auspicious marks of vermilion and the
iron bangle. I cannot for all such reasons dismiss the oof English readers who emphatically refuse to
treat those poems as translations. Had these been mere translations these poems would have had but
a temporary stay at an inn in the course of their journey abroad, they should have conducted
themselves in a manner suggesting an intention to go back home soon. But readers here have
welcomed the poems as if these are their near and dear ones and not guests.... The English language
has a beauty and a splendour of its own and my poems will also attain a class if they achieve the
rebirth by being invested with the virtues of the English language. | experience a new delight because
I have this in view as | write these. | am acting under no pressure and | am short of time in respect of

any other form of writing.%®

A comment on this letter was provided by Sujit Mukherjee in his ‘Translation as

Recovery’: “This letter is very important because it is an attempt to explain and defend

108 Sarkar, Shyamal Kumar. Tagore on Translation. Visva-Bharati Quarterly 43:1-2(1977), 75.
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the mode of translating or reworking his own poems in another language that he had

practiced prior to his departure for England in May in 1912....7%%°

As a matter of fact, here he describes his concept of translation and defends his method
of ‘translating’ at the same time. His hypothesis and practice of interpretation are
regularly inseparably intertwined to the point that while talking about his self-
interpretation, he is found articulating, maybe unknowingly, a hypothesis of
interpretation, or, to be exact, examining a specific part of the interpretation issue. A
nearby assessment of this letter will, most likely, edify us on the hypothesis and practice
of Tagore’s translation. Firstly, he makes a comparative discussion on the literal or word-
for-word translation and what may be called ‘rewriting’ or creative translation. He speaks
of the aesthetic joy that he derives from ‘rewriting’ or creative translation, a joy that
literal or word-for word translation cannot provide. Since Tagore cannot translate
literally, he follows a translation method called ‘rewriting” which does not require him
to ‘account for every word’ of the original. On the contrary, he rewrites his Bengali
poems in English drawing on what he calls their ‘essential substance’. In other words,
he takes much liberty with the original poems interpreting them in English following the
promptings of his creative imagination. Secondly, Tagore has no hesitation in accepting
translation as a form of original creative writing with the poem of which it is a

translation.

One is left astonished by knowing how many songs of the Gitanjali, Rabindranath had
to improvise more than once for the final version.
A poem named “Light, oh where is the light?” in Gitanjali, from the original bengali
“TRINR W (FINR 6t @ has innumerable corrections and improvisations, manuscript-
image of which has now been printed in many bilingual Gitanjali. If we look at the
difference between the original text and the revised text in another poem from Gitanjali:
1 @ =fftd @e1 9eifRer’, one may point out that initially in the manuscript, the poem had the
line:

O W 9T e e

But, later it changed into: &7 @ =1 97 IR

109 Mukherjee, Sujit. Translation as Recovery. Delhi: Pencraft International, 2004, 86.
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One of the major changes throughout the poem is this g of the manuscript, became ‘@

in the later printed version:
Gz oI FF] O

F cormMT foeT 2T,

Foley I AT T

— took the form of: GTTRET NFT AC
i feer 210,

Foly I T T

That is why even in the English translation of Gitanjali, ‘7" has been represented instead

of <gf¥’: “He came and sat by my side”.

In the notebook in which Rabindranath translated Gitanjali into English, there are three
complete translated-poems, that have not been compiled in any of Rabindranath’s works.
In the manuscript of Gitanjali’s English translation contains a total of 86 translated
poems. Of these, 83 poems are known to all of us but the other three translated poems
are still not a part of any collection. Not all the poems of Rabindranath’s English
Gitanjali are taken from Bengali Gitanjali; some are also adapted from various books
like Gitimalya, Naibedya, Kheya, Achalayatan, Shishu, Smaran, Kalpana, Utsarga etc.
Of the three English translations of Rabindranath that have been banished to the
manuscript page, the first is poem no. 144 of Gitanjali, the second is poem no. 28 of

Gitimalya and the third is poem no. 70 of Nivedya.

Poem no. 1 (translation found in the manuscript):

On the day thou break it through this my
name, my master, | shall be free and leave
this phantasy of my own creation and take
my place in thee..
By scribbling my name over thy writings
| cover thy works. I know not how further such a horror could be carried.
This pride of name plucks feathers from
others to decorate its own self and to drown
all other music it beats its own drum.
Oh, let it be utterly defeated in me and let the day come when only thy name will play
in my tongue and | shall be accepted by all by my nameless recognition.
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Original poem (Gitanjali poem no. 144):

FIToY 7 FHICT 1,
S-S TN T©
COTSIF FC SN e |
(BT COIIF FCOF (T
PO GIF P G
G GG AT I |
SIS Teg 299 P
A T TGS 573 1
AT 7T TGS 5T
GINF G T AP-TT 5,
COTNT 7 @7 o3,
T eeF 15579 ey
[T A |

Poem no. 2 (translation found in the manuscript):

More life, my lord, yet more, to quench my thirst and fill me. More space, my lord,
yet more, freely to unfurl my being.
More light, my lord, yet more, to make
My vision pure. More tunes
my lord, yet more, stirring the strings of my heart.
More pain, my lord, yet more, to lead
me to a deeper consciousness. More Knocks,
my lord, yet more, to break open my prison door. More love, my lord, yet more, to
completely drown my self.
More of thee, my lord, yet
more, in thy sweetness of grace abounding.

Original poem (Gitimalya poem no. 28):
a9 e eI e

(1T QCs] e Qies] 7le e
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©F G0 ©F O (FICT QI I QNN G T
ST G G G
9Z T, &Y, UIcen |

©F QI QT Sl 716 O
QI G @ @
716 (AT QRN SO 1
G157 RO 14 GO

(FT T @Y (T P @Y
G AT G T
7T G T F T

THNCT AT

O QT ST QT PR AT

Poem no. 3 (translation found in the manuscript):

Thy rod of justice thou hast given to every man on this earth
and thy command is to strike
where it is due. Let me take up that harsh office from thy hand with bent head and meek
heart. Where forgiveness is sickly and self indulgent give me the strength to be cruel.
Let truth flash out from my tongue like a keen sword at thy signal
and let me pay my best homage to
thee by righting wrong with all my power. Let thy wrath burn him into ashes who does
what is unjust or suffers injustice to be done.

Original poem (Gitimalya poem no. 28):

COINIF MET 78 QCoFT e

g9 AR Ve, ACeNFT T

faczre =Fers, @ FenEEer

7 &% STRNT ©F (T G2 FIS
FRAC, ©F I X MR T PY A

T L T G,
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@ FE, [P @ 7 AT o9
COIIT T | I TAN T
TS W GeF ITIF-T
COIIT ZFS 1 T TR ©F T
COINIF Q517077 763 [er B 1
G (7 P, G, G (T L

©F Y (T ©ICF 9N 7/

There are obviously certain difficulties faced in the process of changing the form of
poetry. However, some trans-creations have been termed as ‘versions’, which is nothing
but a new creation in a pattern very close to the original, adopting the idea of the original.
The question of fidelity in translation is complex, it is difficult to gain fidelity, but that
is why this question and effort cannot be considered irrelevant. The modesty and respect
that we expect from a translator facing the original, as embarrassing as the deplorable
lack of it among the so-called ‘version’ writers, is their eagerness to claim that their own
translation is a re-creation. In fact, the creativity of the translation and the fidelity to the
original poem are not related to each other. The concept of ‘version’ is also worth
mentioning in the discussion of Rabindranath’s own translation. The credibility of the
translation and the intent of the translator are in doubt only when the occasion becomes

the basis of the original poem. Therefore it can be seen in songs like:

foge Tl O 4T,
IR [RolaE a7,
Gz T [ FE

L AI-T 2

With the omission of the appropriate English synonyms in the translation, the English

reader is satisfied with the familiar words and expressions:

O, blest thou ever-hallow 'd land.
That feedest many a foreign strand,
Flowest with Gunga, Jumna bland,

Pure nectar-bosmed thou!
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More translations like this can be found in Robi Dutt’s attempts to translate Tagore’s
poems in his collection “Echoes from far east and west”. There is no doubt that Robi
Dutt’s translation has a kind of apparent skill. He did not try to imitate the shape of
Rabindranath’s songs and poems, the increase and decrease of the lines or the rhythm
for that matter. In some cases there are also efficiency in the form and shape of the
rhyme-scheme. It is permissible for him to omit the original verse or to add his own verse
(to duplicate the stanzas or for the sake of similarity), but it can be also pointed out that
while finding it difficult to transform Indian thought-connotations, he took the liberty to
replace them with similar words-connotations of English poetry. In Rabindranath’s own
translations, the principle of addition-exclusion-change is quite the opposite. A striking

example of all this can be found in the translation of ‘Manaspratima’:

N T N W G
ST KT A4,
v Yo/ [
qf @ TT WY A
(O AR T —
oE @R o T,
et T 9 [

The transformation that took place in the hands of Robi Dutt left no possibilities of
recognizing the originality of Rabindranath. He became a mixed and fluid version of

some well-known English poems:

Thou-my cloud of twilight sweet,
With the sunset-winged feet;
Thou — the heart's ambition high;
Pilgrim of my lonely sky,

I, combining in a whole
All the sweetness of my soul,
Thus have made thee-mine thou art,
Mine, sweet pilgrim of my heart.

There are also influences of Marvel’s ‘To his Coy Mistress’ in the sentence structure of
‘I, combining in a whole / All the sweetness of my soul’. Robi Dutt is helpless wherever

there is unguenchable anxiety in Rabindranath’s poetry.
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Loken Palit’s translations of Tagore’s poems are much easier to comprehend for English-
speaking readers. But there are some subtle touches left in the translation of
Rabindranath which distinguishes these translations from the translation of an ordinary
sensitive reader. Palit’s ‘I hold thy hands’ may follow the English style of grandeur, but
‘I clasp both thine hands in mine’ done by the poet himself, is much richer to convey a
hint of longing. Rabindranath can create a successful translation, free from the tyranny

of literalism: The breath of the twilight is deep with the fullness of a farewell feeling’

can utter the deep-rooted essence of — ‘wtz f& = <tz/fmEfwameare s <rsr. This ideal

method of converting phonetic connotations into poetry can be found in the English
Gitanjali. However, in a few cases, neither of the two translators could bring the richness

of the original content. Rabindranath’s own translation of ‘@ @e s/ o was ‘the

immortal flame’, whereas Loken Palit’s attempt remained — ‘Thy sweetness veiled’.

The gap between this first attempt of Rabindranath in the natural judgment of translation
and the interpretation of Loken Palit is quite contrasting. These two can be taken as
examples of two opposite ideologies of translation. Any translation has two edges, two
distinct entities of the original language and the target language, two different
biographies combining the formation, pronunciation, connotations of language and
culture. The ease of poetry in the original language, is the chief hindrance for the
translator, as he/she tries to present the language as simple and natural as possible
through the translation. But the translator has to make an inevitable decision only when
it becomes almost impossible in the language of a completely different character like
Bengali and English. To whom will his initial loyalty be? Will he try to translate every
thought-image-imagery of the original, even if it is not easily digested in the intended
language, even if it appears with a foreign look; or will he be more loyal to the reader of
the language of translation, insisting on making the translation a neat poem without
hesitating to take some liberties about the original? Rabindranath and Loken Palit made
two different decisions. They have translated from two ends. The young poet
Rabindranath is faithful to his poetry, this affection is natural. Loken, however, insisted
that the translation be accepted as English poetry. This radical difference in the
background and perspective of the two translators is particularly noteworthy.
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Surely Rabindranath had the opportunity to compare Loken Palit’s translation with his
own translation. Even if it hadn't happened in the eighties and nineties, it would have
happened after Loken’s translation was published in the Modern Review. First of all, he
must have noticed the superiority of Loken’s style of translating the meaning of the
whole poem, rather than translating each line. Second, did Rabindranath have a dilemma
about translating his poems into the rhythmic traditional form of English poetry, a
dilemma that would soon turn into reluctance? He should also note that the translation
of the poem needs to pay special attention to the form of translation, otherwise the
content and experience of the poem will not be properly reflected in the translated
version. There was a growing feeling that the use of the conventional language and
rhyming form of English poetry could stand in the way of a faithful translation of his
experience. In the same way, for the same reason, it was questionable whether the
translation form’s own sharpness will be alleviated by adopting the muted form of prose-

poems.

In the early half of 1912s, Rabindranath returned to the English translation of his poems
to fill an unwanted leisure at Shilaidaha. In his letters to Indira Devi, he gave a pleasant

description of his situation there: “.. =y ITEICF =@ AL T GF6! A FIe QTS (F\GA
1’10, But it was not unnecessary at all, the translations did not happen casually. There

was a long thought behind it. Although not uninterrupted since the first attempt in the

1890s, he occasionally had to think about the English translations of his poems.

Translations of short stories began to be published long before 1911s. Naturally, it was
quite the right time for translation of the poems. Some foreigners have expressed
curiosity to get the translation of the poems just by hearing about the fame. Ramananda
Chattopadhyay showed a special interest in taking the poet to foreign readers and from
the arrival of Anand Kumaraswami to Santiniketan in March, 1911, the matter began to
take shape. With his help, Ajit Kumar Chakraborty translated two poems from “Shishu”
— ‘Janmakatha’ and ‘Bidaay’, and it was quickly published in two consecutive issues of
Modern Review. The second, however, has been advertised as a joint translation of the
poet and Kumaraswami. But it is almost certain that it was Ajit Kumar’s translation.

Rabindranath’s responsibilities here were limited to a few modifications. Later, when

110 3ot (7R IR @21 55 1 157, TRwmAL | HFng | Fedren fgee agafere 13809 |
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Rabindranath himself translated the poem in The Crescent Moon under the title ‘The
End’1, the entire translation took a different form altogether. The principle behind the
two translations is quite different. However, the benefit of this revision was probably
that his vague feelings about translation became sharper and clearer. Rabindranath has
repeatedly praised Ajit Kumar’s translation in his letters. He did not forget to mention
his popularity among the foreign readers. He translated both the poems ‘Janmakatha’
and ‘Bidaay’ in a completely new way. These transformations bear irrefutable proof of
the poet’s secret dissatisfaction with the earlier version. It is quite clear that Rabindranath
took Ajit Kumar’s efforts in front of him, while translating ‘Janmakatha’. The significant
difference in the translation of the first two stanzas is noticeable. Where Ajit Kumar
literally translated the first stanza and used the present tense of verbs, Rabindranath used
past tense in accordance with the style of narration. As a result, however, the whole
translation gained a clear momentum, which was absent in Ajit Kumar’s translation. The
difference from the third stanza is evident:

QT T AT AT—

AT G2 (NerT WF

FOHIET (F FPCRIT (P Gl |

Ajit Kumar’s translation is:

In all sweet hopes that ever were mine,
In all my loves and desires,
In the life of my mother and in grandmother’s life hast thou lived.
In the lap of the Lady
who rules in our house
Thou hast for ages been hidden
my dearest darling.

Rabindranath’s translation has rejected the excesses:

In all my hopes and my loves, in my life,
in the life of my mother you have lived.
In the lap of the deathless spirit who rules our home
you have been nursed for ages.

11 Tagore, Rabindranath. The Crescent Moon. London: Macmillan, 1913.
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Whereas, Ajit Kumar did word-for-word translation, Rabindranath wanted to capture the
essence of the thought. The two words that he includes in the translation, avoiding literal
translation — ‘deathless’ and ‘nursed’, add to the glory of the translation. The next stanza
also is remarkable in Rabindranath’s translation:

e T3 12371
Cedfe g,

92 fofe (Tsees el e,
qINIT OFT GiF T
wIoCT 2l T T

(1T T (TS [

Ajit Kumar’s translation is:

When in girlhood my heart
Like a flower was opening
Thou wast a sweet fragrance about it:
Thy own tender softness
Thou gavest, unknown,
To my youthful form,
My dearest darling.
And in the transformation that took place in the hands of Rabindranath, the translation

became the rival of the original.

When in girlhood my heart was opening
its petals, you hovered us a fragrance about it.
Your tender softness bloomed in my youthful limbs,
like a glow in the sky before the sunrise.

The poet kept the implicit metaphor as implicit, not allowing its connotation to be lost.
In addition, he added another analogy at the end, which did not follow the original, but
highlighted his inner soul with amazing skill. The difference between the application of
the two translations is obvious. There is a straightforwardness in the poet’s own
translation, beside which Ajit Kumar’s translation seems to be full of words. The main
idea of the poem can be touched as easily and directly as in the translation of
Rabindranath, but not so much in the translation of Ajit Kumar. The poet’s translation

of the central idea of the poem has not been distorted for even once.
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He freed himself from trying to follow the language of the original poem, leaving only
the direct appeal of the translation to be the main one. In the translation of the last two
stanzas, much of the original is omitted. Ajit Kumar’s translation policy is different. If
we try to comprehend, we will see that this principle is in fact similar to the first
translation attempt of Rabindranath in the 1890s, although the poet himself has moved
away from that principle. Ajit Kumar’s translation could not go beyond the actual word-

for-word form of the poem.

The translation of ‘Bidaay’ which was published in the Modern Review under the name
‘Bidaay (Farewell)’ belong to solely Ajit Kumar. An accurate Rabindranath’s translation
can be seen in The End’ of The Crescent Moon. However, in ‘The End’ the thought of
each stanza is transformed into one or two sentences:

In the gusty night when the rain patters on the leaves

you will hear my whisper on the bed, and my laughter

will flash with the lightning through the open window

into your room.

In the combination of such successive sentences, there is an overall and concise
straightforwardness in translation. This is the most striking difference between the
translations of Rabindranath with the translations done by others.
Successful poetry speaks for itself, its significance is embodied in all its forms. The same
goes for successful translation. Most of the translations of the English Gitanjali are a
shining example of this. But whenever there is a need for explanation in the translation,
the flow and effective essence is somehow lost. It is more important to translate the
essence of the original poem than to translate it literally. If we look at poem no.8 of the

English Gitanjali as the translation of <eiz wtel @ ¥ see @ fiwez, the original
essence is somehow lost.
In the Bengali poem where we have lines like:
7RI e 71 I ¢y BT AT e
G-I NG |
In its translation:
...Iit is no gain, thy bondage of finery.

if it keep one shut off from the
healthful dust of the earth
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—the unnecessary addition of the word ‘healthful’, brings forth the tendency of providing
an explanation. The biggest criticism is that the idea of ‘healthful’ was not in the original

poem, it was an irrelevant import.

Theories instead of experience, advice instead of feelings are more broadly found in the

next translation. Like many Baul songs, the poem ‘== s =ify feers fica /223 a0 is
actually a conversation between the poet and his inner self, which is predominantly
missed in the translation: ‘O fool, to try to carry thyself upon / thy own shoulders!” — the
character of this address is so different, with the disappearance of the posture of the
interlocutor, the depth of the narrated experience also changed drastically.
The last stanza of a very well-known poem —
T TG SN G
I [V Of Efares,
I T T N
—in the translation, Rabindranath, as usual, did not give importance to the words but
highlighted the inner meaning:
that | may/never lose the bliss of the touch of the/one in the play of the many
Similar technigues were followed in the case of the translation of —
SO ERACIE RS DS b I
©IZ (O], &Y, (R G (T,
COINIT C2F CEENCIAT 2T,
IS corIF e
TR 9T AR

But the English reader will remain bereft of the deep understanding that the Bengali

reader gets from these lines:

And for this/thy love loses itself in the love of thy/lover,
and there art thou seen in the perfect union of the two.

The Bengali version of the poem is full of immersive imagery. The idea of € csr= gor=-
sETe — is not absurd to the Bengali reader at all, because behind it there is a hint of

Radha-Krishna-Leela. It is an archetype in the Indian imagination, not to the English
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reader. As a result, as soon as the essence of the imagery was removed, the translation
was concluded into a statement. Rabindranath’s personal and lively translation format

can be found in poem no. 34 of the English Gitanjali. The original ‘comr == efg e
Fifk’ — was translated into:

Let only that little be left of me
whereby I may name thee my all.
Let only that little be left of my will
whereby | may feel thee on every side,
and come to thee in everything, and
offer to thee my love every moment.
Let only that little be left of me
whereby I may never hide thee.
Let only that little of my fetters be
left whereby I am bound with thy will,
and thy purpose is carried out in my
life and that is the fetter of thy love.

The appearance of the translation testifies that the poet did not think about the apparent
form of the original poem, but radically restructured his whole thought in the form of a
deeper construction. The gesture of surrender is well captured. Four similar sentences,
periodically short and long, rising and falling like the position of a hymn or like a wave.
Reaching the very last sentence: ‘and that is the fetter of thy love’ —as if to get a glimpse
of the completeness of the devotion, and at the same time the translation becomes
complete and self-sufficient. The incredible variety of vibrations and the application of
phonics are the absolute treasures of the English Gitanjali, where there are no signs of
excessively long sentences as Rabindranath constructed each and every stanza with
outstanding skill.

In the context of the poems of the Gitanjali episode, it is also noticeable that they are
basically songs. We are used to making a difference between translating songs and
poems. Although poetry can be translated, song is absolutely untranslatable — this is the
general idea. During the translation, the connection between the lyrics and the melody is
broken, even if some of the lyrics may reach the translation, the melody is left behind.
Ezra Pound reminded this particular problem to the poet in the context of the publication
of the English Gitanjali at the very beginning of the poet’s fame in England*2. In fact,

when it comes to lyric poetry, it is doubtful whether we can differentiate between poetry

112 Pound, Ezra. ‘Rabindranath Tagore’ in Fortnightly Review, March (1913).
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and song in this way. If we judge from the point of view of translation — especially
considering Rabindranath’s method of translating ideas in simple English prose — we
will see that no acceptable explanation of the success or failure of his translation can be
given just because of the presence of the melody. Rather, if we start thinking in terms of
the principle of formation, we can find a much more reliable basis. Most of the songs
and such poems also have very loose structure and these songs and poems have their soul
in their atmosphere. More emphasis is placed on the creation of this atmosphere and its
transmission in the mind of the reader than on the perfect expression of thought. That is
why the appeal of Gitanjali’s songs are so immediate and infallible in spite of its relaxed
poetry. It is possible to capture the original soul only if we can capture the atmosphere.
Rabindranath’s style of translation is also suitable for creating this desirable atmosphere
and there lies the greatest proof of the perfection of his success. Many minor changes in
the English translation from the original can be explained with the intention of creating

this perfect atmosphere: = 7= 3 o= @R can become—-‘silent worship at
dark temple of midnight’ and Ire@ et &= I can become ‘the golden harp is tuned’.

Every word is unique, unchangeable. So, keeping in mind the conventional notion that
songs cannot be translated, it can be said that Rabindranath’s translation method of the
songs of the Gitanjali was successful and behind its success one of the major reasons

was the fact that those were songs.

Tagore’s concept of translation as ‘rewriting’ reminds one of what Andre Lefevere and
Susan Bassnett say in the preface to Translation, History and Culture: “Translation is, of
course, a rewriting of an original text. All rewritings, whatever their intention, reflect a
certain ideology and a poetics and as such manipulate literature to function in a given
society in a given way. Rewriting is manipulation, undertaken in the service of power,
and in its positive aspect can help in the evolution of a literature and a society.”**
Translating, in this view, is the rewriting of the original text with the intent of adapting
it to a system, ideology, or poetics of the target population. Tagore, however, regards
‘rewriting’ as purely creative endeavour without any ulterior motive or manipulation.
According to Tagore, he does not possess the ability to translate, and prefers to rewrite
or remake his poetry according to his creative inclinations. To his translation thoughts,

the politics of translation, so heavily pushed by Lefevere and Bassnett here, was alien.

113 |_efevere, André and Susan Bassnett, Translation, History and Culture. Routledge, 1990.
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Thus, the words ‘ideology’, ‘poetics’, and ‘manipulation’ have little significance for the
concept of translation in his view. In rewriting Gitanjali (1912) he naturally draws on
the feelings and sentiments of the original. Therefore, the poems undergo a creative
reincarnation in English and seem to emerge spontaneously from the poet’s heart. The
poems are absolutely free from the strain of adapting themselves to any ideology, power
or poetics. For Tagore, the objective of rewriting is, then, creative ‘reincarnation’ or
‘rebirth’ of the original.

What Tagore writes to Satyendranath Dutta about his translations is worth quoting here:
“These translations of yours are like reincarnations. The soul has migrated from one body

into another. It is not an act of craft; it is an act of creation”.1

Thus, it becomes a creative transformation or a ‘rebirth’ through the process of
translation and acquires a new lease of life. Tagore’s view of translation as
‘reincarnation’ seems to have been echoed by Walter Benjamin (The Task of the
Translator, 1923) when he says, “a translation issues from the original—not so much
from its life as from its afterlife.” By ‘afterlife’ Benjamin means a ‘continued life’ of the
original or its survival in the target language and his concept of ‘afterlife’ here seems to
bear a close resemblance to Tagore’s reincarnation. Translation, as envisaged by Tagore,
is therefore a creative act which takes its origin from the unconscious or what Tagore
calls ‘the subconscious’ level of the mind. In his letter to Rothenstein (25 July 1919) he
reminds us: “...It is the subconscious mind which is creative.”*!® In fact, when a creative
writer attempts to translate his works in a foreign tongue, all he can do is to re-create
them in a state of creative mood. Tagore’s inability to do a translation consciously seems
to re-affirm the fact that his translation is deeply rooted in the unconscious. Tagore wrote
in a letter dated 12 May 1913: “My English writing emerges from my subconscious.
Once | mount the peak of consciousness all my wit and wisdom get muddled. That is
why | cannot gird up my loins to do a translation. I can only set my boat adrift and not
sit at the helm at all. Then, if and when I touch shore I cannot quite understand myself

how it all happened”*¢. Tagore articulates here, perhaps for the first time, the role of the

114 Tagore’s letter to Satyendranath Dutta quoted by Kanak Bandyopadhyay in his introduction to Kabi
Satyendranather Granthabali [Collected Works of Satyendranather Granthabali] Ed. Bishnu
Mukhopadhyay, Vol. 1. Calcutta: Vak-Sahitya Private Limited, 1971, 16.

115 Tagore’s letter to Rothenstein, Imperfect Encounter. Mary M. Lago, Harvard University Press, 1972,
258.

116 Tagore’s letter to Ajit Kumar Chakraborty quoted in The English Writings of Rabindranath Tagore
Vol.1—Poems. Ed. Sisir Kumar Das, New Delhi: Sahitya Akademi, 2004.
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unconscious in translation that Lawrence Venuti characterized almost a century later as
‘the translator’s unconscious’ When Tagore was at the height of his literary fame in 1915,
he is reported to have told Robert Bridges about the role of ‘unconscious’ in his
translation: “If there is any excellence in my translations it is unconscious, it is like

correctly walking in dreams in places which it is not safe to attempt when wakeful.””*"”

This ‘unconscious excellence’ can in some cases be followed in Tagore’s utilization of
the English language. As he is unequivocally against the interpretation of his poems in
metrical lines, he needs them to be delivered into clear exposition. He trusts that the
melody of Bengali language and Bengali mood cannot be moved to English and that the
delivering of thoughts in basic English just can draw out its inward excellence. Ever
diffident of his command of the English language, Tagore intends to use English prose
creatively in his translation so that his Bengali poems achieve a ‘rebirth’ in English with
all its ‘beauty’ and ‘splendour’. It is through the creative use of English prose that he
comes to discover its inherent ‘magic’ which helps his Bengali poems attain a

‘reincarnation’ in the English language.

117 Tagore’s letter to Ajit Kumar Chakraborty quoted in The English Writings of Rabindranath Tagore
Vol.1—Poems. Ed. Sisir Kumar Das, New Delhi: Sahitya Akademi, 2004.
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CHAPTER-4

Rabindra Sangeet: Translation and Performance

In the warm presence of Maharshi, Rabindranath had the opportunity to experience a
spiritual atmosphere from his childhood days. Therefore, there is a direct and indirect
spiritual effect in his entire poetry and in his pursuit of life. After all, he was not only a
poet, he was a creator, composer; he was a sage. The influence of Vedas-Upanishads,
Ramayana, Mahabharata etc. played a revolutionary role in shaping his mind. In the

words of the poet:

ey St wgfe FAre FHce W T e e o wwd vfEe e e wAcR |
oifraers fos i e cfaifes g orRTes e @2 #if3eas feet 5f s oww | ofs e dm
dfefirme fita Swreet omefar ogfe st Sofama @ie .92 8 el F9re Face W Tre!
gt afey a7 ANE Qg GFISF 1.2 TEIS, SSArE, Qi O W wde | @3 fggemed

o R wites ffiE SR e o (e I | e ¢ R ; AfRE ¢ wwd R ¥ 73
qR 9% AR fee | fof ferecs e Sree et Ak Je (118

This spiritual realization of Rabindranath is greatly reflected in his literary works,
especially in his music. Because through the composition of the melodies, the rhythms,
maybe his spiritual consciousness would have been revived. The poet himself has
admitted that there is nothing more enjoyable than writing songs. This spiritual
experience of the poet predominates in the songs of Gitanjali, Gitimalya, Gitali and so
on. The spiritual essence of India is reflected in most of the creations of Rabindranath.
One of the chief themes of Rabindra Kavya is the union between the limit and the
limitless. This union of limit and infinity pervades his innumerable songs; the poet is
always listening to the melody of the infinity in the middle of the limit, its expression
can be seen in:

T T, G, D TG FAT FH -

GIFIT JCF COINT AP ©IZ G FYF |

118 Jiq, AT | FeROH@ | FESTS!: g Aol | 2038 |
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The poet seems to be anxious as he wants to know when will the joyous song that is

being sung all over the world play within his heart:

TS QeT CmIF e ST e,

T N FCT VO 70T AT 23 W

The poet did not see nature as mere inanimate object, rather he saw it as a part of the
eternal world and life, he felt it deeply in his heart. Rabindranath was both a lyricist and
a composer and according to him, poetry and music are intimately and intricately

connected to each other:

N WA @ 7 SR, (7 7 4 R 20e 5IZe w1 AR HAF ofeAife e oF it e,
(RETRE (A A afs QN e SERp 999 Qieee e FA0e (9FTd, ©239 s fediced

T O7 5 FACE A - AN FIF 0% [N e, (FIeiot T (FI6! (B @IRAT (ofe 1128

In an essay titled “sieéirs @ fer” (Music and poetry) written by Rabindranath at a young

age, he stated that both music and poetry are a way of expression. It is true that melodies
can arouse moods such as sad, melancholy, cheerful, excited, etc. and if the melody of a
song creates a special mood and the words of the song express a specialized, clarified
and elaborate expression of that mood, then the words and melody become inseparable.
Although the functions of the two are slightly different, they will be complementary and
augmentative. The melody will give depth and intensity to the feeling; some of the
thoughts in our minds and senses will make it clear; and since the idea is not at all
vertical, it is inextricably linked with the perception of the external world, so that
thematic aspect of the idea will also be conveyed by gestures, sometimes by indirect
description. The role of words and melody in Rabindra Sangeet is of this type.

In Rabindra Sangeet, the melody does not exist in its full glory, only one aspect of the
melody, that is, only the power of emotion or mood-creation is used to intensify the
word-carrying thought. But there is another aspect of the melody - the direction of its
stylistic expansion, the aspect of the stunning splendour of its imagery. The full
establishment of this aspect is in Marg Sangeet. When the complex and majestic form of

119 55, TG | FeNOHT | FATTN; frgOIS! AFATEI 1 3038 |

211



a melody slowly begins to manifest itself in the voice of a trained singer, then it
completely pulls our mind. The words of the song, that is, the meaning of the words, then
become trivial. When the full form of the melody is properly expressed, it is able to
evoke a special kind of feeling that produces the proper enjoyment of a subtle and
multifaceted imagery or form of the music. On the other hand, in Rabindra Sangeet we
see that words are of significant importance. The melody is seen to have permeated
everywhere to the majesty of the words. Apparently, there are thousands of songs that
can be cited as examples, but if we just hum the melody, we will get as little as their full
value; But even if we read it only as a poem without the presence of melodies, we have
to be overwhelmed by the poetic excellence of those songs. Buddhadeva Basu once said

that he loves to read the songs of the Gitanjali period. There is no doubt that poems

like— =t Q9re A3 AN, “EFSF @@ e M Seer, ‘TN *[0ed 9wa RNy, T (@ Tqie
=71 (17 & Twr - are beautiful to read as poems, but after listening to the voices of Kanika

Bandyopadhyay, Suchitra Mitra, Neelima Sen or Debabrata Biswas, the value of those
poems get multiplied for a listener, penetrating a deeper understanding into the heart.
However, it is true that in a large number of Rabindranath’s songs, our appreciation
depends mainly on the words; but the melody is not negligible at all, as its role stands as
an assistant, not as a rival. Referring to the variety of content in Rabindra Sangeet,
Shantideb Ghosh in his book =r@=iée’ stated:

e e (@ eFmEa AN IR R AtoF [EFET A2 qETalf 2EE @A IE 5 |

Mrefrerra el s for fon Ramelm T 2w, oW, I5, 2, Kag, T, A7, 784, <,

TSCR, AL, T, [Heeen, AgF, TR, @i, 04, 5w, AT, =42, <1, =IfFerq 1 93 e
Wit e For afeief 79 o fasr 4wwd @ o/ e, (@b ¢ a9 Ay A aFferE
e a9 ager ¥2 e [iva @ 92 A @itk T [EEd M (A0 TAEE (@0 W W AN

1@ ot 9f A N T T A oA FofH @ 9T TgT TR o1 I o0 92 T

FCe AL D@ 9 Fodef [T AT 691 F@ (I T @ 919 599 I ©F @qiesl (6
OICI | @ (XA A, B A, S0 oA, SR oA, [@ed i, T wifew o, o s
A, 41 SO 201, 2 AW A, HIES 2, 2T ST 211, 96 SR 211, A 208 A (@ Tgq

©Ma 2fs AR oA, @ 2ol “ifef e e 99 BeAEd SAAT T it 1120
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In fact, this vast range of content and themes in Rabindranath’s songs is another
testament to his wonderful creative genius. The songs are recorded in three separate
sections within Gitabitan:

1st Section — Puja and Swadesh (sf&1 @ =)

2nd Section — Love, Nature, Varied, Formal/Occasional (cz, efs, fifoq ¢ wrgpifas)

3rd Section — National Anthem, Worship and Prayer, Formal, Love and Nature, Drama-

songs, Bhanusingh’s Verses, Lyrical-drama and Dance-drama (&rsi siedits, =@ ¢ e,
RIS, (2w ¢ aFfs, BN, SHfied wal, Mfeats ¢ Tomin).

Nonetheless, there are variations in the format of the subject-matters in the above-
mentioned sections; for example, the ‘Nature’ stage has six seasonal songs, namely
summer, monsoon, autumn, fall, winter and spring; the ‘Prem’ stage has songs related to
union and separation, the ‘Bichitra’ stage is really diverse in terms of content. There are

140 songs in this stage. On one hand we see the poet’s passionate declaration in — &=
Tg @¥se e, and on the other hand, he is seen in a calm gesture amidst nature — ‘am

e el Wibg AL

5.1 Tumi Kamon Kare Gaan Koro Hey Guni: Mechanism of Rabindra Sangeet

Rabindranath in his =@ e wrote:
N foTete @@F S [Re @ W 27, @9 99 [Fgre 2 91 @FF @(TH 40T (@, O wFed IGH
@Y HAICE B A, I8 0T WIRCSH OGB! 21 (@19 A1, TS NRSEIE I IF 4

(ACF -G R (77 112

None but the one who sees the world through his songs can compose such lines — ==
AR A S S SN W 280 B, 7 @7 T S W ANEE AR v

Even if Rabindranath had only composed songs, he still would have appeared as brilliant

in our hearts as he does today. On the one hand, just as the rhythm intermingled with the

121 Jiq, AGAL | AEIGT T | FeAPT!: fPOITS! @gAfl | 200¢ |
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words and melodies in a balanced combination of Rabindranath’s songs have a unique
depth of thought and deep connotations, on the other hand, the periodic themes have
created a wonderful variety.

When the first edition of Gitabitan was published, the compilers were not able to
categorize the songs chronologically. As a result, Rabindranath himself has arranged the
songs in different stages by preserving the connotations of the thoughts in the second
edition, thinking of the difficulties of the readers. These stages are ‘Puja’, ‘Swadesh’,
‘Prem’, ‘Prakriti’, ‘Anushthanik’ and ‘Bichitra’. Rabindranath has specially divided the
songs of the ‘Puja’ stage into several sub-stages: Gaan (32 songs), Bandhu (59 songs),
Prarthana (36 songs), Biraha (47 songs), Sadhana O Sankalpa (17 songs), Dukkho (49
songs), Ashwas (12 songs), Antarmukhey (6 songs), Atmabodhan (5 songs), Jagaran (26
songs), Nisshongshoy (10 songs), Sadhak (2 songs), Utsab (7 songs), Ananda (25 songs),
Biswa (39 songs), Bibidha (143 songs), Sundar (30 songs), Baul (13 songs), Path (25
songs), Shesh (34 songs).

This subtle sub-divisional variation of the songs belonging to the ‘Puja’ stage, cannot be
noticed in any other stages. There are two subdivisions of the songs belonging to the
‘Prem’ stage: the first is the 27 songs under ‘Gaan’, and the second is the 368 songs
under ‘Prem Baichitra’. The poet has divided the songs of ‘Prakriti’ stage into seven
categories — Sadharan (9 songs), Grishma (16 songs), Barsha (115 songs), Sharat (30
songs), Hemanta (5 songs), Sheet (12 songs), Basanta (96 songs). Apart from these,
Rabindranath did not divide the songs belonging to other stages into different sub-stages.
In fact, the periodic classification of songs in Gitabitan has resulted in an invisible unity
among the varied music composed at various stages of his life. In this way, Rabindranath
categorized the songs of his Gitabitan according to the subject matter and made them
beautifully poetic. Rabindranath’s songs are songs of nature, songs of the world, of the
universal man. The melody of his music was not limited to art creation or entertainment,
he took the melody as a stepping stone of devotion in the heart. So, he sang:

3171 TR (RCT AT &Y 7 / OIF AT FF AL (T [P0 WO 77 1

Rabindranath wrote songs as well as composed melodies. But while judging the songs,
it must be remembered that Rabindranath was basically a poet; and that is why the appeal
of his songs is so poetic. The heartfelt appeal that is at the core of this music is not only

in its melody, but also in its words. Rabindranath started writing songs when he was 14
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or 15, and it ended a month or two before his death. He has been composing songs
continuously for almost 66 years. More than 2500 songs are identified with and without
melody, with the help of three volumes of Gitabitan published by Visva-Bharati. The
songs in which the poet has himself composed the melodies, present something unique
in nature. The poet has repeatedly reminded us that he has been inspired to create
newness in lyric writing with the help of the traditional forms. In order to get a proper
idea of his great musical personality, we must always keep in mind that Rabindranath
was always against blind imitation. He did not imitate the traditional, he was inspired by
the old to create the new. In the context of music — the old ragas that he had heard in
the voices of many experts since childhood — the very thoughtfulness of those inspired
his mind and gradually came to his songs through his own thoughts and ideas. That is
why the mixture of ragas and raginis in the songs created by the poet do not always
follow the pre-existing way or opinion of any particular scripture or grammar. This
pursuit of the world of music is his own, exclusively self-created. And in fact, it is for
these reasons that we see in the life of the poet, like the daily and biological activities,
the pursuit of song or song-writing was a regular habit of his.

However, it is important to note here that Rabindranath did not only compose songs, he
also gifted us with innumerable literary and poetic resources, but it is quite surprising
that he wrote so many songs in the midst of it. With that, the poet has successfully
encouraged not only his countrymen, but singers from different continents. It is very rare
in the history of the world that an artist or a poet has been able to go through such a huge
success with the recognition of his talent in one life. These Rabindra-Sangeets are one
of the most wonderful aspects of the creative genius of Rabindranath Tagore. There is
an infinite abundance of words in it as well as there are variations of melodies and subject

matter. Rabindra Sangeet is our constant companion in the joys and sorrows, reunion and

separation of daily life. The poet’s statement can be observed in si@r=-g3@aa;

TN 99 fordfe? 2 TSR @I, A @, e A S e | Sieite gecs #iF, Sieig o
TR S A7 A TG AT QMR oA 1SR | 77 AN (@i e o, — wiF @121
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Because this self-confidence was well established in the heart of the poet all his life, he
has repeatedly guided us with valuable insights regarding his own musical thoughts.
Rabindranath was the poet of the world, most of the songs he composed were universal
in nature; and so there is no place for any particular religion or community in his style
of music. However, this decision has to be made by omitting some of the songs composed
in his early life. And in fact, above all, Rabindra Sangeet has gained universality today
— possibly due to the universal nature inherent in it. Reviewing the history of
Rabindranath’s song-writing, it is known that he composed many songs in his early life,
under the tutelage of eminent musicians like Vishnu Chakraborty, Jaduvatta and
Jyotirindranath Tagore. So the work of arranging his melody in the songs followed the
conventional style of those pioneers. But later Rabindranath freed himself from it and
the method by which he was inspired to compose songs was entirely created in the light
of his own genius. It is through this creation that we get Rabindranath’s new stage lyric
poems — the poet’s own style of melody. This is the essence of his musical endeavour.
Poet Rabindranath brought a new mixture of melodies to the songs; some of his melodies
tend to match with the past, some do not. The compositions dazzled the minds of many,
especially those who are well-accustomed to the ways of music. So is it a sudden
invention, or something new? Judging by a very subtle comparison with many, it can be
seen that the work of this mixture done by Rabindranath is not a new object of Indian
raga-raginis and its accompanying rituals, but as if it were a new realization! The
inclusion of this novelty and uniqueness in the songs is the hallmark of the poet's world-
conquering genius. As the abundance of Rabindranath’s words in Rabindra Sangeet is
endless, so is the variety of melody and rhythm. The variety of topics is endless, in terms
of melody and rhythm too, these are one of the glorious resources of Bengal and India.
The poet Rabindranath was the master of rhythm; he started experimenting with song-
writing so that the rhythm of the poem would not be disturbed. Rabindranath knew very
well and understood that there were strict rules in musicology to protect the rhythmic
movement of songs, from which even the slightest deviation would not be recognized in

the singing community. So, the poet himself stated in wéitss yfe:
“TCASE 23008 Biqel I iTely, ©3 T, T08 oy I a1 &4, B 7 Ier AfF T @ - =me og g

%’{ q@ 1123
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And in fact, this independent sense of rhythm shows that he had his unique talent in
composing songs. Rhythm is the accounting department of music. On the whole, the
variety of rhythms that Rabindranath has experimented with and its successful
application in the rhythm of the songs is only in the light of his incomparable genius.
Nevertheless, the traditional rhythms, such as Dadra, Karfa, Trital, Teora, Jhamptal,
Surfaktal, Chautal, Dhamar etc. have been efficiently used in his songs. It is not known
that Rabindranath himself ever practiced tabla or pakhoyaz. But even then, he has come
across a variety of educated musicians from home and abroad using different types of
musical instruments, and he had the opportunity of listening to their music. Therefore,
through various experiences, it was possible for him to develop his own idea about the
merits of using all these musical instruments. In this case, it is to be noted that while
describing Rabindranath’s efficiency in melody-creating, Indira Devi Chaudhurani once
stated in her ‘it 7gfe’; “rei fofy [7Rme12] ¥7 St wces 12 o fed eum ferw”, 124
Rabindranath has introduced some new rhythms in the world of music through his
glorious genius. The names of those rhythms are: Jhampak, Shasthi, Rupakra, Navtal,
Ekadashi and Navpancha.

Rabindranath did not hesitate to compose songs which were different from the
conventional rhythm-structure. Again, the melody and lyrics of the song have been
expressed together in his mind many times in the emotion of the song, he clarified:

TRCST AFO! AT O O | AW APE AR TG WK A3 Ol F3q! 1 AF-JSAF (AT /1
TS 5 O (e @3 73 R AMomife | (RSt T4 Aol T-ACET TUF GAWISR TS @
a2 AT @td | 72 AT [T - O Sl A : SN (AT, T A0 : @A | (el
V3 @IV Y2 ol Wee IRANE—Y3 TYZT M GART-FYg AP (& AN 2308 T
) AR 106715

A poem becomes successful only when the reader considers the poet’s feelings in the
poem as his own feelings. In the same way, successful music resonates in the strings of
our hearts. Music reaches its glory only when it is created by combining words and

melody. In Rabindra Sangeet, it has been revealed to the world in an impeccable form as

124 o, Bt | gy | FedTel: ReiRe! agAen 1 shvo |
125 515, TG | FeNO5T | FATTN; frgOS AFAOI | 2038 |
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there is an inseparable combination of melody with words. Here, the context of how
music originated in Rabindranath’s heart, can be revealed. The Tagore family of
Jorasanko was a prominent center of Bengali culture. The family has been practicing
music even before the birth of Rabindranath. There used to be almost regular music
festivals and famous singers of Bengal used to perform in this house. Rabindranath was
accustomed to this environment from birth. As a child, Rabindranath came in contact
with prominent musicians or master singers who either performed or taught music at
Jorasanko’s Tagore house. Among them Vishnu Chakraborty, Srikantha Singha and
Jaduvatta — these three names deserve special mention, because Rabindranath took
music-lessons directly from them. Vishnu Chakraborty was the first guru of
Rabindranath’s musical journey. He was appointed by Raja Rammohun Roy as a paid
singer of Adibrahma Samaj. Later, Maharshi Debendranath Tagore invited him to his
home as a tutor. Although Vishnu Chakraborty was a master singer of Hindustani music,
he used to teach Bengali rural songs to the children of the house. Later in his essay titled

TqitAd ee’, he mentioned:

fagea Fite Tl oI % 2rR FeTE (2T | AT G2 AR s ofS 27t 2@ | e W=

(ORI &S fES) (AT 2 TG 04T 7! Tc; Pt o (SFRIGAT o1 (<H4ITIE %8 (12 ZOH..,

G306 AW T e Y T TR | LT I Niond R (qde Fe! o et

@GR, Toie [REF FI7 AATAOIE FHALNS SCCTR | FACA FUCA TLF T I 20O (TN,
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Although Rabindranath was a child at that time, the essence of Indian classical music
entered his creative genius in the company of Vishnu Chakraborty and later it became
richer in the company of Jaduvatta. Before getting acquainted with Jaduvatta,
Rabindranath was accompanied by another singer, Srikantha Singha. Rabindranath has
never had such a wonderful audience for reading out his poetry before Srikantha Singha.
Jibansmriti mentions that Jyotirindranath, the elder brother of Rabindranath, composed

a song—=reed, weey feofd @, 9o a1 @ siw—hy reconstructing the tunes of a Hindi song,

heard from Srikantha Singh’s voice. Rabindranath stated:
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In fact, Rabindranath’s sensitive, creative self did not want to confine himself to any
fixed boundaries. Although Jaduvatta was later appointed as the tutor for music lessons
and his elder brothers regularly attended his classes, Rabindranath used to listen to all
those songs from a distance. There is no doubt that their musical influence had a great
effect on his musical endeavour. In addition to these three teachers, Rabindranath
mentions a few others with reverence, who were not famous as masters, but influenced
Rabindranath thoroughly. They were Akshay Chowdhury, a friend of the poet’s brother
Jyotirindranath, Biharilal Chakraborty and Kishori Chatterjee. In this way, Rabindranath
has received inspiration and encouragement for music from various people, from the
very early days of his childhood. Even as a child, Jyotirindranath, Rabindranath’s elder
brother, inspired him to compose music and compose language according to the
composition of the song. Jyotirindranath used to play new tunes on the piano and
Rabindranath used to create that tune with words. This is how Rabindranath started
composing music. Just as his elder brother Jyotirindranath had an influence on
Rabindranath’s musical life, so did his father Maharshi Debendranath. Rabindranath

mentions this in Jibansmriti. He writes:

4 T 237 WIfTS, et AN TR IR AT IR ©I SR TR (<IIRA Sl
TN T “fSw | biw SfGAIR, Yted =RE food TRl (SHieHE @it IR Soig S sAfeae @i
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At a young age, on the occasion of Maghotsav, the poet composed many songs and took

those to his father for him to listen. One of the songs is & oI 17 7 @fCS, TR T
T’ Maharshi Debendranath was very happy to hear this song in the poet’s voice and

encouraged his son by awarding him with a check for five hundred rupees. In fact,
Maharshi Debendranath understood that his youngest son, who escaped from schools
and was not caught in the trap of rules, had immense talent and creativity. He rewarded
him for further stimulating and acknowledging that talent. On the one hand,
Rabindranath assimilated various melodies and rhythms of Hindustani music, on the
other hand, he adopted various melodies of Western music in his songs. Added to this
were Bengal’s own style of Baul, Kirtan, Sari, Ramprasadi, Tappa tunes. In this way
Rabindranath assimilated different genres of music and gave birth to a completely unique
genre which is his own creation. Rabindra Sangeet has become radiant with impeccable
sentimentality and dramatic connotations with its wonderful melodies, meaningful words
and successful balanced application of rhythm. Rabindranath has found the Infinite
through his music.

In Rabindra Sangeet, therefore, there is such a close union of raga-ragini with kavya-
rasa, that one cannot be separated from the other. Rabindranath’s reputation is not as a
melody analyst, he never wanted to prove or promote himself as a great musician or
master. On the contrary, the opposite has been noticed in his character. We find in his
various compositions that he himself loved Hindustani music wholeheartedly. Most of
the melodies of Bengali songs have been composed from Hindustani music. That is why
the melody of Bengali songs has a spiritual relationship with Hindustani music. Although
Rabindranath had a deep respect for Hindustani music, he wanted to break its
conservatism and stereotypes.

If we mention some of Rabindranath’s songs as examples, we can find the main features

of his music, his uniqueness, depth of thought and inner feelings. In the essay Rr@aite
s’ written by Soumyendranath Tagore, he states:

“8 (ol FAFRMAT A0 JAE AW *FG PTG @l 7F, 9 AP a5 1€ A, (&F4 91 @0 @I
@R ¢ @I LaFeeR | @ft A7 el «ff GiEAea TR e | T 7 AR AR 18R ACed 7

PRI e @ 6 YT 2R ©F AANT SR AR 1129
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The song titled === 774 w7 7Te= ffwe ==y is very familiar to the listeners. In the song,
the secret pain of separation touches the heart of the listener deeply, the deep longing
evoked through the melody is remarkable. In another song ‘ofces =t =msies &, the deep
sorrow, pain and pride of the lover’s heart has got a touching form in the depth of the
melody of the song. Various emotions including frustration, anguish and pride are

reflected thoroughly in the melody. =¥ewfare s=<ita amife’ is a love song composed against

the backdrop of rain. Here the detachment of the detached mind, the longing is in
harmony. The lyrics ‘@t S i I &@ &iea Fea TR Be stir up a strange shiver in the
heart of the listener. If the whole form of raga-ragini had not been captured in the heart
of the poet, would it have been possible to create such a deep appeal only by arranging
the melody according to the grammatical rules of mixing melodies? In this context,

another similar song can be mentioned—:ciigfer =it (ea o= wiar, which is also a love

song composed in the backdrop of rain. The song is melodic, in which the use of both
mediums conveys depth and tenderness at the same time. In the song ‘=t =1 =t wif, the
lover has drowned his beloved in the sea of separation and gone away, and even though
she knows that he will never come back, the beloved is spending her days waiting for his
way by lighting the lamp for his welfare. The word ‘== ©g’ has been used repeatedly in
this song. There is a strange combination of tenderness, loyalty, greetings, love and
compassion between the two. And with the proper application of the melody it has
become more meaningful. One of the most popular and frequently sung songs of the

puja-stage is ‘@ te oME qEEel oiew e’ — this song possesses a striking harmony of
melody with the lyrics. In ‘ere=1 aite'—the form of the break has become more intense as

the melody suddenly descends from a high tone to a lower one. The exact same thing

can be seen in case of another song—w=if 7% fere ==, The essence of this song has

deepened the pain by combining the words with the melody. In another song of the puja-
stage ‘=1 ¢o1= corE “i2 ¢oex, the use of purabi ragini, brings out a melodious anticipation
of surrendering one’s life at the feet of God and accepting death. It emanates from a
serious melody which conveys a deep impersonal feeling in the heart of the listener.
Another notable feature of this song is the use of pure dhyavata in the purabi ragini.
Generally, in Hinduatani classical music, raga purabi is accompanied with komala-
dhyavata. Although Rabindranath was well acquainted with the Bishnupuri gharana, as
from his childhood days he has witnessed masters from Bishnupur, performing in the
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Tagore house, he has used pure dhyavata in many of his songs. <t Jree @ I wWE’, @ife
« aerR—these songs are also composed by following the Bishnupuri gharana. In
contrast to that, W= @< ==, 1@ == ¢ — these songs have both forms of pure and

komala-dhyavata in the mixing of its chief raga—purabi.

gt feficg am gee1 w9 w5 e’ — this song is about accepting all the sorrows, injuries,
griefs, deprivations of life as a gift from God and accepting it peacefully. We know that
various episodes of Rabindranath’s long life are marked by the death of many of his close
relatives. But all these traumatic events did not disturb him or distract him from his life’s
goals and ideals. He has accepted everything as a gift from God and this has been
expressed in many of his songs and poems. In the song, therefore, he has been able to
utter - Jgy IM FICR W (ST AYOIT (+716/BC ©IR (AF; "©F ©12 @F'/S0 let it be — this line
has come back again and again in the song but the melody has changed its form every
time.

wife e @il w1 W ie—this song is quite the opposite of the aforementioned song. In this
song, along with the joyful exuberance of the words, the melody has achieved a different
tone. The deep longing is beautifully expressed through the melancholy repetition of the

word ‘e 9, Rabindranath had a longing for the infinite, he was not bound by any narrow
boundaries. He is a poet of the world. So in response to the distant call, he wrote: =if%
veee (g, Sify s PRI, In this song, even in the melody, that sublimity, intense passion,

has been transmitted and has made it even deeper.

@@ T @ " is a song of nature-stage, in which the speaker, knowing that spring

will go away, begs with all his heart to the spring to stay. This plea is nicely captured in
the melody of the song. Similar emotions has been captured in another song, composed

for the rainy season: fsfim TR W o7 vifs/ & gt = @ wiee «wir. One who sings

these songs, should not only maintain the structure of the melody, but also have to
breathe life into it and that will be possible only when the artist is able to assimilate the
inner-message of Rabindra Sangeet.

Just as the balanced application of words and melodies has given Rabindra Sangeet great
depth or indescribability, so has the balanced distribution of rhythm given a new
dimension to this music. Evidence of how deeply Rabindranath thought about the rules
of rhythm in music can be found in his various essays on music, as well as in each of his

compositions.
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He believed that rhythm is also a part of expression. Rhythm is as necessary as lyrics,
both are almost equally necessary, so the rhythm must be maintained according to the
change of mood, it is not necessary to keep the rhythm all the same everywhere. In order
to give freedom to the mind, it is necessary to give a lot of freedom to the melody and
rhythm, otherwise they keep the mind bound from all sides. From various statements of
Rabindranath, it is clear that he wanted to emphasize the importance of rhythm in a song.
He did, but he never wanted the rhythm to become dominant by impressing the words
and melody of the song. As much as rhythm is needed to make the song melodious and
lively, Rabindranath has focused on that only. In his early life, Rabindranath was
particularly inspired by the rules of European music. ‘Balmiki Pratibha’ was one of his
early compositions. In it, he has tried to match the western melody with the eastern
melody and has also given variety to the rhythm by keeping the harmony with the
melodies. In a discussion of the comparative rhythm of Eastern and Western music, he

wrote in his essay “Aited e

JEAR AN TR FHROF TRITS W@ TR ST 05 T qR SATSFRAIER A IR AT &7
S fomfrem s 2fe wiftrs 28 a1 @41, AT et et R THire fes i At
Jif 7, @I W17 W SRS GIoIE we TS A 911 32TO2 0F S (FRE I 233
T 1 AT NS ST (ITB1 Jrcera T 1R, Oy JAfey iy #Iieea r@awrsncsid q<miee e
I | AT 2ce qeme feTs @1 erE @RI Al Ffre B, @Al Aoy I O AFfenrs

T SR GBI JTS A TF ST (S 2 T 1 T (@R FAR * | (AN PR [
NG, (FHCETA ™ 703 1130

How many of us have the mentality to understand this well-thought-out statement of
Rabindranath about rhythm? This is the reason why when we see that the rhythmic
application of Rabindra Sangeet does not match with the rules of our well-known widely
used rhythmic structure, we express our helplessness without realizing the reason.
Rabindranath has experimented with the rhyme and rhythm structure in his poetry and
he has successfully embodied those in his composed songs by his brilliant expertise.

130 515, ARG | FeNOHT | FATT!: frgOIS AR | 2038 |

223



In this context, it is necessary to say a word or two about the notation of Rabindra
Sangeet. There is no doubt that all the notation-composers of Rabindra Sangeet were
highly qualified personalities in their field. They have tried to compose the notation
perfectly in keeping with the melody of Rabindra Sangeet. But in some cases this
notation system causes various difficulties to the students, performers and listeners of
Rabindra Sangeet. For example, the artists of the old days who had the opportunity to
learn music from Rabindranath, there is a lot of difference between that Rabindra
Sangeet and the Rabindra Sangeet that follow the correct notation. There are many
Rabindra Sangeet whose melody is so wide and different, that its beauty cannot be
preserved if it is tied to a certain rhythm of the conventional method. But for the sake of
the notation, one has to tie the melody to certain parameters. We get the structure of the
song in notation; but one has to grasp the inherent essence of the song in order to establish
life in it. If Rabindra Sangeet can be mastered only with the help of notation without
learning or understanding it properly, great injustice will be done to the songs. Because
these songs are a thing of complete realization. So if a person fails to feel the meaning
of the song properly, it is not possible to establish life in it.

Now if one learns the notation of Rabindranath’s songs belonging to the Swadesh-stage,
and performs those national-consciousness stimulating songs at his own pace, then that
song will lose its originality. The tendency to sing a similar slow-moving song of sorrow
or separation is equally to blame. It is possible to sing the song correctly only after
listening to the song well first, mastering its singing style, rhythm etc. and then following
the notation. However, as a result of many years of practice, those who have mastered
Rabindra Sangeet can easily sing by looking at the notation. Reviewing Rabindranath’s
entire musical career, we can see that in his early life when Vishnu Chakraborty, Jadu
Bhatt, Jyotirindranath were close to him, he could not ignore the conventional rhythm
rules. That is why he has named the raga-ragini and Taal in the upper portion of the
songs. This can also be noticed in the songs of the play Sharadotsab. In the notation also,
the name of the rhythm, the melody and the division of the rhythm are mentioned. These
are especially noticeable in the case of Bhanga-gaan. But later on, Rabindranath did not
give much importance to mentioning the name of Taal in the song itself.

That is why there is no mention of rhythm in the songs, which were composed later for
the play Sharadotsab. He did not even feel the need to show all the rhythmic variations
everywhere in the song, which can be seen more prominently in the songs, composed at

the last stage of his life. However, in order to maintain the level of accuracy of the
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notation and the rhythm of the notation, in many cases the melody of the song has been
increased or decreased by matching the rules of tabla. Just as there is a need for rhythm
in poetry, there is also a similar requirement of rhythm in a song. That is the reason, for
which in poetry, the rhythm becomes faster in the case of joyful expression and the
rhythm of a poem of melancholic tone is naturally slow and serious. In many cases, the
same words in the song, using two different rhythms, create completely different

meanings or different environments. For example, the song — == frAi@Tes A=<= is

composed in two different rhythms. The first is Kaharba, the second is Dadra. When the
song is sung in the Kaharba Taal, it is seen that the rain enters the inner world of the
human mind. There, in a lonely room, the rain is secretly being called to the dream world
as a melody. But then when the song is sung to the rhythm of Dadra, its oscillating fast
rhythm is captured in the form of a continuous stream of rain. In other words, the external
form of the rain is predominant here. In this way, the mood of the song has also changed

with the change of rhythm. The poet has also applied two different rhythms in the song

- B IS CoINE BEE e T, in one, the song is tied to the morning melody with a
slow rhythm of Kaharba in which the deep sad-hearted tone of farewell occurs. But when
the song is sung in the rhythm of Dadra in the melody of the night, the melody of the
upcoming farewell does not overwhelm the mind. On the contrary, even if spring departs,

all its forms, smells and rhythms will survive for the days to come.

In another song =ite T/ Tre T ¢?i'— one of the rhythms used is Dadra, and the other is

Kaharba. While the song is sung in Dadra, the suddenness of the storm, the disaster, the
unrestrained enthusiasm of life is not felt. Instead a calm, mind-boggling apathy arose.
But the form of the catastrophic storm floats in front of the eyes in a relatively fast rhythm
of Kaharba. The moment of meeting the beloved in the midst of all the decorations, the
sudden removal of the obstruction by the storm and the flash of the electric light on the
night of that great calamity has become clear here. The roar of nature and the soft tune
of life have merged with the rhythm of the song.

Rabindranath has composed several songs like this — ‘a2 ce1 ¢corr ceiw @eair [Kaharba and
Dadra], =ife caricar 337 amames’ [Shashthi and Kaharba], <ite & &y @< @it 3o (weir
[Kaharba and Teora], siem fsfimmicar [Karfa and Teora], ‘@f« wizaz comifs @z’ [Ektaal and
Choutaal], ‘@ts @re gz« »ta’ [Jhampak and Dadra] etc. Only the change of rhythm has

resulted in a change in the meaning of the songs. Of course, in most cases the tune has
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also changed. Here are some examples of the application of different rhythms in the
structure of the same song: ‘@ v+, @ fe=r—at the beginning of each stanza of this
love song, the rhythm has been changed impeccably along with the melody by
apologizing to the beloved Nirupama for agility. Kaharba is used in the first stanza,
Shashthi in the second stanza, Teora in the third stanza and Dadra in the fourth stanza.
This has created variety and depth in the song. The poet has conveyed variety in melody

and rhythm by applying the rhythm of Jhamptaal and Qawali in the song 3teica e
e

Another example is e i e, in which, four stanzas have been used to represent
Nataraja’s different dance style through the use of Dadra, Kaharba, Shashthi and
Jhamptaal respectively. By increasing the rhythm, the form that is being swayed around
the world in the swing of Natraja’s restless dance has been highlighted. At the end of
each stanza, by adding et 7 S—cerNE 7o Wive 8 wwe fow 7%, a humble prostration
is offered to Nataraja by using Dadra rhythm. The rhythm variety of the song “ig= e
zifics fete 2 73 799 also catches the eye. The use of Kaharba in the first half and
the use of Dadra in the remaining half of the song gives a beautiful rhythmic variation
to the song. Another such song is =s=&f isite s=t belonging to the Swadesh-stage.
The first stanza of the song uses Ektaal and the next verse itself, that is, from the part ‘=,
=iz wifsrr, the rhythm has changed into Teora. The same Teora taal has been used in the
next stanza. And in the following stanza, the rhythm has been changed to Ektaal and has
been continued till the last part of the song with a comparatively quick rhythm to create
variety. Another thing to note here is that at the end of each stanza, when the line =W
e ssit’— IS being repeated, the rhyme is being used again in a relatively slow manner.
In this way, as the novelty has been created through the change of rhythm, a strongness
has also been revealed, which is especially desirable in the songs of the Swadesh-stage.
It has been already mentioned that Rabindranath experimented with the rhythm of
Bengali poetry as well as with the rhythm of songs. He also composed some songs
following the exact rhythm-structure of the poem. For example: ¥4 (3t = *IitT7 @4,

FUC (e TN ST, QIR A —eer, W s e ey (8 @ T, e SRy,
TG T AR QAATAr, AT I @, TR Zotoie Sfver, oizm =9 ®iRer, IR (ReTel 47T,
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AR IR ALY, GiPpeT IFC Feer', ‘8 @Al Wew @ o6 e etc.—here words and rhythms are
mixed in such a way that one cannot be separated from the other. Rabindranath has used
consonantal words in some of his poems or songs to create a variety of sounds and
rhythms, such as — i@ o=ca 2bs TH, ‘Ab% e e @ F g, To SeTe &R,

22T Te 7P, TV WEE TAF @F GFF, WG-NAR 2T, AN Wi NONSH &, TN I,
TN TE, 99 FmLIewa Areer etc. The use of such ornamental words and conjunctions in
these songs has created seriousness and robustness. In this way Rabindranath has infused
novelty in the field of rhythm in his compositions.

Most of the songs he composed in his early life were lyrical. At that time he composed
very few songs. The main reason for this seems to be that he was influenced by the
seriousness of Indian classical music from his childhood and most of his compositions
from the early period have the rhythm of Kheyal, Dhrupad, Dhamar, Thungri, Tappa

etc.

Shantideb Ghosh in his book =3==edre’ stated:

ATCER W TOR AeMS I fof @ Ifea aam «iiw, (12 (9ol ofd W8 AT FA0Ta Mo

AT BT FACR | T (AT AT ©IF I8 ANMLINS A5 FCACR, IS FCACRA Tl TFCS,

QA ATE AR A 113

In later life, the poet is more inclined towards rhythmic songs. This is probably due to

the influence of folk music and Baul songs. Those who have learned the songs like ‘« f&
el FECAT, TWIATA 2if 2o, P I wifer gmaee etc. in the company of Rabindranath,

they tend to sing in a free-rhythm-structure. But it all depends on the singer’s ability and
craftsmanship. Just as the melody loses its sweetness and the listeners lose their patience
when the song is sung unnecessarily long by dragging it further, it also loses its sweetness
if the singer ignores the meaning of the song while showing his/her own expertise on
possession of the rhythm. Therefore, the singer should always pay attention so that the

meaning and the tone of Rabindranath’s compositions remain intact while performing.

131 (g, Wf@rd | FAERAT | FAFTel: fPgeiTe! agAEe | 3058 |
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5.2 Reception and Representation

The Englishmen got a chance to settle permanently in the city of Calcutta after the battle
of Plassey (1757). In fact, after that they took possession of the whole of Bengal.
Immediately there was a strong desire in their society to entertain themselves through
dance, song, theatre etc. Various music clubs and theatre groups were formed at great
expense. The first theatre with a European model was established in Calcutta in 1775.
European instrumental and vocal clubs, opera, balls, military bands, and all kinds of
European dance methods were practiced quite well. Singers, dancers and actors were
also brought in from England. In the beginning, for many years, amateur clubs were the
main source of entertainment. In 1783 Shakespeare’s famous plays such as “Hamlet”,
“King Lear”, “Othello”, “Richard the Third”” were performed in such theatre-clubs. Prior
to this, there was no place for women in European theatres. Men used to play the role of
girls, but in 1783 European women were allowed to perform in theatres for the first time.
The only way Europeans in those days had leisure was to go to clubs, listen to concerts
and music, or go to the theatre. Professional dancers often danced. Symphony, sonata of
famous composers were very much appreciated in such concerts.

The Bengalis, however, did not have any communication as such with the theatre or
music-clubs established by the English in those days. Everything was entirely for the
Englishmen, managed and maintained by them. But when an amateur theatre company
called ‘The Chowrangi Theatre’ was formed in 1813, Dwarkanath Tagore was seen as a
member of its board of directors. From this point of view, he seems to be the only Bengali
in that era to engage himself with the foreign theatre. We see him as a member of the
same theatre till 1835. Prior to his first trip to Britain, Dwarkanath was associated with
another theatre named ‘Lewis’. In the first half of the 19" century, the influence of
English theatre spread widely among the other wealthy Bengalis residing in Calcutta.
There was great enthusiasm among the Bengalis for the Bengali drama in the English
style. A play called “Ratnabali” was performed in July, Jatindra Mohan Tagore was the
main initiator. Ishwar Chandra and Pratap Chandra Singh, rich zamindars of Paikpara,
were collaborators. Jatindra Mohan gave the task of forming their own orchestra group
by following the model of European orchestra to Kshetramohan Goswami and Jadunath
Pal, the music gurus of their family. They composed the songs based on the popular raga-
raginis which were suitable for harmony. European instruments were also used in this

concert along with local instruments. Just like the tradition of European musicians, the

228



instrumentalists used to play the instruments by following the newly introduced Bengali
notation, noted on a piece of paper, kept it in front of them. It was from this concert that
the first Bengali notation originated in Bengal. Jatindra Mohan Tagore himself used to
attend the English theatre, opera and other musical performances of the English in
Calcutta. By acquiring a first-hand experience of all those performances, he became
enthusiastic to use his newly-formed concert in the play “Ratnabali” while performing
it. After the orchestra of the play “Vidyasundar” in 1835, there was a renewed interest
regarding orchestra through the play “Ratnabali”. Later, when Jatindra Mohan formed
a theatre and concert troupe in his own house, many foreign instruments were also used
along with the local ones for their performances. The era of theatre formed under the
patronage of rich Bengalis of Calcutta came to an end in 1872 with the efforts of Girish
Ghosh and Amritlal Basu. That marked the beginning of professional theatre in Bengal
and they named this theatre ‘National Theatre’. After listening to the performances and
songs of foreign professional drama and opera troupes, Amritlal and a group of young
enthusiasts like him were very encouraged to form such professional theatre troupes. As
a result, the “‘National Theatre’ came into existence. A few years later, due to the efforts
of this theatre, a lyric-drama was performed in Bengali in imitation of the Italian opera,
which is a significant event in the history of Bengali drama. One of the reasons is that
this is first of its kind; and the second reason is that this play paved the way for the
composition of the lyric-drama “Balmiki Pratibha” by Rabindranath.

From the very beginning of the theatre-clubs in Calcutta, the concert composed under
the influence of European drama was an integral part of the drama. In order to maintain
this legacy, the rich enthusiasts had to hire a band and a bandmaster at great expense.
Separate educational institutions were also set up to alleviate the shortage of foreign
machinery, the only task there was to form a proper team for the orchestra. It is clear
from several accounts that the Bengalis of Calcutta first came into contact with a
completely new genre of European dance, lyricism and acting in the late 18" century,
and then from the early 19" century extensive efforts were made to reconcile the
European with the Indian forms. As a result, there was a wide variety in the usage of
European instruments along with the native instruments, songs and dances were
composed in Bengali; this marks the beginning of Bengali notation, Indian musical texts
in European notation and Bengali lyric-dramas in Italian model. A music academy, a

college and a school for music education were also established during this time.
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Jorasanko’s Tagore family was one of the most educated rich families in Calcutta.
Dwarakanath Tagore, the grandfather of Rabindranath, was the first in this dynasty to
gain respect and considerable positions in both Bengali and European societies. His love
for European education and culture was strong and the depth of his fascination with
European music and drama is quite evidently presented in his biography. Dwarakanath
had the good taste to appreciate European music and theatricals, and he became so
enamoured of Italian Opera, that he engaged one of the travelling artists to give him
lessons in singing. No wonder, therefore, that he yielded to the intoxication of similar
delight on a large scale when he arrived in England. Maharshi Debendranath Tagore, son
of Dwarakanath, in his early youth learned to play the piano in the European tradition.
Debendranath’s eldest son Dwijendranath Tagore also learned to play the piano.
Jyotirindranath Tagore was able to play piano, violin, harmonium and mouth-organ quite
well. He used to compose different melodies in the style of European music.
Hemendranath Tagore was also very fond of music. Along with Indian music, he also
made his children learn European instruments and vocal music in the proper manner.
Surendranath and Indira Devi were well versed in European music. In this regard, Indira

Devi wrote in her memoirs:

(RN (ATFS AT A AR ARETR AE—N TS GaFeas | IFa I (FaTe A2
PTG 93 ¥2 (R12 TFES 5 APIE | A GO GIFICER Nede 3feaieng (ifer e,
S 3 @ FOROL AR ETARIE JIFEF AN M T | O (R0 ATMEAR S
Afbe Tewef [fers! Fafafire fafie @ [ferst Ffg® (harmony) o7t AT (=5 o1 @R

fa¥ay o S

IR QUM AR | T AR, ANCF, AT Tl G e A e s afqsrd awvam “f<itag

TR FOIBH THF 936 FOHYS (HRATCAT 22 A6 FACS ICARC | P e A7 AR ©Icet

23, fofd ©ItF 2[F% MET | WNWE NG GING YRA2 TR qR ARET I 98 g T
FrAfRCE 1132

Sarala Devi was the daughter of Swarnakumari Devi. A European teacher was hired to
teach her European music and piano for one hour every day. In later times many of the
children of this house practiced European music. Some of them even choreographed

many of Rabindranath’s songs in European style and printed them in newspapers.
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In the era of amateur theatre introduced by the rich people of Calcutta, there was a
tendency among the youth of Jorasanko Tagore’s house to form a theatre group with
orchestral music. Rabindranath’s elder brothers and their friends together formed a
drama community at home. Keshab Sen’s brother Krishnabihari Sen was their acting
teacher. Vishnu Chakraborty used to compose songs for these drama concerts. The
instruments included harmonium, two or three violins, claps, drums, tabla, clarinet,
piccolo and a large violin. Later, in 1879, with the encouragement of Jyotirindranath, we
get the news of the performance of a lyric-drama called ‘Basanta Utsab’ written by
Swarnakumari Devi, which had prominent incorporation of opera music. A few years
later, Rabindranath himself composed the lyric-drama ‘Mayar Khela’ with much
enthusiasm. Jorasanko’s Tagore family was one of the 19" century Bengalis who tried
to master European music and acting, and were inspired to find new ways.

Before discussing the influence of European music on Rabindranath’s songs, we need to
take a closer look at how much he practiced this music or his direct knowledge of it and

how he got it. In the context of the first introduction to European music, he says:

At 17, when | first came to Europe, | came to know it intimately, but even before that time | had heard
European music in our own household. | had heard the music of Chopin and others at an early age.
As a young boy | heard European music being played on the piano; much of it | found attractive, but

I could not enter fully into the spirit of the thing.3

From these statements it is clear that at the time of Rabindranath’s birth, European music
was practiced in his family and that musical environment also attracted him in his
childhood days. He wrote about listening to the first good song:

“| first heard European songs when | was 17-years old, during my first visit to London.
The artist was Madame Nilsson, who used to have a great reputation in those days.”***
He first visited England at the age of 17 and during this time in England he not only
studied, but also listened to European music on various occasions and practiced vocal
music with enthusiasm. Rabindranath returned from Europe in 1880 with a profound
influence of foreign music. Shortly after his return to the country, Jyotirindranath
inspired him to compose the lyric-play ‘Balmiki-Pratibha’at an annual event called

‘Vidyajjan Samagam Sabha’, to entertain the invited guests by performing plays.
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‘Balmiki-Pratibha’ was first performed in February 1881. Recalling this incident, he

writes:
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Undoubtedly, ‘Balmiki-Pratibha’ is a new experiment in Indian music. In our country,
various full-length lyric-dramas of ancient style are still popular. Following the Italian
opera, the lyric-drama ‘Kaminikunja’ has been performed at the National Theater in
Calcutta or ‘Basanta Utsab’ at Rabindranath’s house has been performed. The actors did
not sing in the style of acting as the dialogue of these characters was perfectly tied to the
rhythm of the song. It was sung in the style of a conventional song, keeping a close eye
on the melody and rhythm, gaps and dimensions. For ‘Balmiki Pratibha’ Rabindranath
composed a variety of Hindi and Bengali songs, but completely ignored the conventional
style of singing. During the performance of this play, various characters re-enacted the
song with the rhythm of ordinary words or in the manner of speaking. Here the question
arises, how did the idea of this type of lyricism come to his mind? In his biography

Jibansmriti, he wrote:

T CHFET @FO! @R Ny AAfTNRET @, A6Any FAF Wy @A GFp IR AEE 27
I S+ifE 5y 1 o 7 =i a1 Iges, o ed iaw R SR (@Rera F2A @ aw
IR A, FUR A A A 1 A2 FARCR AR TA0RE CFAAH F M NS AIZCR |

135 917, Tq@AR | GTPe | FESTS!: ISt 1 3585 |

232



CHTARR O3 FRAGT M Al | SR 93 T© STea Selel 7 FREA T OR_CF A
fooa fra erom S afeqy SR e 5T T (@9 1| MW Mo FLFO FOF6! 93 (5B ACE;

SRITS I A N JAE A FCF, TG ©T2! SIS AOTS FeAqre 702 1 T N afrarsa

T (A, N T @8 G2 ; T2TS SIEd FOIFT A4 13, GF6! AR V@ AR | 32T GIFAG
Toel, U fooqa SRR g6 I (o, @ Ko A 31 o fum sk e
T4 MR eSO Mo AWy 7o)l fegy T4 27 AR, ©F Ol oA FlCS P S Ao
FCS 2TANMR | AGTAGIE Y TGS U3 SIER Jroww @ITsifmaite gsd (a7 7 1136

The two songs that he composed for ‘Balmiki Pratibha’ by imitating foreign melodies

are e e I @ W and o @R W@ @), The lament song of the forest goddess
composed in Irish tune is ‘5fs @ Sz 3=y, This song was not there at first. It was composed

during the re-enactment of the play during 1875. It can be said that the right way to judge
Rabindra Sangeet as a whole can be found from the thoughts that arose in Rabindranath's
mind about composing music as a result of his experience in practicing local and foreign
melodies in ‘Balmiki Pratibha’. He expressed his musical thoughts in detail in three
essays published in the same year, in these three essays, the main secrets of the various
types of music creation of his whole life have been hidden. In one of the essays, titled

e ¢ 7, Rabindranath stated:
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This essay is actually an analysis of the nature of ‘Balmiki Pratibha’. A new feature of
‘Balmiki Pratibha’ is that almost all of the songs cannot be sung separately from the
drama, nor are they something to be enjoyed as poetry. This is why he says, this play is
a garland of drama in the form of songs. In the play, happiness, sorrow, tears, fear,
laughter, joys, surprises, etc., various types of emotions are easily tied in various Indian
melodies and rhythms in the style of conversation. This led to the transformation of the
melodies. It does not match the conventional form. He adopted the European melody and
style to the tune of great joy, since in native melodies, there were no such form to express
immense joy or drunkenness, which was suitable for bandits. Since most of the songs
were sung in the rhythm of ordinary conversation, there is no rhythm of tabla or
pakhoyaz. That is why the first edition of the lyric-drama ‘Balmiki-Pratibha’ published
in a book form, shows that there is no mention of rhythm except the mention of raga-
raginis in the songs.

In the next essay titled ikfites Te#ife e Eweafaer, Rabindranath attempted for an

explanation of the essay by Herbert Spencer entitled “The Origin and Function of

Music”. In that particular essay he stated:
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And in the third essay titled =i:s ¢ St he states:

NS ORAFICE gfo TP WC2-F 8 FF | FA TR O T I, JAe A7 wolf o
P T 1 G- 0 TAER AR O 7S FCH 1 9P A AR Y AN WL A IR | TOGI
SRAFICR AR 0 FA 8 7 TSAEE AN <1 AT /1T | 7@ O 8 I O T S
i eire oI ol i 1 Ffe wwEr FAE o etk W ¢ WRATe @ oRE
ey W8 | PP S @-IFe 7 @ e e 72 IR, AACe @A [ Grwe
JRE I A, g7 e A 7R, Fv I e $H) FRon @ A" IR fE AW o7
YT I, TACOS (SN qRI-AR FW @ ©F 2 FCH | e SR ebfete IFAAFAE 7
Fere wi fFg W w7, 6w Ifew wote wicaeel o Aedved T Wi e 1 @ e
e wfeee FfOR TR RACSS TW AR O Ol OiRE e el e 230z |

FAAFACR A FPJRE O FiR, AACO O Witz | WMo ¢ el Tor oRedied 136 o

Sl S F3ANR | O, Fie! BRI FH0F T THfs e g, Hefe vl T 712
O G35 A4 I SR | TS FAR @A AFAA qZ, 7 ORF &Y W0, 7 SR FICA (SHNA
a1 Aot 1 58 I @R 961 S WCR, O I 8 & 1 GTG OITq WO 22ENS GF 0!
By ol 23S e A1 W3 e edice oiww effs (ou NAIRe (medl 77 B 1 el TH

138 g5, TG | FeNOHT | FATN: fPIOTS AFAROIN | 2058 |

235



@Tce Tfoae ¢ Mo Frwdics =fear wfame; FRO™ IR TR TF ¢ A¥EE TR T T O[RR

AN T4 IF, FG AANTe QAT SR FAT T q1 1139

It is clear from these three essays that Rabindranath embarked on a new experiment
through the music of ‘Balmiki Pratibha’, keeping the ideals of European music in mind,
and it was during this period that he came to believe that Indian music was far behind
European music in many respects. His deep fascination with European culture as a

whole, as early as from his youth, is evident from the various letters in his book “gzzs
a7 #i@” published at that time. We already know that in Rabindranath’s music too, the
European influences were formed and changed a lot over time. After the performance of

‘Balmiki Pratibha’ and the publication of the aforesaid essays, the second lyric-drama

‘Kalmrigaya’ was performed.

In ‘Kalmrigaya’ there were six compositions, directly influenced by the melody and
rhythm of European songs: ‘e 0 GG BEeT, STfel T, el 1 WfAfer, 92 @2 3 e &y,
‘8 @R @ o2’ and ‘9tz 4T, QAR IR,

The rest of the songs were composed in accordance to various Indian songs. In this
period, very few songs can be found to be influenced by English melodies, that were not
meant for any lyric-drama. It is known that in the next six years after the first visit to
Europe, only three such Bengali songs, directly influenced by European tunes were

composed. Those were: ‘stz warsR e ey, 7t ¢12 s s and @37 ceeafey. During
the re-enactment of ‘Balmiki-Pratibha’ in 1886, the song =f ¢ wT=2iw Ir=r’ was re-added as

a lament of the forest goddess. This time the performance of ‘Balmiki-Pratibha’ was
greatly enhanced. There were only four songs, influenced by European melodies in this
performance: <& FE1 I61 (@ 9IS, OCF AR A O, QTR (9], GHR GIEY, SF 8 F2[ AR
He composed about 20 new songs in Indian model for the play and a total of 9 songs of

‘Kalmrigaya’ were added to it.

In Jibansmriti, while describing the enthusiasm that arose in his mind towards new

experiments while composing lyrical plays, he stated:
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The third lyric-drama ‘Mayar Khela’ was performed in December, 1888. He started
composing songs for this about a year ago. In this lyric-play called ‘Mayar Khela’,
instead of drama, songs or its music was the chief thing. ‘Balmiki-Pratibha’ and
‘Kalamrigaya’ are like a garland of drama in the form of song, ‘Mayar Khela’ is like a
garland of song in the form of drama. The main difference between this lyric-drama and
the previous two lyric-dramas is that many of its songs can be separated from the drama
and sung as individual songs. Besides, the rhythm of tabla has also been preserved in
many of its songs. For which there is mention of rhythm along with the mention of the
melody of the songs of this drama. Even so, this lyric drama has only one song, which is
directly influenced from English melody — <= =ifee @ <=7’ It can be seen that during
these seven years from 1881 to 1888, his only inclination was to compose lyric-plays
and to perform his songs in the same manner.

Rabindranath’s second Europe-visit took place in August, 1890. He left with great
enthusiasm, arriving in September, but returned in November after only a month in the
country, feeling bad for the country and home. During this period, he used to spend his

time by practicing country music, as mentioned in his book ‘Jwate-ar @ i
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So this time, in this short visit, his singing ability has improved tremendously and he has
been praised as a singer. But after returning to the country, for the first time, he did not
express the same amount of excitement as he did earlier in regard to foreign music. There
IS no news of any new lyric-drama or composition of songs from English melodies.
However, it is known that in 1893, ‘Balmiki-Pratibha’ was once again performed with
much enthusiasm. This time too he played the role of Balmiki himself and the picture of
Rabindranath in the role of Balmiki that we are familiar with today was taken during this
time. While referring to Rabindranath’s love of English music, Indira Devi wrote:

aify o IR S [fefs «iTa e PR afeak, G-o[" aims e T TrR-EE A

QN AN AL I3 9108 AR, T2, “In the gloaming’, ‘Then you will remember me’, ‘Good

night, good night, beloved’, JBTACIA “If Tt | WRIGI (X GFPTCTR 4TS =i — Drink to me
only with thine eyes’ (06 TRt ‘FOIF (SR | WF GF6I A, @ FFme e 9
TSN, AGHR PRI 8 (@@EAR Foie AT 2AIBred, (i W G ©ieeT #{7e 1 Darling you
are growing old’ &gfe 3fHf& *ilts 378 W&l F BT (BT N1Bree 1142

Ever since he was a young man, Rabindranath has deliberately expressed his fascination
towards European music, but it seems that at the age of about 30, he first feels that the
nature of music in India and European countries is not the same, there are many
differences between the two. Since then, he has been thinking about what the real nature

of music in both countries is and this can be pointed out from his statements in gesil-
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In the analysis of the nature of Indian and European music, this thought of Rabindranath
has remained unchanged till the end of his life. Revisiting the differences between the

music of the two countries in a section entitled <=1ifs A’ published in 1911, he said:
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The newly-introduced songs of the lyric-drama, and the method of singing that was
adopted during the performance were not in accordance to the norm of any type of
ancient or conventional Indian lyric-drama. The way in which the songs of the lyric-
drama were composed and sung under the influence of European musical thoughts was
the result of a harmonious influence.

Most of the Bengali songs based on foreign melodies were composed in the era of lyric-
drama. However, the real impact of European music is not limited to this. From the
composition of the songs for lyric-plays, this influence has been manifested in various
ways in Rabindra Sangeet from the beginning to the end of his life. The English songs
that Rabindranath learned and could sing well in England in 1878 and 1890, are:
“Won’t you tell me, Molly darling”, “Darling, you are growing old”, “Good-bye, sweet
heart, Good-bye”, “Then you will remember me”, “In the gloaming”, “Goodnight,

goodnight, beloved”, “Go where glory waits thee”, “The Vicar of Bray”, “Of all the
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wives as e’er” (Nancy Lee), “The British Grenadiers”, “Ye bank and braes”, “Robin
Adair”, “If” (By Swinburn), “Drink to me only with Thine eyes” (By Ben Jonson), “Ave
Maria” (Roman Catholic Chant), “Serenade” (By Gounod).

Gounod’s musical Messe Solennelle and Faust, Chopin’s Funeral March and Galops,
and Wagner’s Parsifal Opera were also well known to him.

After composing songs for ‘Balmiki Pratibha’, a new path was opened for Rabindranath
to compose more songs. In other words, he was inspired to compose songs suitable for
singing from beginning to end with the idea of verse, without putting melody in the style
of kali-division of Indian music. And he also realized that while singing, it is necessary
to change the rhythm from place to place keeping in view the way of conversation. This
new attempt at composing songs was not limited to the lyric-play only, its expression
can be noticed in a couple of songs of his general lyrical emotion. The song “3f«, @ ===
e was composed by him in this way, in Ahmedabad, before the first foreign trip.
After returning from abroad, he tried to incorporate a few changes and modifications in
the song, which was a result of the direct impact, as far as European music is concerned.

He did not compose the melody in the style of Indian Kali-division in the song, the song

has to be sung up to 23 lines continuously:
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At the same time, he composed another song in Behaag-Khambaj Ragini in the same

style— “#if¥, st S1=1ca qe=?”—there are total 31 lines in this song:
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In our country, in several long-length poems consisting of many lines, such a scheme
has not been seen before. From the time, when Rabindranath’s second lyric-play
‘Kalmrigaya’ was composed and performed in the style of ‘Balmiki-Pratibha’, until the
end of his life, he turned a large number of long-length poems into songs in the same
style. Such as:

“QIME AT 2ItF B 1 (&7, “Tomar 2w Iz sfemnt qre”, “93 (of oI @eifed”, “9i 9 TR

CASCE”, “Q Y TEPTIARI”, “TF AN (@ AR S, “aimsme (I F#a ram.

When the raga or ragini of classical Hindi music is spread in the style of conversation,
the main enduring lyrical emotion of the ragini gains a special momentum. It does not
stand still; it moves forward in various forms. The enduring emotion of the long-length
poems of Rabindranath’s lyrical passion did not want to be confined within a small
boundary, engrossed in that variety of forms in the consonance of words and rhymes. It
was obvious that when he planned the strata based on the meaning or concept of each of
these poems, the dynamism of the poems as a song was not disturbed. Therefore, one
has to sing these songs from beginning to end in a single flow. The total number of lines

in the song “9% @1 @ garec” is 23, which is composed in mixed rhythm. There is no

chance in this song to come back again and again to the beginning lines, as the melody
has not been set in the conventional style. Although the song is composed in a fixed
rhythm, the motion keeps on changing according to the idea of the verse, sometimes in
slow, sometimes in the middle, sometimes fast, it has to be sung without stopping.
From the period, when he started composing songs for ‘Balmiki Pratibha’, the following
basic styles of establishing melodies according to their nature, were engraved so deeply
in his mind that he never deviated from it:

(i) Feelings of despair, depression, estrangement, sadness or crying will erupt, stretched
and extremely drawn.

(i) The melody of the lively, energetic, cheerful, happy and exuberant song will move
fast, two or three melodies will rise or simultaneously or fall very suddenly.

(iii) Those of respect, adoration and serious emotion will not be sung by stretching long.
The tones will sit close and the rhythm will not be too slow or too fast.

(iv) For those who require singing in a conversational style like acting, the rhythm needs
to be changed according to the emotions, differentiation should be made with the rhythm

in the same song.
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— Rabindranath kept in mind the effectiveness of these rules while composing songs
throughout his life; also it forecasts the significant impact of Herbert Spencer’s notion
of music and European musical formats in his compositions. Indian music has a vast
collection of various raga-ragini and rhythm-patterns. Therefore, Rabindranath had the
privilege to use those in his compositions. There were some special styles of melody and
rhythmic application in the ancient music of our country as well and Rabindranath did
not fail to notice that while composing songs in foreign melodies for his lyric-plays.
Since then, it has been his advantage to make extensive use of India’s ancient musical
resources in composing music. The pace of Hindi classical songs composed in Chautal
is slow and the nature is serious. There is no excitement in these songs as they are calm
and conducive to sublime worship. While singing, the singers have to keep a close eye
on the purity of the rhythm-structure. The traditional style of this rhythm is to express
each melody clearly upon the words. Kheyal was closely related to the Dhrupads in the
early period. Rabindranath’s songs of serious nature express a sense of classical and
primitive depth and seriousness; he composed almost all the songs of slow and serious
nature in the rhythm of Chautal, Dhamar, Dhima-Tetala and Ektala in the style of
classical songs.

In Jhamp-tal and Teora-tal, used in the ancient classical songs, the expression of
excitement or joy suddenly moves up and down with some gaps in the rhythm-structure.
Rabindranath has used these rhythms in his own songs and his style of arranging the
melody is the same. Kheyal is the rhythm of restless joy. Particularly the fast-paced
Kheyal makes the listener’s mind flutter with joy. Such a lively joy can also be observed
in the Bengali songs composed in this rhythm by Rabindranath. Classical Hindi or
Bengali Tappa rhythm is not so apt for expressing serious or deep feelings, it is more
suitable for expressing the sadness of separation. Whenever Rabindranath composed
Bengali songs following the ancient Tappa-gaan, the emotion of separation or
melancholy was expressed in it. There is no hint of excitement in the rhythmic pace of
the Tappa songs.

In this way he used the Indian musical resources in various ways while composing his
songs. Judging from the collection of songs composed by Rabindranath, it can be seen
that while composing songs expressing serious, provocative, joyful or sad emotions, he
arranged the melodies according to the classical pattern, even with the help of foreign
impacts. We find the successful combination of these two countries’ thoughts in his

dance-dramas written in the last decade of his life. In those, according to the idea of the
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lyrics, the rhythm, the breakage, and the melodies have all arrived at a juncture. Many
songs were also composed in the pattern of conversations, such as: “gasf =if¥ wita2 e,
o & @3 =R, “og W @A, “FeE @i e Fear” and “9 @ 3% e @, The way
in which Rabindranath paved the path for the liberation of Indian music with his

efficiency, cannot be called just an imitation of European music-thoughts, rather it can

be seen as a harmonious amalgamation.

5.3. The performer and the performance of Rabindra Sangeet

In 19" century Bengal, the practice of music was still stuck in the desires of Babu and
Bibi and in the inter-connection between worship and love. In the later part of that
century, a newness was welcomed in the domains of art, literature and culture.
Jyotirindranath of Thakurbari, at this time, was seen to be very enthusiastic about music
as well as drama. Plays like ‘Sarojini’ or ‘Chitour Akromon’ by him, came into existence.
His younger brother Rabindranath made his debut in this connection during 1875, at an
age of 14 years only. The playwright states in this regard:

A WA DI (1 G675 W7, SRITS K W 50y GF61 Ig©! To FIMReT |
Jq @ ZAo! AGA 2FF (Al 22CORE, O FAGAI ATE qE AR IF I 5o Ffan 0w

3P wfrefzeE | M-aeaIB AT QAR et A TR R, e 3@ e ame 9@
I e | fof fereerar: @i Myl =gt fFgreR (eie JAfHes #iita 711 B0 @ify oo S

SR 1 58 Q¥ = T 32 AW TRredd wiHife Tuiem i, a9 12 Igela sfEs

QIO AN Toe A TRIT O T3, IR ©Aq2 YT AR NCHR..... o0 b1 S <oz
e pueFe Jaar e 1 o e
e G ooy faee, f7w9,
AR19-5177 [[FE401-307 1
G g beT arey
QuIT 3 2T G
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Rabindranath’s composition became an accompaniment of the melodious dialogues,
created by Jyotirindranath. It is as if Rabindranath came, saw and conquered the culture
and society of Bengal through this song and that was only the beginning. Even before
this, Rabindranath had to enter the realm of rhythms and melodies when he was tasked
by his tutor Gyan Chandra Bhattacharya to translate Shakespeare’s Macbeth in Bengali.
His expertise in rhythm-construction was evident from his translations of the songs of
the witches in Macbeth:

Double, double, toil and trouble;
Fire burn and cauldron bubble,
Fillet of a fenny snake,

In the cauldron boil and bake;
Eye of newt, and toe of frog,
Wool of bat and tongue of dog,
Adder's fork and blind-worm’’s sting.
Lizard's leg and howlet s wing
For a charm of pow 'rful trouble,
Like a hell-broth boil and bubble.

The translation done by a 13-year-old Rabindranath was as alive as the original:

fawq e ffed cIc
I NG @R FAE G |
faes fAeq geg areq
GIT T 509 51
G AT e [eF
Fore ¥ ORI 7e7 1
Fafas-esre e =,
ol Je, 2517 =1
AT ferq QT weg Ny
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The stage success of ‘Sarojini’ carried ‘promotion’ for young Rabindranath,

Jyotirindranath says:

TR AP A9 23003, AN RS AT T @R TAN-wAice $oEA AR |
Q2 TI(S S 8 FTETHHITe AN 234N foTer— o (Gigan, 37 8 @nfar 1146

The next thing which followed was the acting lessons with Jyoti-dada. In the second half

of 1877, a play titled ‘ass < =g w3 ar was enacted in Jorasanko Thakurbari.

Jyotirindranath was the playwright as well as the director and the role of the hero
‘Alikbabu’ was played by 16-year-old Rabindranath himself:

TG AL THCF 2T 28R 20 (euifonm ‘aFq F o FF A’ A S TR ey
AN 1 (18 @INE 22N Sfomz | O FICCAR 79 79 S o (FTeRETE “i2 iz «ifqe
BZCOCR; O e f&femi2 A i @fiee bR, wey fFirefy, ifarele, wfeTy sfarsfy, fFraw
Toa e apeerd ifert frcefe.. i @3-t O *fets aw gww Beotite (it FaieaifecE,

g TR o w1147

17-year-old Rabindranath had his first trip to Europe with ‘Mej-da’ Satyendranath.
During this period, he wrote the poem ‘s¥&ma, which had a sensation—very much attached

to drama; so he wrote:

@3 FIBCE (T2 @ FoF N 7 IR | BT P MR | SIRICS oA FCB A6, 68 (12 A T4, I8,

Il 2[@, I FoIG @ AFT 513 1148

Instead of completing his law course, he returned to his own country by befriending
literature and music. At that time in Calcutta, apart from conventional stage-dramas and

jatra, many dramas in the forms of ‘opera’, ‘geetika’, ‘geetabhinoy’ and ‘geetinatya’

L6 STBIoII, INSFNR | (OO AT ST ge | FATel: MRE-oRf =T 1 3555, 3¢5 |
W7 91g7, Tq@A | Ge | FETel: gt | )58) |
148 |bid
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were performed on the stage. The migratory influence of contemporary Italian opera in
those drama-performances cannot be denied. Somewhere there was an abundance of
songs and somewhere there was a complete expansion of songs throughout the drama.
Rabindranath performed in the role of Madan, whereas Jyotirindranath was Basanta for
the lyric-drama ‘Maanmoyi’. Besides the acting practices, Rabindranath started
indulging himself in the literary compositions. In 1881 ‘Balmiki Pratibha’ was

performed as a lyric-drama, where the dialogues were crafted with songs:

g (Erere Rete R Toweld ey ¢ fMiiveny g wemeirel 17 Smefr i sfzam T
R AR A1 e @ N2 g3 S @3 7w, [FE oy orRiTe wRikites At sieter a9
Jelt cox B @ et 11,98 @A @ REe) eaw vo Wy IS -eifow w22 1 324 el

IR efsor ameef oA (9fs i otel, seef efenma 7fbe Iter J@-9e efbfers am
TSt o 22re eAt | IFs, IS Afe! Aoty FP2g T2—T FACSH G061 Tga ~Rrw-JAAA
S IR o J0E AR Afoe ol 7 —- TR R TS wdfie e 3w W A4y e
FE AR, 3ZF AGIRONT 9[F I Afoqy T4 27 Aa—Fog 7oced NgY 327 afs g 2012
IS 149

The song of the forest goddesses for the captive girl:

YT @ PT AT, GCF P T T
G2, & FFY (B @ FIBIT N b1,

— was composed in the Irish melody:
Go where glory waits thee
But while fame elates thee.
Oh! still remember me.
The resemblance is not in the language, but in the melody. Although the lyricist of the
song is Thomas Moore, the Irish poet, but the melody follows the ancient Irish song
‘Maid of the Valley’. Similarly, the sailor’s song ‘Nancy Lee’, composed in 1876,

became a song of praise for the bandits. Here also, the similarity lies in the melody itself:

Of all the wives as e er you know,
yeo ho! lads! ho! yeo ho! yeo ho!

19 9157, Th@AR | GTe | FETSL: gt | 358) |
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There's none like Nancy Lee, | trow.
yeo o! Lads! I have! yeo ho! yeo ho!

In Rabindranath’s composition it became:
e FIET) AT (T @e

o 3T, €21 ¢2, FeEN (2 (3 (3, Jeen ¢3!
VICHT (AT AT Frei—

JCET C3Y (F (T, FeEW (2, TN (2

In Rabindranath’s perception:

“NfSTHs, A AHAE @ wfomy Ffce 27 SIS, FA-R[ew ot 1 A [Rew w5 | Jfzea
afeTee S 26 wergq 710
So he composed a woman’s cry-song:

GBI N A FEA, GHCAY 2 3R ¢ 1
— based on a Persian song, sourced from father Debendranath:
297 ¢ 7¢q 791

© QI e Fle, TN INL

Rabindranath, in favour of this modification, stated in his essay e ¢ o=

Rl T4 @V IR 0k 935 S e g A ©fe wFR A, @M T ATOP (I
R o Tl TSI I, 7 TS Ol 7 1 SN T4 2213 78 =g e, (A FJF QoS FACA
1, B ¥R @08 AR, AR a7 W IR TG, SF O @E @ifTE 7 At geed A
Ve I PR S dcd Aea 50, oiRice effs @i e Sof vl Agce =A 1 o [edd Al
0T e T oS @ SMewee 5, 92 foat1 S 7 fUeiE A1 O @ O AFIHAT G0
T | TOUT OIAF AT A0 0 OlF8 To @ [ETs T4 AIF,. OF AFHCE Y2 Sy T

I/ 8 SR (el Trerely PRICR ©iteT 2 115
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In the lyric-drama ‘Mayar Khela’, we see that the dependence on the theme has become
more prominent and important than the dependence on story-line. The main current of
this drama is the contrast of human-love and universal-love. Drama is not about any
event or character, but about human feelings, emotions and human conflict as a whole.
The dialogues have attained certain lyrical aspects:

©IZ q© I3 W/

CETT 373 79 T ©F Y N 1
57, ST, T 1%, T PRI,
3tz Q1T & I
) OTF TP (A0 (T TS 1
37??, beerr
(AT IR 7T TCF (VT G 1

G (T 2, (FT T (3PCT GHEEET |

Whereas, in the case of ‘ergfex efseiz, written in 1884, it cannot be said that the use of

music has met the demand of drama in all aspects. However, the songs of the peasant
group are undoubtedly a unique addition in contemporary Bengali drama:
3T ¢ T

QINCTT *WINCP (BCG T3 1
IR FNT TR A AT,
QI PAE 707 WG 1
T (N AT 2, FRY G,
3T R JeT—

I I AR NS 07

qIer PR Fe 1

In poet’s own words: 16 @6 =%, aw 7= [i6=er. Keeping this in mind, Rabindranath
composed dramas like et ¢ @ in the format of verse-dialogues. The drama revolves

around the love story of Kumar Sen and Ila. The songs of this drama are mainly sung as
part of the sub-plot. However, the song of Ila’s self-dedication became popular among

the masses, which was composed in the heightened speech:
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Rabindranath’s superiority in the domain of lyric-play was established through the

composition of ==te’. The hero Jayasingha is orphaned, raised in the temple under the

auspices of Raghupati. His heart is filled with devotion to the goddess and faith in his
guru. But when Raghupati persuaded him to kill his brother to keep his glory intact,
conflict arose in his mind:

. O

e, G, (O QT T
FerY COrFE TFe o4 1 IO
N7 qZ, Green N7 7ig, V2

N7 2o/

Rabindranath matched the melody of Kirtan in the essence of Baul for portraying the
mental state of the protagonist:
I A7 ©IZ A 51T S

QT GZ T AR PG DI T COITH 4 A |
AR QiR @ @ lea—

(O 82 YA At (aesl S P P 1

According to Rabindranath—sjfz= sierrel Wty @ 936 gyl eiee= beice, i1 $T G126
(@ICRe (@ @l forss Wey wiged i 1152 And this very thought was prominently felt in the
songs, composed by him during late 19" century:

TR 99 2 gifer ¥ 99 27,
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In Shantiniketan, however, music was practiced in a completely different way.
Rabindranath, just after composing a new song, immediately taught that to
Dinendranath; and Dinendranath used to teach that song to the pupils including the
children of Shantiniketan in the evenings, in the ‘Binodan’ period. Often Rabindranath
himself used to stay there, listen to songs, and teach new songs to everyone. There were
students of different natures in that huge group. Most had no education in music. Not
everyone had that melodious voice. People from other provinces also attended such
classes. Some of them have learned Bengali language, some of them have started
learning, none of them were perfect in pronunciation and singing style. But neither
Rabindranath nor Dinendranath ever forbade any of them to join the class as they were
eager to learn Rabindra Sangeet. In this regard, Pandit Bhimrao Shastri can be
mentioned. He was from Maharashtra, a Sanskrit scholar. He was equally proficient in
playing Dhrupad-Dhamar, Kheyal, Tappa etc. as well as playing Tabla and Pakhawaj.
He was appointed as a professor of Hindi-Sangeet for the students of Shantiniketan. He
started learning Bengali language and Rabindranath’s songs with great devotion and he
used to sing solo songs in many festivals. He also created the notation of many of the
songs. From 1896, Shyam Bhattacharya was employed to sing religious songs composed
by Rabindranath in the morning and evening at Shantiniketan. The manner in which he
sang those religious songs was very different from the conventional notation, but
Rabindranath never asked him to follow the proper notation.

At the beginning of the 20" century, professional singers of that time started recording
Rabindranath’s songs. Those artists did not always follow the exact notations while
singing. Almost all the artists sang Rabindra Sangeet in their own style. Rabindranath
himself has heard many of those recorded songs, and for a long time he did not say
anything to the authorities of the record company. After the formation and establishment
of Visva-Bharati in 1926, Rabindranath gave close attention to this matter and instructed
to stop selling old records, which were not sung according to the proper notation. It was
decided with the company that whoever sings those songs, should learn the song properly
with proper notation and rhythm. Since then, many record-artists have tried to learn and

sing Rabindranath’s songs in the proper manner, and he has also generously allowed
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their records to be marketed. As a testament to this generosity, a few renowned artists
can be mentioned, who got Rabindranath’s approval for recording their songs, such as
Kundan Saigal, Kanandevi, Pankaj Mullick, K. C. Dey, Niharbala, Shanta Apte, Renuka
Dasgupta, Radharani etc. Rabindranath never doubted whether Rabindra Sangeet in their

voices was appropriate or not.

Dr. Arnold Bake, a foreign music scholar, spent many years in Shantiniketan (1925 to
1934), learning many songs from Dinendranath, and composing notations of many
songs. He always used to sing Rabindranath's songs along with a piano, in his European
voice, with his European accent. He sang many songs in Shantiniketan and in Calcutta
and in many other cities of India.

There is a lot of debate about who will sing Rabindranath’s song or who has the right to
sing so. A special genre of song called “Pure (Bishuddha) Rabindra Sangeet” can be
often heard. The preachers of “Pure Rabindra Sangeet” believe that a specific form of
singing should be followed for such songs. They think that it is different from the singing
style of Hindi songs or any other Bengali songs, so to say. Its varieties are completely
different. They also project that if different types of singers sing Rabindra Sangeet, the
genre of Rabindra Sangeet will lose its uniqueness. But in the words of the poet himself,

we can see a different connotation altogether:

I do not hesitate to say that my songs have found their place in the heart of my land, along with her
flowers that are never exhausted, and that the folk of the future, in days of joy or sorrow or festival,

will have to sing them.

SR #[1F et st Mre2 201, Qg i 212res 201 FFaF, JIENF U 90F, 2@, Troig 1158

However, it is true that he wanted all the singers to pay attention to the mood of the song
in the sense that he himself composed the songs, with the same enthusiasm or with the
same passion. So, he had to say:

“qp waw e, 207 e o i «3068 awe Aiee Resg | o) ok (waw, 99) [W coINEl o
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In other words, everyone will try to sing Rabindranath’s songs, in need of their own
happiness and sorrow. But just memorizing it like a pet bird will not do justice to it. The
purpose will be to entertain the mind by singing the song itself. In this way, the audience
will be satisfied with the ability to immerse themselves in the depth of the song.

Before Visva-Bharati was established, Rabindranath wrote:

frgee! I afelde 21 o omor WeMs ¢ e P o= aqm @ 2BW@W—93 AT T&F

m 1’155

Earlier, he was able to transmit the practice of music in the life of the ashram. There were
no specific music classes, but during the recreation period, the students used to practice
various types of songs for worship and other gatherings. With the help of Rabindranath
and Dinendranath, the students performed those songs on various occasions. Apart from
various ceremonies at the ashram, students from Shantiniketan also went to sing at the
Magh-festival in Kolkata. In 1916, the students of Shantiniketan sang in the choir

performed by ‘Falguni’ of Calcutta. Its main purpose was:

I(E NG (ST GFH! AL TAMA 1 7 @ T N TR TIE ©f T F§ 6T Weva GF0!

*& (0T AT, EBICS AFT FN &l 77 1156

This is how music education was going on in Shantiniketan. Later, when Rabindranath
was convinced that it was possible to teach music as a separate subject, he appointed
Bhimrao Shastri to teach the students of Shantiniketan. Bhimrao Shastri regularly taught
vocals and various raga-raginis. He had special arrangements for teaching the selected
students in this class. In 1918, new thoughts started emerging regarding the school in
Shantiniketan:

(ETRE AEHOAE 1T I W0 [ R ey, SRl effofrn e s edte i s e
Se WA ¢ AYS MiT@E19 915 T2 F9 ¢ TS ¥ freres | 32T 4R Qame WL
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Visva-Bharati was established in 1921. In the initial account history, we see six students
in the music department. By the following year, the music department had Bhimrao
Shastri— teaching Veena, Mridanga and Hindi songs, Dinendranath Tagore—teaching
Bangla songs and Nakuleshwar Goswami teaching Esraj and other songs. There were 12

male students and 10 female students at that time. From the record, it can be seen:

R 1S4, (oA, (BT, Qe Teifv weass Aol e g | viadt @ o fAfes
SIRIWMA &l FFeAHE FACA (<141 28R | 0%, ©Ie! @ AR waaie Tyfs Iz | A e
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In the meantime, the first syllabus of Visva-Bharati has been published. Shortly after the
publication of the syllabus, the second syllabus was published in a modified form. The
course of Music, too, was of six years, three years being for general efficiency and three
years for higher proficiency. Lessons were given in classical Indian Music as well as in
Rabindranath’s songs. For a comparative study, Western Music was also taught in a
general manner and lessons in instrumental music were also given. A few students were
found in the music department from the school. But the most important thing was the
inclusion of Western music in the curriculum. At that time Rabindranath went to Europe
and from there he wrote a few letters to Anadikumar Dastidar, the first student and

professor in the department of music:
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From this letter, it can be easily seen exactly how his thoughts on music education and
teaching were taking shape. In 1921, Rabindranath accepted the system of examinations,
certificates and degrees in the newly formed Visva-Bharati. Music and dance education
has been taught through classes since school days, considering the need for general
festivals. In 1934, Sangeet Bhavan was separated from Kala Bhavan and made a
completely separate division. From then on, students started enrolling for the sole
purpose of learning vocal music, dance and instrumental music. And in 1936, for the first
time, a syllabus of music and dance was required in Visva-Bharati and the number of
enrolled students was 50. By this time, the practice of Sangeet in music schools like
Sangeet-Sangha or Sangeet-Sammilani had already begun in Kolkata, but it cannot be
called academically, so to say. Raga-sangeet were generally taught there for performing
on various occasions or festivals. And the curriculum of Rabindra Sangeet has been
prepared, changed and expanded as per the demand of the time. Anadi Dastidar was the
first person to take up Rabindra Sangeet as a profession and he was the first Rabindra
Sangeet teacher outside the domain of Shantiniketan, after Rabindranath and
Dinendranath. He also taught at music conventions. One of the main components of this
teaching method was to give the melody of Rabindranath to others. This trend continued
for a long time in and around Shantiniketan and it continues even today. Within a few
years, a considerable number of young people have made a living from Rabindra Sangeet
and with the advent of professionalism, there is a necessity for in-depth examination of
the concept Rabindra Sangeet as a whole. If we do not know the life of Rabindranath as

well as the evolution of his music composition, it is quite impossible to evaluate
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Rabindranath’s music properly. But then again, the concept of Rabindra Sangeet
education has come a long way since the beginning. So nowadays one doesn’t have to
memorize the melody of a few songs. Just as all students need to be aware of the language
and form of music, they also need to be more proficient than before in the use of musical
variations and ornamentations. Along with this, in judging and analyzing the background
of Rabindranath’s songs, it is necessary to take a thorough look at the lyric genres of the
contemporary and pre-Rabindra era. Many people of earlier days were not familiar
enough with other Bengali songs. Dinendranath knew various Bengali songs and
Dwijendranath was an accomplished singer of humorous songs. There is no lack of
evidence that Rabindranath himself used to sing songs of different genres. The teaching
method of Rabindra Sangeet has undoubtedly changed so much with time. One the chief
medium of instruction was ‘Tanpura’ in the early years, but that has been shifted to
harmonium in order to maintain the balance with the age. But the question remains, can
artists be created? It is possible to develop innate talent by teaching music and awakening
artistry. That is the limit of teachers’ teaching duties. Admittedly, the approach to
Rabindra Sangeet education has changed in modern times, but it is never true that it has
not progressed. The way in which the practice and education of Rabindra Sangeet has

progressed in the present social and economic conditions is significant.

IR S SAF @A T oA, ST AW AR, G Sew 2 | 92 FHefe Sl IR 419 T 73 |
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Rabindranath had a firm belief in his mind about his songs and melodies which were not
merely emotional. His faith deepened in the course of his life and so, he did not forget
to mention it again and again in various contexts. The truth of this belief is no longer
awaiting proof today. Composers had no special presence in Indian music then, the artist
was himself the composer. The artist wanders as he pleases in the rhythm of a certain
melody. But in Western music, the artist is only the presenter for the composer. By

agreeing with Satyajit Ray in this regard, we can say that Rabindranath did not fulfil at
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least one of the responsibilities of a composer. He did not give any clear instructions
regarding the accompaniment of his song. There is no definite indication of

instrumentation. According to his own expectations, ‘4 =9 aa YR NS &, AR G
Troslfe A/ e 7@ '—but things have turned the other way round these days. From the

historical view-point, different instruments like piano, mouth-organ, harmonium, esraj,
harp, flute etc. have been played with Rabindranath’s songs at different times only as
accompaniment. All these instruments are mainly followed by the original melody.
Among the percussion instruments used for rhythm are pakhawaz, tabla, khol and
mandira. This trend continues even today. It seems that during Rabindranath’s lifetime,
his songs did not feel the need to be associated with instruments. Songs have been
composed mainly as part of students’ education. Rabindranath had to compose
innumerable songs on the occasion of various festivals and plays and for upasana or
worship. Those songs have spread to the horizon from the domain of the ashram and in

many cases has become “wza it gt =eaR si—fulfilling Rabindranath’s expectations.

The way Rabindranath’s songs were widely circulated after his death, was not the case
during his lifetime. Today, Rabindranath’s songs are the livelihood of many and the task
of widespread promotion, that took place in the courtesy of the media, was quite
unthinkable for Rabindranath himself. So, the difference between the environment of
Rabindranath’s song in Shantiniketan and the external environment has now diminished
a lot. Overall, the need for the instrumentation of Rabindra Sangeet has increased a lot.
It is important to note that the contribution of Indian classical music to the original
inspiration for the creation of Rabindra Sangeet is first and foremost. Besides, there is
Bengali Kirtan and Baul, songs from other provinces of India or some hints of western
music—the process of formation is captured in his diverse creations. In the case of
classical music, we see that the accompaniment of the sarangi or harmonium is mainly
followed by the singer. In order to consider how essential the instrumental
accompaniment is in Rabindranath’s songs, it is necessary to be in tune with the form of
Rabindra Sangeet. The structure of each of Rabindranath’s songs is fixed. There are no
gaps to fill in most of the compositions; so, one of the two tasks that can be done is to
select the appropriate instrument to follow the main melody; and arrangements can be
made only to fill the gap during the pause. In the case of Rabindra Sangeet, harmonium,
esraj and violin are the most used instruments today. The character of the harmonium is

completely unique. The melody inbuilt in this instrument helps the singer a lot during
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the performance. It is necessary to mention here an overview of Shantidev Ghosh in this

regard. He writes:

550> A ofFTed [Fg Ao WFHRITT IO FYACST PRI (AT FACNIN IFOA
27 o)l fvE S oy 9’ SewE e | 75 W3 Rwers a7 afsame Srfer | v
Pream @ Fg THF FAcex e performing ME, @ efeam w1 @3H sRRREI

CARAER TOUR TG A0S, W@ AT FEF, @12 Lional Fedden [Ee 2@, F+steR

SFIA O GG SCHE G WTA*l (A, (TN R PR ARITOR A0t AT ST

TP GRMCE TSP G0 AR FACS | AT G ©F (AT 1162

Whereas, Esraj, Dilruba or Violin occupy the most notable place as a follower-
instrument, which simply follows the song, without any fixed form. One of Satyaijit

Ray’s remarks in this regard seems particularly noteworthy:

Gl FANCOR (@ 61 ARATARACS N1 27 G761 7o BIFI-BIAT S0 #I1C GBIl I I8 JIR—
GAEE (@F, I AT @F, I @R @F | @ R (&I BTSN (GIed St T B e Awew

I BT AE O R TS AE ©f 20 NS GHAG-AIca U8 =W #0162

More than focusing on the differentiation between domestic and foreign in the selection
of instruments, one should be careful to keep the character of the song intact. It is
appropriate to select instruments according to the requirements.

The way Rabindra Sangeet has been preserved in the world of Bengali music is
incomparable. Rabindranath’s songs have been preserved mainly through notation. The
notations have different versions and it is uniquely marked. If all the songs had been
sung by Rabindranath himself, it would have been possible to keep them as the standard
format, and there would have been no room for argument regarding the singing style.
Only a few songs have been able to capture that pattern, and there are some songs sung
by Dinendranath Tagore which have not become popular among the masses. The
uniqueness of the singing style of the two of them can be easily understood from those

songs that are available. And there are some songs by some of the female artists who

161 (qry, @A | TR [Aba | FAFTST; AW 2IRETHN 2iZtes FNGT 1 208 |
162 71, A& | FAGHACS ORI FAT | STF FegZ, | T AW (790, Fepol; Qv ARFETIeT &, i, 1| 03¢ 1
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have learned directly from Rabindranath, which are transmitted through gramophone
records.

The notation of one of Rabindranath’s earliest Brahma-sangeet — =iz =@tz fbafve, ©g &4
im— was published in 1926, where the main rhythm followed was Kafi along with

Chautaal. But within a few years, this song has been performed in a free-rhythm
structure. The singing style became softer and the prescribed depth of prayer was
lightened. The exact opposite happened in another song. A song from the play

‘Prayashchitta’ titled—¢ @ =iew = <= initially was composed in Bhairabi / Qawali

rhythm, but in later performances the rhyme-scheme, melody and the pace of the same
song has been changed in such a way, that it seemed to have lost its original essence.
Another thing that is often heard is about the ‘Gayaki’ or the way of singing. In the case
of Indian classical music, ‘Gayaki’ is probably referred to as the singing-style. If this is
accepted, then how can it be established that there can be only a single singing-style of
Rabindra Sangeet? The question arises, is the singing-style of the creator himself and the
followers of all his songs can be exactly the same? Is Sahana Devi, Amala Das, Amita
Sen, Kanak Biswas, Malati Ghoshal etc. singers sing in the exact same style? The way
in which Shantidev Ghosh, Samaresh Chowdhury or Rama Kar sing, are quite different
from each-other. Or for that matter, the same songs sung by Subinoy Roy, Suchitra Mitra,
Rajeshwari Dutta, Debabrata Biswas or Kanika Bandopadhyay are not the same where
singing-style is concerned. Just as the melody of a song has a notation, each person has
a unique technique to express their feelings which differs from one to the other and that
uniqueness is expressed in Rabindranath’s songs while performing. That is when the
question arises about the readability of the poetic form of the songs. The readability of
these songs is much higher than other Bengali songs and it can still make an impact on
modern minds. There is a clear explanation of this in the words of Rabindranath. He

says:

FoT Witg FAre FeAATS, B AN IH Mo-FeANced JIGT FeTe W ©f U (Of FoIqe3 A

2 2T A A1 A @ AT qoa [ [few@ AW o M @i @2 TREN @, A ARE T8 e

T o 61 @B (@1 (@, QAT TS AT FLTH YN SFOE IR AT Ay— A3
T AR, (@A @ 2 AACEIS G, (7 L& AT @ B 1 wr g o o= S0 H

- ethereal - ©I2 (o1 WTA FFoa T S A A 1 Y ©IF 7, fcera gmeaa e oF qifec
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COICT 0 | QAN 4CAT IL ORI o1 218 O AR By AT WARCFR ;SR Sofeifencd s

(T AT @ (APB0eE W0 W@ @, T A0 (AR OIS (@ LA, (@ WAL 1163

From this, it is not so difficult to understand that these songs are meant for every
individual —songs of a solitary soul. These songs are still equally alive and present, not
because the feelings of the primitive instincts of man have been expressed, but also
because these songs have become more habitual in our lives. The artists who perform
Rabindra Sangeet not only indulge themselves to be in proper tune with the melody and
rhythm, but also what they conceive is a unique sense of world-view, whose true nature
is not comprehensible. One of the wonders of Rabindranath’s songs is the integrated
application of imagination. The Indian concept of rhetoric has been repeatedly associated
with art or music. And Rabindranath's songs have carried such meaningful expressions
throughout its journey:

&y COINIF 9 T, T IF, 197

e e e oI,/ AT 7 1
—This song has been sung like this from the day of its composition, but none has paid
much attention to the emotional expression of the second line. Here is another example
of a song:

[@1fF 9 721e er7 feT @

QI GIRNF] TP O JF AT

The repetition marked from the beginning is followed by the artists, without even
realising the difference that it makes. In this regard, another point should be noted; there

is a line in the soNg— et 1 SN (O ' aS— /17 78 cenzess & czice — most of the

time during the song being sung, this line is performed as—em=s Ze3cenicas s=ecs’. Even
those who can, are not aware of the huge difference that a single expression of g2 ez
when mispronounced, can represent. Similar thing happens with the line & v 7giz
getere Bedrze [FFeas e of the renowned song—wsiweas e e, Meanings can be

distorted through the pace of the singing as well.

163 vy, i T | FALTFHA© T | FATT; TGN ARG 1 590D |
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Often we talk about an unsavoury combination between the words and melodies in

Rabindra Sangeet. The poet himself said:

MACT @ L I W H6eE | Feafee, Fowes ©iF ifo 25 (@ YR ©F &I 2 (&
el G2 S 79 et Fea @R, ©4F O (AtF AT M e FH0H WNeHd (e &l F
TR (ATF A afs Qg [k SaRs 149 Qe I F90e (e, 2 affi Jedfired

T 7 541 FAC A 1 MRASCS FCHH A [T Teet 1 (01 ICTT @01 (RITET R ¢ofet 71164

Rabindranath himself has made it clear that he equated music with poetry. Rabindranath
did not want to compose ragas in any way, what he wanted was just to compose songs.
Such excitement can be marked in Rabindranath’s songs, which unveil the ever-new
emotion within the structure of raga-raginis, and cherish the possibility of a new
creation.

There are many songs of calm nature which are rich in melodic quality but in their
expression, there are some instructions which are not able to express themselves without

theatricality. For example—&® 337 @iFsfars e, W49 J7 givece a7 —it is doubtful

whether the real appeal of this song will be captured if it is sung only by following the
notation. There are some special qualities that require performance and which can only
be embodied in the voice of the artist, it is difficult to find that image in the notation.

In fact, modern artists are following the ideology of this age, their style is not the same
as the previous style. They like to keep their voices under control, in their opinion, the
promotion of the song is bound to be pure only if the following of the notation is pure.
Let us witness a song in this context:

@ & ;T 7 ;e
QI RF1ZeeT T AL A
I Jfer 7Z I Fferwy 2R IS

FoNTT BT T Y, AL, AT

This song cannot be sung properly without having at least some knowledge about the
Tappa or Ar-Khemta songs. All these were prevalent in Rabindranath’s youth, therefore,

he was quite familiar with those forms; But nowadays, though the artist tries his/her best

164 315, TG | FeNOHT | FATN; fgOS AFAEIN | 2058 |
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to articulate the song, the intricate details of the song remain unreachable. On the other
hand, when Rabindranath used to sing and compose, it was customary to use the voice
and the pitch freely, there were some distinctive styles of decoration and the organization
of the song had to be carefully considered. Many artists now condemn singing out loud
as and many ornaments are considered by them to be obsolete or superfluous to this age.
The object of art is such that it never becomes obsolete, one genre surrenders to another
genre, but retains much of it. In the world of music too, from the time of Nidhubabu to
Rabindranath, according to the sequential rules, a culture has been gradually advanced
and surrendered for the waiting future. They could value, they had individuality and most
of all self-confidence which kept their talents constantly on the lookout for new things.
However, there were fortunate notations, the lion’s share of which was recorded by an
outstanding genius like Dinendranath, or it is doubtful whether this pattern of Rabindra
Sangeet could have been found at all. The inner quarters of Rabindranath’s songs draw
us closer to a dichotomous world, with an oscillation between a sense of concealment

from the outside and expansion from the inside:

GO N F@A T4 A ICTH— JFOFCS GG (3 OIF G 7-50 (735 et 1 — X A
OF A LI FEA N A9 A— GPOANT G5 O WT (77 F20C e |

QLT @3 (@ 93 ol eidre 12 it ¢ Soeta o 5 feand aeie Tyt e @reem 06 S
U3 ol | A A BT IE0R GBI i 20 9 g @6l A N @we FAfS g

G @A A, O S_edd Y0F A e 5 R-@man ¢ JeEd A OletS &X

T2 1... 12 AR TR (AF AAGALNCSF & | f0era qia A gt @ Getieet | =

Tl BCeT (VR0 BIG Sefs, (VAIS F-ARIF (@], (e ARG selReaii=f eia™— q3-579 S

@4 AT O A T | e-fet fqet ives S=ieed 2o (2N TZPTCEIE G0 ACAeT Sl |
QTFE! AFIF G TAF [(RE F'TH (AN LA TG I [OIT @I 70 1.4 T 27 Foad [
J20ed WfoRLd 8 WS, I A OItE FoF e e aFerR refb o e, o [Redietle ey
T G IAGACLT 2 | AT 2 @-2wd R 2@ g 00 @@ FEed @R AR, SR
AE OICe A (@R ARG ACHS TY(@ TN, O PO AT GOl FAl 512 AAFOR, AT Gl |
@ A A 7w Wi fFe@r 91 3w gea Afe’ $3—eg (o |t i @i Gitd w9l aiwen

RILER ISR EEACEI G
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During the days of ‘Balmiki Pratibha’, the young composer Rabindranath had a dream
that music would one day be able to express all kinds of emotions like poetry, and would
gain independence. ‘Balmiki-Prativa’, ‘Kalmrigaya’ were composed back-to-back with
the joy of unravelling the bondage and exercising varied use of music. He wanted to
capture the drama through the songs, he tied the strings of the drama in the thread of the
songs. The release of the songs was accompanied by the idea of ‘Natya-mukti’. But the
compositions were mainly melodic dialogues, those cannot be called complete songs. In
the lyric-drama ‘Mayar Khela’ all the songs were composed in a proper structure, but
the strings of the songs and the knot of the ‘Natyasutra’ were not strong.

Twenty years later, a musical atmosphere has evolved from ‘Sharadotsab’ with the use
of innumerable songs along with dialogues in his unique composition. A new structure
of the play was being introduced. Now, beyond the limits of words, various theatrical
meanings are expressed in the language of melody. The multiplicity of songs never stood
in the way of drama; Rabindranath’s pursuit of creating a new theatrical language by
combining dialogue and song, language of speech and language of melody has been
going on for a long time. In the search for emancipation, the difference between dialogue
and song is eliminated in the last stage of drama writing, through the form of dance-

drama. At this time the poet wrote:

TGS (FATS AR A AR A AAF- (FRIH-TTRAC TGS A (ST FACS FO© 2T 1|

OTS AN AT RHETTS Tfows @ AR | 68w s QAIMER. ORI, AN

v SR e W SR Ao S FeRes JjE FAE | (1R JEe FEretgd AN G
TV Ao vere 3, 8 O (G2t I AR B 7 2 o ©iw b awe Faces 2@ @ w2l

TS AR A 1., O SRR AT IR S (/T AR 167, ACF S @l e, (7 (o1 MeTq

‘,1—@3 TIeT] 1166

In the next stage, we see a form of complete dance-drama, where song and drama go
hand in hand. The song is now on one hand, the language of his self-expression in the
play, and on the other hand, the self-contained strong theatrical language. While keeping

his own musical character intact, he is able to express even the hardest tragic

166 S5y, TR | FeNOHT | FATN: frgOIS AFAREIN | 2038 |
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consciousness or intricate complexities of the play without any doubt. ‘Lyrical’ has thus
become ‘Dramatic’.

Most of the songs in the dance-drama ‘Chitrangada’ are full-length songs, suitable for
singing separately in addition to the dance-drama. Here the poet has used various raga-
raginis by changing and mixing in an effective way. In this dance drama, the poet has
combined the art of dance and acting with the wonderful music of his own style created
by combining different rhythm-structures. In ‘Chandalika’, prose dialogues have become
incredibly beautiful after being associated with the tunes. Rabindranath once again has

combined the poetic music with the prose-dialogues to give it a rhythm:

& @I AT 9F TATNTT THRH
AT 7, e 7, A W TR s, e A
& 7] T, (B 7 T,

A 7] e G Ol
@ QT BReIT @edl 77 43 R
G T 2T T B G
Fen Gifer S |

T DRT AT 1

‘Chandalika’ dance-drama has no separate dialogues which are bereft of music. Some of
the songs composed for this dance-drama are meant solely for dialogue or conversation,
they do not possess any separate identity. But there are some songs that can be regarded

as successful individual lyric-songs, even if those are separated from the original dance-

drama; for example—=< ST WA ©IfeT, WNF I FCEF WCA @R @A, W3 I3 (N W3 BIZ,
gl COIAT T® AMSR (e, WIS Sitnd B Mo, STl (O Al (NG, Fo I < S, BCF S+

GHP, G (AR T, Fed T (B 8% (O, “YONF W 2 20O (@A &7 ¥ etc.

A glimpse of the musical features of Rabindranath’s later life has been captured here.
The poet’s heart had a special connection and bond with the Baul and Kirtan songs of
Bengal. That is why the influence of Baul and Kirtan can be observed in almost all of
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his lyric-plays or dance-dramas. This effect is more noticeable in ‘Chandalika’ dance-
drama.
In the songs like— w2 B2 ¢t w2 b7, Wb (oa TF M, F T4 I 927, ‘Q TG &, T

e I B2, fry @e@ w9 ar—a strong impact of Baul can be found; whereas, in songs
like— @y «=f6 sig wer, ifsta coiran #fifR’, <=1 mfd J=r— impact of Kirtan can be seen. The

dance-drama ‘Shyama’, also has no separate dialogue in exclusion of music. All the
dialogues are performed through music. In Shyama's dialogues, prose form is less than
that of ‘Chandalika’. The poet has individually created poetic, rhythmic oscillations in
Shyama’s dialogue. The songs of this dance-drama have also reflected the shadows of
different raga-raginis, as well as the melody of Bengali Baul and Kirtan, crafted in
Rabindranath’s own style. Rabindranath’s idea of freedom or expansion of music was
fulfilled in the songs that were composed for several dance-dramas. It marked the
assimilation of the poet’s lyrical and dramatic creations. It is a poetic genre worthy of
lyric talent. In his plays, ‘Natir Puja’ ‘Shapmochan’, ‘Tasher Desh’, he himself planned
and executed the way in which the expressions inherent in the songs, can be expressed
through proper postures of the body. He has created complete musical-dramas with
special emphasis on vocals as well as body language. In the journey starting from the
lyric-plays to the songs composed for the dramas and the dance-dramas, one can witness
a full-circle of the long-awaited poet’s intended theatrical goal, where song and drama
merge into a single unbroken form, the whole song becomes a worthy way to discover
the whole drama.

It was quite hard to find a place or an occasion, where Rabindranath’s songs were not
sung. In gatherings of all kinds, theatre houses, even in day-to-day life, Rabindra Sangeet
gained much popularity. At the beginning of the 20" century, the golden age came for
Bengali songs with the compositions of Rabindranath, Dwijendralal, Atul Prasad and
Rajanikanta; along with that came a wave of recorded songs. During the anti-partition
movement (1905 — 1906), the first record was sold by the name of ‘H. Bose’s Record’
in Bengal. Rabindranath’s songs were on that record and he himself sang in it. The song
was imprinted on Hemendramohan Basu’s phonograph machine. Rathindranath Tagore

mentioned in this context:

YL TS ATEF AT T2 AN T oM ({0 IR0 | (@ W A 1 2 925

(SR M2Ce AT, @ECE ©IF A (IIE & T 21196 2@ (@@, IR 1 UTACR O Tl FACS
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HFE 71 AT O AREF [, OF o GFC R0 A g, 68 ol J701 (@6,

L ol AT (107 | ST e (FIeiars i (W 21, qiee et Shw @< T e 1 o

THE @S @S q | FEAT-9F 935, @ @3 @R @ ¢ S S | fo IR e e

@G TRARER | IES =7 @ ©OF (R o W3 @EEeel (i e fe ) gsrdw w37
TR A7 D0 @ Ffersr Aed ¢oF— clefie w3 78 20 (o1t 1167

Then the days of cylinder records were soon over. Hemendramohan realized that he had
to develop a new way. He started the new business of recording in ‘disk’, in a joint
venture with a company in France during 1906. Hemendramohan probably preferred to
work with a French company rather than a British one during the Swadeshi movement.
A branch office of Gramophone Company was opened in the country in October 1901 at
Chowringhee. The company’s headquarters were moved to Dalhousie Square on May 1,

1902. Rabindranath’s song =ifite cetwez & in Anukul Chandra Das’s voice was the first

song to be recorded in the Gramophone Company’s Kolkata factory. Xenophone record
list in 1911 shows that Balaidas Shil, Manada Sundari Dasi and Purnakumari have
recorded multiple songs of Rabindranath. In 1911, Rabindranath’s songs sung by
Balaidas Shil were published under the title ‘Brahma-Sangeet’. It should be kept in mind
that even then Rabindranath’s song did not become ‘Rabindra-Sangeet’.

ARG -(TRCET O AP AN T TS 1 1 AT #A1C AR TN (741 7 1 e
AN (@FFC EIERE QA =Y d9¢ A Tq9iM 1 (7 79 3G, I 8 SBWMA WA [T #ATo%e S oA |
Sima TP TG N 8 ShHITe M (91 FIENS b, AN, Ol F9<, 7FIF 7 3@ifa A2 | T
FAGACF TR A @ AR o GRRAT (1 I | ILARA A, SJAFR, T, @A v,
AfeFesm i, & IR @ @Ne @FC TR NS @R T @, AT -ATF= o2 faery
AN A Fea AL N AT TS | €3 7T S A <l TS ARG Al (168

In 1915, Rabindranath’s solicitor Khagendranath Chattopadhyay wrote a letter to the
gramophone company, claiming the royalty of the song composed by the poet. The
gramophone company agreed to give the poet the lyricist’s royalty. In India,

Rabindranath was the first lyricist to receive a royalty for his compositions. Then there

167 319, AAWA | [APE | FAFTS!: e ARFTEHT 1 5588, 13-22 |
168 (7 SCIPAR | FRFT ¢ FCT N | FATTSL: KYSTS 1 3559 |
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was the arrival of a new disaster. The record began to use arbitrary application in the
performance of the song. Reaches offensive levels. The poet was forced to seek legal

help in 1926. At that time, he wrote to Dilip Kumar Roy:

o (@ @ A6S AV WG GFNG ©IFE, ©IF AL A TIFIALCT Wi I AE (@O T O T

FAGICS THGFS! TG | ATOIATS A{AIfod TP 2 @, TIF @ IS oF 77 T oRF a2

EFERE W QA ¢ FERAH defe TR fres v THeR Ay« I A4 78], i FpeiReie

Sife AR e T RS @92 T4 Bfve (169

An artist named Amala Das set her foot outside for the first time to record Rabindranath’s
songs, ignoring the various social norms of the time. In an advertisement published in a

newspaper on December 25, 1931, with the heading—%3m—we afscaferer—the word

‘Rabindra Sangeet’ was first used in public and in print.

TG TS =7 S ToHCT TR AaTer -4 Triesl GRSI-See AN «If6 THT 9 e
A T B NFAE QOO JRIAGR FA@ARE AN’ R @, REE RAee
FAGALNCST JI e AfEre TG THCS 20E AW e, ReTw I AW 16 o
NPT BFSRIETR #iTel TG M2 TH® I” 350 AER 29 [CEmT aFe @3 FFeaig el e
AeoRTe 2afee | (R Yfoe e fefere <@ 7w, yeibartm Jei=igRz Fhwieire’ i d9% I

FCERE | S TN 2 AT @A N2 Farwoedie’ @iifs Ademare 2wz | agaif,
359¢ (@FT T2 7 d5a93- ‘A A fFl AR AW /TR @ @t A 2o 71 qheaqr) I W

93 @FFT Affors Tee geaw qqEeie FAB @14 270 1 =TwFE @i 93t gadiie @

((535 (FF°T) I IFA G2 T TGRS (7 I NG ‘(SN A LI 15 F Feawee
(AT AART WO Al 3R FRGETe CAPGR (A | (FFCM SR Afoet (@FCea B2l (AF
Tae @ T A AT (@FU0 5503-4 ([@FC T A | NGNS A (7S FD N 93

G @FCC AT ST (T WS 21F@ 1170
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Rabindranath clearly mentioned at the outset that his songs should be sung unaltered. He
did not even give permission to Dwijendralal Roy’s son Dilip Kumar, for bringing

variation in his songs. Rabindranath stated in this regard:

fZZIA T, SIM EF NG FF TS SR MR @B @ GRRET—o2 @ w&a

MG (AT AWITG! O (AT (T G0 (TOI-CTS! 7 B2 AT 71 FIhet HaAIa SISl @
AR (¥, AWNG! S T 1 AW AMCce! Qi GREN T AR @GB! 9od o redes aify
mmwlﬂl

Here he has pointed out the difference between his songs and the songs that belong to
Hindustani Classical Music. The latter provides freedom to the artist, as the composer
creates his song based on a particular melody and what stands out is how the singer sings
that particular melody. But Rabindranath claimed that each of his songs had its own and

complete form. On the other hand, he writes in his essay e Jfe—

QB AT FAe-~FBET A AW Te-ATBIH SF© | G GBWE S @
JiqifeE S AfETe 2@ 1 AR TS FeeE =10e JE! 6 IR @, 9BW @T6! TR I@R AL |

oie @ fToe Iee 233 AfFre 2307 e T, IR 47 @ WM+ FHET @7 AV 79 1 JCAwe
ATSIF M 93 [er IS, & WA T Ao AR 4FH 0| SIS ATOF A aF 0

O TSI, G7 QMR T A4S SfeTdmiz e Fed 1172

Putting these two texts side by side, it seems that Rabindranath may have wanted to
follow the European style in the implementation of the song. Each song has its own form,
which distinguishes it from other songs and which is self-complete as a composition and
which does not belong to any particular group. But how do we find the unadulterated
form of every song? The simple answer is by looking at the notation. That is the
European method. But in the case of Rabindra Sangeet, there is confusion. There are
many reasons for this. Firstly, there are more than one notation of many of the Rabindra

Sangeet. For instance, a popular song like <=fsi fofq ¢oit fof comiia'—has three available

notations, which differ from one another. One is done by Sarala Devi, another is by

171 515, TR | FeNS5T | FAT!; frgOS AgO | 2038 |
172 1bid
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Jyotirindranath and the third is done by Dinu Thakur. There are slight differences in the
three notations. Therefore, it is not possible to determine the unaltered single form. In

the same way, we get four different notations for the song ‘3 sts 2", which are not
exactly the same. Many records are available of the song ‘4 »=<1t1 st & — but all those

recordings do not follow a particular singing-technique:

57 AEFSH @FT AT NS AT 1 O W M FABFT ICWANGIED @FCH T @< S

IR Mew A (@ Tofee AW OiF FTEEr =G T @FT FA) (N, O 20 (AR,
T @ AN 93 e, FFT M1 TGN (AE (@e (2w (3-of) <&y @6 o Grea,
Faffires o2 @i, T8 afim 35 © F@EE [§1 qowas (o T W1 e “fSfaeE
TSI SIS MR, T Grere] JIFAINT I6, I AA@AL FAL ©iF [ Sl SIARIACST
8 oits fare il

One of the early compositions of Rabindranath, === ¥ eifstsr—was sung by Radhika

Prasad Goswami (Bishnupur Gharana) by following the raag Ramkeli purely. Tagore
himself gave permission to record that song. And later on, after listening to that song on
record, Ustad V. V. Jhalawar wrote the notation of the song. Therefore, in this case, the

notation was written after the song had been sung. There are more examples like this:

(NPT ICRIAGIER G, TEIFR A0 TR AR A R aifbees, 7/ @i T&w

e confy ok R @ g e @i FAE g e a1 q R« 9T DTS TARE
el S @A (TR (ARIE 10z @F Al *NE N ) GIR AR AN I 1 9 oA

AT AR (A INGOITOT T ([FFC I (e, Al (ATF FAlET S Tt 271174

Here also, it can be seen that the song was sung at first, and then the notation was
composed. In these cases, however, the form of the song becomes completely dependent

on the singer, and Rabindranath himself mentioned:

173 33, @, 7799197 7 @ ©fF 374, https://www.parabaas.com/rabindranath/articles/pAnindya.html
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ANE A AN GICR AT @ GFTFA QO (TS AR | A<l | aE @ieife Qi Jais
T O e e I 7 (@7 99, S Ace dfeer @ @ miEiae ik Fee A g

@ IR FAER? T8 GTH@ (R (T OHTS A3, 175

Rabindranath is keen to maintain the uniqueness of his songs, but at the same time admits
that since most of his songs are based on the original Hindustani classical music, and
according to the structure of that music, there are opportunities for a singer to improvise.
However, Rabindranath was hesitant to give this freedom to everyone, for good reason
of course. But Rabindranath’s songs are not just raga-sangeet, there is equal importance
of words and tunes. Therefore, it is difficult to accept if the words are neglected while
trying to focus only on the melody. He has repeatedly spoken about the equality of song
and melody. In a letter to Dhurjatiprasad Mukherjee, a professor of economics at
Lucknow University and a leading scholar of Hindustani music, discussing the features

of Bangla songs, he said:

T g JeId g “I 2 R AP SR A W 1 (1R [ACE 1 1 5o A O (NS

Y (TART BT B B Al 1 AT B0 T LI Ar=cer @ wfasiel e «eB, et

e O R 5171 93 Nerwpiiqe easrafon gz Adlices wRiwel s e 2@, e
A RN St Afe 90 1176

Later, in a letter to Prafulla Kumar Mahalanabish, Rabindranath is seen to be sceptical:

TR, (SN FIZ AT TN G 4Fp v M, @Fp 207 e o fifa - @363 ame
Aea [Rerag | ©IF o oAt I PN @ sifem wie, e e (5551 20 A1 N A

qCS QF[ T AF, O AF, 7w AF @ T A, ©iF (5B i @Iear 1177

Apart from Raga-Sangeet, Rabindranath has composed songs by implementing western
melodies to his lyrics, such as ‘e e bt B, ‘S 18 s e, ‘e (Srafey’ etc.

Besides, there are melodies of Bengali folk music especially Baul and Kirtan, which he

175 g1, @AY | FeN5E) | TSl [PgOTS! AZACOI | 3058 |
176 315, TR | BF9g | FewTel; frges! ageer 1 dsva |
177 519, TR | FeNS5T | FATT!: frgOS AgO | 2038 |
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has used in many songs. For example— ‘@< =@t & = NH6F 22, ‘AT CFS (@7 TR, ‘12
o & W—whether there is a scope for improvisations of any kind in these songs, is
a matter of debate. There are a few songs like =™ @Ei <&, [AfeE TR e, = fors ffe
ey, A eieg w1 o ¢ etc.—which are unique, uncategorized and fully claim the dignity
of composition. The artist, while performing these songs has to accept the demands of
the creator and try to be faithful to the notation while maintaining his own identity in
terms of expressions. Now, if we take a step ahead and focus on the context of rhythm-

structure, then it can be seen that many of the songs, while being performed, have

transgressed the original rhythm-structure and adopted free-rhythm-structure:

HROoTeR GFER T~ SfeFs & Jor oI I e @ a4 vo-B oiitTa Iwe
e o A e Ta a8 ©f To'm Nedl vt | @ J, ‘@ RQeT &AW T aE

TG AT FCD SR, (A NETS! (AT Ol 8 BCH (a0 I (I (@TFC FCA0 1178

Satyajit Ray has raised the question about the orchestration of the songs:
SRSO! &l (@61 FAATS “1eTN AT 7 GTO! T4 AR FRATSR ! | 7ohe F{(F Fq@eiel (FIAS

forg et 2| {71 @2 e a1 7T wifrg foffT e v [0

Songs which were recorded in the early period, the use of accompanying instruments
such as sarangi, esraj, sitar, dotara, tabla, pakhoyaz and khol are seen frequently. One
reason behind that might be that all these instruments were quite popular and easily
available at that time. But problems were still rising. The Visva-Bharati music board

itself has not approved the recording of the songs ‘“wifers ©g =T w12’ and ‘9 Jcece I
=’ by artists like Debabrata Biswas, because he sang those songs by applying musical

interlude and echo-chambers with the help of some modern instruments. At first, it was
stated that in spite of repeated requests to control and restrict uncalled for composed
musical interludes, the same has been applied freely, making the production awfully
jarring and distorted. And then, the reason for which the authority discarded the song

was mentioned that the recording was awfully melodramatic in the voice productions

178 (7, TCSPAR | FRFS ¢ FCAT N | FATTS!: KYSTS 1 3559 |
179 g, ToifSe, | ARNGAICS O FA' | FF FeQT | Tt AR (A, FAFTO!: Werw ARG e, T, 1 03¢ |
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and the echo-chamber which seems to have been used has utterly spoiled the fine note-
combinations in the song.

As Rabindranath did not give any clear instructions regarding this matter, it was quite
confusing to decide which form of interlude was acceptable and which should not be
considered as ‘melodramatic’. Later, however, the artist Debabrata Biswas got the
approval for recording the song. But as a result of this caution more than once, many
artists like Debabrata, stopped recording Rabindra Sangeet. Nowadays, Rabindra
Sangeet has a lot of arrangements made with the help of various instruments and the long
interludes are used by famous artists. Rabindranath was the first in this country who
wanted to give a distinct form to his songs by following certain European melodies and
rhythm-structures. But that was not entirely possible in the case of song-writing as he
took the basis of the melody and rhythm of the song from the songs of this country itself.
However, in the part of poetry, Rabindranath was more unique in the field of poetry from
the very beginning and in the case of melody too, he was able to gradually transcend the

conventional genre and create his own form.

8 S Ma ARFS Tl Sla TR 403 T 1 1 SNd AT AT II@AIATd LA

g | Sitrg e el QN O (STF |Talts 2(J | (@A G161 789 77, G ¥

T RRETE 43, I9@ O A ~Affbe 2w, ©fF O], O ¥R Jiee Twiwd [Riga 9ea oo (A

AT &I 18 THIRC 30e 2 | TG FASCF (FI9 committee IFTCT DI ACT 11 (e eAfodi

SIF JPNRE ARAGCAE OIS LTS ARCE 71 | OIF FFe2ycd AAmL AR ACS 2(F, TR, T

fca.. 3Toee 2. Tgod i 1180

Following the path of Rabindranath and Dinendranath, a distinctive singing-style of
Rabindra Sangeet was established. Later that style was preserved and presented by two
noteworthy successors—Shailajaranjan Majumder and Shantideb Ghosh. The salient
features of which can be seen in the singing-style of Kanika Bandyopadhyay and
Suchitra Mitra. Roughly speaking, most of the Rabindra Sangeet singers belong to these
two styles mentioned here. But the only exception can be found in the singing-style of
Pankaj Kumar Mullick. While indicating the reasons behind this, Subhas Chowdhuri

mentioned:

180 S, O | FAFACYT AT @ GGy | FAFTL: Af TS 1 209 |
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AYTS FFGAR IA@RANTER Atendra TR fHifFs forem a1 MrwaeR Jir 7-936 o=
IR Tq | O o7 FP Fq@RNCe e {2 2o X ot 711 @2 foft @R e
ot @ FORTEEE EFIE R RIS TS 8 oite afead I0a afelde 2w 3

(R Srey (8 Mg @TSTIH TR 1., FGAR A I ISR TR AR (/T
g FoF | FICHA, THIF, 0 TALHII TS, TP IR R I, G716 AT e Fro!
(TeTM ePrefe Tt Sy 118

Pankaj Kumar Mullick has been known as an artist singing Rabindranath Tagore’s songs
since it was known as ‘Rabibabu’s Song’, instead of ‘Rabindra Sangeet’. Pankaj
Mullick’s name is distinguished among those who have been singing Rabindranath’s
songs with reverence to the educated Bengali music lovers outside Shantiniketan since
the 1930s. The magic wand of popularity was in the originality of his voice. The selection
of songs, the melodious seriousness of the voice, the pronunciation and the unique style
of singing helped him to establish himself as an artist. In 1926, he first performed
Rabindranath’s songs on the Calcutta radio station. Two years later, he started teaching
music regularly. Later, he sang Rabindranath’s songs on a gramophone record. In
September, 1932, he recorded songs for the first time, which included songs like — ‘e=m@
I5eT T4 and oI A e @ifer,

Pankaj Kumar first sang on the Calcutta radio station in 1926. He took lessons
Anadikumar Dastidar and Dinendranath and was permanently engaged in teaching
Rabindra Sangeet in Calcutta. The recorded Rabindra Sangeet in his voice was especially
appreciated by the educated Bengali community at that time. He took the help of
Shantideb Ghosh in selecting Rabindra Sangeet for the film ‘Parichay’. He learnt the
songs of Lalan Fakir and Gagan Harkara for recording in gramophone and by applying
tune to the poem—@ @ wei =, written by Rabindranath, he recorded it. In
November, 1944, he recorded the songs—e & =f =<’ and == s/zv @f@ under the
direction of Abdul Ahad; and later recorded the songs— ‘Ai% A1? &%, W5y 37 @Cor, Fofia
wed and w@iw= e under the direction of Subinoy Roy. Pankaj Kumar also recorded
some of the songs, the notations of which were still unpublished till then—<¥4-fare

GHEFICT, AN @7 D, STl FATARAAT, @ew W7o Aot €2’ etc. In this case, when the notations

181 iR, O | FAFACYT AT @ GGy | FAFTL: Af TS | 2090 |
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were published later, there was a significant difference in the melody of the record with
the notation. He is one of the pioneers in the promotion of Rabindra Sangeet on ‘Kolkata
Betar Kendra’ and has sung in both records and tapes with utmost diligence. On a
different note, his singing-style has welcomed the possibilities of being criticized with

respect for transformations within Rabindra Sangeet. Subhas Chowdhuri mentioned:

FFGARA oIS IARACSRE T FESH Sy I Twead z— Ft «13 7 ofs o
e’ b wwre 9B @ W19 gre Mo @R AR SICEEEIRY 8 Nl *f% 9o A ©fe
A @ e @i FEe qee PR Ao e w78 7 | e e 2w e @
QAT | R G T ©Ita 961 T @ “etd AR ARSI giod wwce oI R W @l e
A 9oa CTE 78 TR | 9 S VB (TS 78I, (@ —©l2 (SN AW AR 27 TR
YN R@ W o FRAMw WPy 7w JR-Rglo 1 | T 9N (@I e TRte MY

~ ~

SITAR *TSF T (ATF FAGAL 20 TCETRR S50k TSI PCF F0REH, e s @G

NTF'S TEF FCT I AP O AN Mg TS I AN | A WA A AEF WAd OFfo
A4 eifoo Qo T S0 e M I57 T e Of 1 47 20O AT | ALAF I ToB FA002

2y R 2B eigfon TR frems e (@it F1 I .55 A ARGIFH 936 @FRR @i,

EFE ACFe TN @IS NI I, GLB O FF FACOS Ol TS | FAGALT ST

T @R A AAHGre w7 (4Ered TRAR Wi (el e A #feam weafz 1 =i o=

SR | AICS (N AT T I 9 G e 2@ @rs AAld | (68 TRIFood 7w T4l
SR A By TR T, AALE 1',,.93 26 FPICINGH NP2 *FGAIA @ W2 Fghfere wahreet
fAfze @itg o gaRe 1182

If someone intends to sing Rabindranath’s songs, he/she needs to have an intimate
acquaintance with the sentiment of the song. The farther the artists can go in this
direction, the easier the path of song creation will be for them. But in order to move
forward on this path, not only the purity of pronunciation is required, what should be
kept in mind is the proper understanding and expression of the innate feelings of the
song. The artist needs to develop empathy, love and understanding of the nature around
him. Rabindranath himself had a sense of deep love for nature and the world. So, the

melodies of universal joy as well as sorrow have been presented through his songs and

182 iR, O | FAFACYT AT @ GGy | FAFTL: Af TS 1 2099 |
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poems. According to Shantideb Ghosh, who had the opportunity to learn Rabindranath’s

songs, directly from him:

QFWME O IR N T5 FEACRA, I 9L FAE @Al AE @, O (@ A AT 941 93 AN
FFEA TS MNEAN T 1 WHWA rere (I, Mraaie aigres | 58 are 3 @ofe 2, o
GF (AT IR Goe ATHF THIF 2@ | @, JFEI 20F [ 99 I @ @7 FA I 742
IR AR F30IT I [ A IO W2 PR AP ¢ Mfes TR
fabIta f 78 77 T2 (O WA 201 [T O 2SO Jool Al AN TR IS AR A A @
TS AT I (oI0=A | JFIMI To Godlif] TE=Ht F6a (@I Tt 5 e F41 F@0e Ieaea?

QFMEE G2 TIEE N 8 FIe! 2fd QTR | (7 A AW SFEE I, ©F TG SWIsH BCd, O o

THCIRE 2@ (@7 T @me, Ba ¢ 9o M i, MAawaEd [aeee [t @wen @ e @
NI 8 Y ApTO T2 T8 270 1 T (e @ifer <f T2 “qrg I% & L& qF” ARG toA
AN JefaTe ABTew, ©47 ©iF AN e A4 Kced A B aged 3@ A @reEE G
TE qOICR | ol (91 < AR T ewqRl [RABas) S ©f AR @ wAre weife a1 e
ST (ST 1| @ (P23 @RT T @, A T3 AN 8fF 4 & AR A MEE FA A QA
R 6, @ ol INiTa e QeI IC B AR A1 AR 6 Wil IR awite 2
e, SE F ¢ T EIRMeSE TR TR A 1L @ N R Aifiee e @ aEfs
wECd G5 afe o o1 e @ oIS o Y92 oNErew | g TETe it Wl A AG
MNITS WTAR | O TS D 20 QTS A4F KA T T F1 @ 1S (@ THCIRE FRTE, ©T
8 & FC o WA FCEf 1183

Although the song “cieas @1est (aw czeiee” is meant for children, the reasoning behind it

being sung by the adults is the same. Earlier, Dinendranath Tagore used to sing the song
together with a group of children in Shantiniketan. It is true for the poems, which are
apparently created by keeping the children in mind. As for poetry and drama, he believes
that he composed them for the purpose of entertaining the young minds of children, but
through those compositions he tried to express his own heartfelt emotions. It is necessary
to be careful while performing about the distortion of Rabindra Sangeet or singing in

wrong words or with mis-pronunciations. This applies to all songs as a whole; when

183 (qy, Wf@ia | FHIETHE [Aba | FAFTS]: AW AR A6 FNGT 1 2008, 955 |
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Bengali artists practice Hindi Classical music, they naturally have to pay attention to the
perfect pronunciation of Hindi or Urdu words. Rabindranath has composed songs in
Bengali language, with very simple and known words. No one in general would sing
these songs knowingly or voluntarily with wrong words or incorrect pronunciations.
Some districts of Bengal have their own style of pronunciation, and that impression is
often carried by the singers unknowingly. Artists can’t help but correct it under the

watchful eyes of today’s listeners.

Rabindranath’s songs have been popularized since 1961 and the media, through which
Rabindranath’s songs have reached the masses, was run by two governmental and one
commercial organizations. There were also gatherings, what is commonly known as
‘Gaaner Ashor’ or ‘Gaaner Jalsha’. Reviewing the activities of all these organizations, it
is clear that their main purpose was to make the general public happy and also to make
money. To make this happen, one has to compromise with the tastes of the audience and
hence the predominance of business attitude prevails in almost all cases. This
compromise was made by business organizations, concert organizations, and even
government-run organizations. At the same time, most of the artists have come to terms
with the tastes of the audience:

9B 2FS] AT TRYIE0S SCAF 1R 471 #TT1RA | 9o G d580 @ Mol AR ©fF IF©R

N (AfA ARG SCPTS T PR A I OIF F91-55 (5LoReet BTt =2 oM’ |

— 3 IR T4, T9-55 (GLageet ve f&fmifs o @-diet wif-Tifr i Soifge 2w Tzres

(AN I 1 AR N AR, FA-31a1 T4 377yl @i (Swisiia 73) ergfe st am ficare

FITE M AR TR SIS AT W, FACTN GFE 70k (A1 O &gfo oreaeas

TREM A (AR Hfae 1 @ HRR qE A e Jfad w1« F9 8 W g KE

TACS T RO o Eh AP | AR G2 74 I TS 20 R0 aFosvs afele zeam arails
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With the increasing popularity of Rabindra Sangeet, singing has become a profession for
a large number of artists. One thing to be surprised about is that even after receiving so
much fame, the artists are not aware of their responsibilities. The duty of the artist can

be largely fulfilled by paying the slightest homage to the creator, keeping in mind that

184 @ TREFAIT | PP @ FETT N | FAFTOL: IOTS! 1 3559 |
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Rabindranath pleaded to avoid any alterations of his songs. There is a sense of
universality in the songs of Rabindranath. Humans have some eternal feelings—
happiness, sorrow, love, estrangement, value, pride — these cannot be changed. We see
the reflection of all of these in Rabindranath’s songs. Listening to each song, it seems as
if it is sung for me, even for a moment, the subtle strings of our soul become clear. There
is a lot of new music being created in the world. Yet people of all ages find their
happiness or sorrow resonated in Rabindra Sangeet and it is for the sake of poetry. There
is hardly any song with such a distinctive feeling, which also increases the practice of
Rabindra Sangeet. The unique poetic quality in Rabindranath’s songs makes its mark.
So, whoever sings the lyrics with a proper flow and a clear pronunciation, will succeed
in the expression of Rabindra Sangeet. It is important to pay attention to retain the life
within the songs, rather than being perfect. It is important to see whether the two, who is
singing, and the one who is listening—are equally realizing the underlying meaning of
the song. Only then the song is successfully performed. It is the responsibility of both
the singer and the listener to make a song successful in every sense. In Rabindranath’s
one of the poems, he said:
GFIF] NI 762 cef WA

fferce 27 72 e/
NReT GFe YT A
FIcTeer NeT Ve |
©oF J0F @ G (B8
0T (7 PO G
eI FTe] A12S Fie
©CT &7 ¥ L
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Z9T NIERICE Sc—
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So, in order to create effective music, one needs his/her own singing style in addition to
a perfect notation and melody. It is important to remember that the notation contains the

structure of the song. There is no life in it. Excessive notation-dependence can make a
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song arithmetically correct, but it will not be pleasant to hear at all. In Rabindranath’s
songs, except for the inner meaning, if there is only the predominance of the structure, it
will be immensely incomplete. Structure and essence - these two combine to create the
artist’s own singing style. Since not everyone has the same outlook or perception, change
is inevitable. Man introduces intellect in the matter of knowledge, introduces merit in
achievement, but introduces himself in his creations; and there lies the joy of creation.

Of all his creations, Rabindranath gave the most importance to the creation of music -
no one is unaware of this today. The creator also had a special weakness towards this

creation. In his own words, = =it W e 2acR Mo Mo fEa d2w 7250, WEms 4w,

S B (7 =, SIFTIAR Y 1

The Bengali listeners were not fully aware of the essence and radiance of Rabindranath’s
songs even after his death in 1941. The splendour and variety of his songs was largely
unknown. The popularity of Rabindranath’s songs was limited mainly to Shantiniketan,
Brahmo-Samaj and some of the elite educated families of Calcutta. From 1941 onwards,
the promotion of Rabindranath’s songs to the general public outside these specific
boundaries continued to grow. In addition to some personal initiatives in this work, the
active cooperation of the media is particularly noteworthy. Admittedly, Rabindranath
was the first ‘composer’ in the Bengali musical tradition who wanted to see his works
established in a specific context and was careful to compose rhythm-structures and
melodies of his songs in a way that notations may retain the originality in the future.
Although, printing the notations in a proper format was not so easy then, many scholars

were aware of its importance—Jyotirindranath Tagore created =@ MfexEr (s0o8); In
Sarala Devi Chaudhurani’s =fe=’(y904) and in Kangalicharan Sen’s ‘awte-gaff> (6
volumes: soss-do5%), notations of many songs were covered. Right after that, the
notations of Rabindranath's songs started to be published continuously: “refafa (sosa-
SORG), ‘TSI (5928-503¢), “MeAHIHT (503¢), TOTF (502¢), FRINS’ (30Y), TFEI” (5OY),
T (oY), ‘MR (dorv) & FIfeH (S0w) etc. Surendranath Bandyopadhyay was

the editor of the first one, and the rest were prepared by Dinendranath Tagore. The Visva-
Bharati Granthan Vibhag or the publication house was not established by that time. The
first book of notation by Visva-Bharati was published in 1923. Dinendranath Tagore was
the one who was behind the preparation of notations that were published in book formats

till 1941. The only exception is ‘Mayar Khela’, which was prepared by Indira Devi
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Chowdhurani. Apart from these, ‘Gitamalika’ in two volumes, ‘Balmiki Pratibha’ and

‘“Tapati” were published right after these. The publication of s in four volumes

were completed during the presence of Rabindranath and the fifth part was published
after his death. A significant incident that took place during this time was the death of
Dinendranath, upon whom Rabindranath relied heavily on the preservation of the melody
of his songs. The appreciation and use of Rabindranath’s songs continued to increase in
almost all the festivals, occasions, and it became difficult to maintain the purity of the
melody of the songs as it was difficult to find authentic printed notation. In this context,
the Visva-Bharati authorities formed a notation-committee for the purpose of speedy
compilation of the notations of songs. All those who were nominated as members of this
association have learned Rabindra Sangeet directly from Rabindranath and Dinendranath
and have engaged themselves in music practice for a long time. The committee was also
given the responsibility of compiling, preserving and editing the notations of Rabindra

Sangeet. Under their supervision, the second edition of the first volume of ==fwe was

published.

In the meantime, Rabindra Sangeet has been included in the curriculum from school to
higher education, the scope of research on Rabindra Sangeet has been expanded
considerably and the demand for vocal music has increased at an unexpected rate. The
Visva-Bharati Granthan Vibhaga also kept in mind the need to publish new volumes of
Swaravitan, and also tried to add information about the date of composition of the song,
difference of texts available etc. in the upcoming editions.

Rabindranath gave permission to record his songs because he knew that his songs would
reach the people most widely through the media; but that also opened the possibilities of
various experiments with the songs. Every artist tries to sing Rabindranath’s songs as
much as he can with his own limitations, with his thoughts, with the teachings that he
received, with his own taste and with his own voice modulations. These things differ
from one to another.

After the announcement that Rabindranath’s creations were free from copyright issues
in 2001, many thought that all his works would be sold cheaply in low-quality

publications, such a possibility was seen even before the copyright issues were prevalent:

@I @F wFfes HeAqe ARRHFFR!, TOqF T T TN FARGR, @0 9T AFIIE [F©
TGRS AT S 2858 Y Piaafes 1 gwe wiel EmeE wAs FE i@ 20507
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After the copyright issues were abolished, the first recorded songs that were created were
by the two artists—Debabrata Biswas and Hemanta Mukhopadhyay. The songs that
Debabrata Biswas sang maintained only the melodic-structures, all the rest was in his

own style. Shortly afterwards, he released another cassette, in which he sang—=i=i= 2ifsca
Fhezt ey’ and ‘ceaat 5o v IR 1t is pertinent to mention that the song =i =ifsca arex e

was previously sung by Shantideb Ghosh and Debabrata Biswas was quite aware of it.
But while recording the same song, the melody came out in a completely different form.

Next in line was a cassette titled—«t==’, with loud instrumentation and high-pitched

singing-style. Another notable cassette was published by Sa Re Ga Ma (HMV), a
collection of Rabindra Kabya-Geeti titled— 2= @@=, It was sung by applying melody

to four poems of Rabindranath, as requested by Maitreyi Devi. The cassette itself

mentioned:
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Rabindranath’s songs on the record were broadcasted by various companies and
agencies. Until 1915, most of the singers of Rabindra Sangeet on record were from
outside the circle of Rabindranath. So the most popular artists of that era, such as: Bedana
Dasi, Purnakumari, Krishnabhamini performed Rabindranath’s songs on the records, but
in most cases they composed their own art-form of presenting the song. The main thing
for them was raga-raginis. Although Rabindranath was mentioned as the composer or
creator of the songs on the record label, there was always the name of the raga-raginis
in brackets next to the first line of the song. Even Amala Das’s record is no exception,
who is considered to be the only artist whose recordings were devoid of extraneous
instruments, was structured in the original rhythm, form and tune of Rabindranath’s
songs. But Rabindranath was so embarrassed by the distortion of his songs on the record,
that he resorted to the law and finally the contract of Rabindranath and Gramophone
Company was prepared on 5! October, 1926; there Rabindranath was mentioned as ‘The
composer’ and for the first time any financial receivables were mentioned very clearly.
Along with many of the conditions that were arranged, one was that the company shall
pay to the composer or his nominee a royalty of eight annas for each double-sided record
of any of the composer's said songs or recitations manufactured or to be manufactured
by the company, provided always that the company shall at all times be at liberty to
determine the selling price for all records. From then onwards, Rabindranath’s songs
gained a financial aspect as well. On 29" June, 1945, a new contract was signed between
Rathindranath Tagore, Visva-Bharati Music Board and Gramophone Company. Notable
thing was that it mentioned from then, the Crest of Visva-Bharati shall be incorporated
in the label design and the words ‘Recorded in co-operation with the Visva-Bharati

Music Board’—shall be included in the text printed on the label and also the companies

186 (o1l O | FAFACIT WA @ Gy | FAFT!: AT 1 059, ba |

281



shall pay the secretary a copyright royalty of five percent per double-sided record.
Rabindra Sangeet has since entered the Bengali middle-class family, the artists of

Rabindranath’s songs continue to get special status.

At the root of the perfection that Rabindra Sangeet evokes today is an artistic expression
of a balanced and restrained style of words and melodies. This thing did not happen in
one day. After a long period of pursuit, observation and rejection, Rabindranath took the
aesthetic medium of his proper self-expression. There is a great distance between
‘Rabindranath’s song’ and ‘Rabindra Sangeet’. ‘Rabindranath’s song’ has become
‘Rabindra Sangeet’ after crossing many paths, after going through several experiments

— from <f@z i to <figea s and then finally the poet’s extraordinary talent was
fully manifested in s<t@=ite’. In order to understand this journey, it is necessary to know

the chronological history of Rabindranath’s entire music creation as well as to be
acquainted with Rabindranath’s literary works. When we say ‘Rabindra Sangeet’, a
particular type of song is imprinted in our minds which is not only for the composition
of Rabindranath, but also for the melody of Rabindranath. In his eighty years of life,
Rabindranath has composed songs for more than sixty years. The number of songs
collected so far are 617 songs in the Puja-stage of the first volume of Gitabitan and 46
songs in the Swadesh-stage. In the second volume, 395 songs in Prem-stage, 283 in
Prakriti-stage, 140 in Bichitra-stage, 21 in Anushthanik-stage; and in the third volume,
20 songs from Bhanusingha Thakurer Padabali, 132 songs from Natyageeti, 16 Jatiya
Sangeet, 83 Puja and Prayer, 17 Occasional songs, 109 from Prem and Prakriti, and the
songs from lyric-dramas ‘Parishodh’, ‘Kalmrigaya’, ‘Balmiki Pratibha’, and dance-
dramas ‘Chitrangada’, ‘Chandalika’, ‘Shyama’ and ‘Mayar Khela’. This vast body of
music amazes us, but how far have we been able to dive in to find its inner meaning? In

answer to this question, we have to think about the depth of his creation:
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Rabindranath himself is the best exponent of Rabindra Sangeet; singer Rabindranath was

in no way inferior to the creator Rabindranath. Subhas Chowdhuri, in his writings,

mentioned:
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5.4 Change and modification: survival of a performance text

A poem cannot be translated,
it can only be re-lived in a different atmosphere.'®

The debate over whether translation of poetry is possible or not has been going on for a
long time. The reason is that the words of the poem not only carry the meaning, but also
the expression of the whole form by combining the meaning, sound, essence etc. of the
poem. It is argued that poetry cannot be transmitted from one language to another, even
if it is possible to preserve the meaning in translation, not only is the essence and its
connotation omitted, also the difference of words in the translation takes its place. As a
result, with the change of sound comes the destruction or change of form and meaning.
If the form is left out, what is left in the poem can be called a paraphrase of general
meaning, but it is almost impossible for it to be recognized as a poetic phrase. Hence the
vanity of translations. In rare cases, the translation sometimes becomes a poem, but in
that case, it has to be reborn from the essence of the original poem. In such a case, this
new-born or reborn poem will be a poem, but the form will be different, that is, it will
be a new poem, even if its form is added to the original poem, it will be unique in its
originality.

But it can be seen that from the ancient times till today—no common-poet, great-poet,
non-poet or bad-poet, per say, has lacked enthusiasm in translation. Though P.B. Shelley
believed that the plant must spring again from its seed, or it will bear no flower — he
himself has translated several poems from Greek, Spanish, German, and other languages.
The amount of accurate poetic translations is not less, some of them have also gained
fame: Cecil Lewis’s translation of Virgil’s Georgics, Louis MacNeice’s Faust, Roy
Campbell’s San Juan de la Crouth, and so on. In addition, some of the world’s leading
poets have translated poems as an indication of their interests in the contemporary poets,
such as: Eliot’s translation of St. John Perse’s poems; Eliot’s poems have been translated
by St. John Perse, and Rabindranath; Rabindranath’s poems have been translated by
Andre Gide, Rene Brimman, Neruda, Cecilia Meireles; Gide’s poems have been
translated by Rilke, Rilke’s poems by Spender—these are memorable for their proper
and complete translation. Apart from these, there are many attempts which are apparently

incomplete and improper. Admittedly, it is a general perception that lyrical poems should

189 Rabindranath Tagore in an interview given to Portland Press in Washington on 23 October, 1916.
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be removed from the list of translatable poems beforehand because, the poetic form of
lyrical poetry, which is formed in the form of subtle energy of phonetics, cannot survive
in any way in translation. That is why if one wants to get the taste of lyrical poetry, there
IS no alternative but to approach the original poem. So it can be seen that while
Shakespeare, Milton, Virgil, etc. have been translated into various European languages,
there is no fair, even acceptable translation of Shelley, Keats or Yugo. The prose section
of Dante's Divine Comedy has been translated extensively, but his works contain a bunch
of lyrical poems called ‘Conzoniere’, to this day hardly a successful translation of those
poems has reached us. For the same reason, Rabindranath’s lyrical poems are beyond
the reach of any other or ordinary translator. The proposal of translating lyric-poems is
problematic, but a new problem arises when the poet himself sits down to translate his
poems. The first question which arises for a poet is can he/she be bilingual or
multilingual as a poet? Is it possible? Everyone will admit that the ability to compose
poems in other than the mother tongue is quite rare. In addition to the practice of foreign
languages, some poets have written poems in other languages, such as Dante wrote in
Latin, Milton wrote in Latin and Italian, and Goethe wrote in English. But this kind of
writing is considered as a by-product of the aforementioned poets in their own language
and their poetic fame has nothing to do with those. But the three books of poems in
French-language that Rilke published and which have found a place in his entire
writings, cannot be included in the ‘by-product’, although his poetic reputation does not
depend on these French poems at all. In this context, the English poems of Rabindranath
will come to mind automatically. Like Rilke’s French poems, they cannot be categorized
as by-products. Although there is a fundamental difference between these English works
of Rabindranath and Rilke’s French poetry. Rilke’s poems are nowhere to be found, on
the other hand, Rabindranath's universal fame is mainly based on these English works.
Rabindranath’s English compositions are a prominent and famous addition to his vast
creation cycle. If these can be regarded as translations, there are hardly any instances
where translated poetry has conquered the whole world like those. Of course, it is a
known fact that in the title page of English poetry books like Gitanjali, The Gardener,
etc., it has been mentioned as—‘translated by the author from the original Bengali’. That
is why these poems are generally known as translations. And taking advantage of that
word, Edward Thomson once gave some ‘advice’ to Rabindranath (December 12, 1920)
in a letter, where he wrote that Rabindranath’s translations were not proper and it has

become a kind of a précis of the original work. But readers who are aware of the essence
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of poetry will understand when they read these English works, written in simple prose,
which are established in self-glory. If one tries to match it with the original, he/she will
understand that with the translation, the form and essence of the poem have also changed
and the measure of their success or excellence is not in the original Bengali poetry, it is
in the poem itself. Moreover, in spite of the title-page notice, the poet himself has
repeatedly said that his English works are not mere interpretations of the original. In a
letter to Ajit Kumar Chakraborty in 1913, he said:
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The poet did not cease to say that his English works were not translated in the
conventional sense, but added a few remarks which shed light on the format of poetry.
In a letter regarding his works to Professor J. D. Anderson in 1918, the poet wrote that
he finds a sense of magic in English prose, which seems to transmute his Bengali verses
into something which is original again in a different manner. Therefore, it not only
satisfies but gives him delight to assist his poems in their English birth. Earlier, during a
visit to America in 1916, he told similar things to a reporter that he eagerly wished that
people might read his poetry in the original Bengali version as his English translations
are not the same. Each country has its symbols of expression. So, when he took on the
task of translating his works, he found not only some new images, but also some new
thoughts and finally it has come out to be something almost entirely new. The
fundamental idea is the same but the vision changes. In his description of the experience
of how translation in his hands is transformed into a new creation, we find the special
active role of the medium in the creation of poetry. Language, by its own power and
temperament, is very much responsible for the promotion and control of poetry, language
is not only a means of expression or a tool of formation, but also a strong verbal element
of poetry. What is true in one’s own language is even more true when it comes to
translating into a different language. Abandoning the agreement reached by the poet with
one language, he has to deal with the demands of another language. Apart from
Rabindranath, the other bilingual poet Rilke also expressed similar thoughts. The
transformation of the essence of poetry in this way inevitably results in differences in

poetic quality. Two examples will suffice:
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The six lines taken from the collection of poems =fd=1’, can be compared to the translated

version presented in ‘Stray Birds’ —
The burning log bursts in flame and cries — “This is my flower, my death. ”

First of all, many people do not recognize the above-mentioned lines written in English
as a translation of the Bengali lines. However, like Thomson, one may argue that
according to rules of mathematics, since the six-line verse has become a two-line English
prose, it is nothing more than a précis of the original. Those who are interested in the
essence, will not need an explanation that the English lines have given birth to a new
poem, even though the Bengali verse is its prototype. The glory of self-sacrifice in the
original, has become a wonderful poem on the transcendental passage of a tragic

experience. Combining the poem ‘s8oo = from ‘Chitra’ with ‘The Gardener’s last

poem, one can see how much difference there is between form and taste as the original
Bengali 14 lines has been translated. The difference can be defined by Rabindranath’s
analogy: the original Bengali poem is a fountain; and in English translation it has become
a lake. In the context of Rabindranath’s English poetry, the word ‘translation’ is negative
and exclusive. They are reincarnated poems, a small but notable addition to
Rabindranath’s vast collection of literary works.

We can easily find an explanation of the popularity of the English Gitanjali or The
Gardener or The Crescent Moon where Rabindranath has similarities with the Georgians
who were the foremost in English poetry in 1912. There is no reason to think that he is
insignificant even where they are different. Maybe this difference in Rabindranath’s
poetry filled the gap of the two cultures and where there is a deeper conflict behind the
apparent similarities, we may find in hindsight an indication of the poet’s immediate

fame and impermanence. If the writings of the critics are a reliable reflection of
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contemporary opinion, it is not difficult to understand that in terms of content,
Rabindranath’s translations attracted the reader. One of the main reasons for the
contemporary appeal of the Georgians is their enthusiasm in real life, especially in the
lives of ordinary people or in the trivial things—and in Rabindranath’s poems, interest
in human life and the real world was the first thing that attracted critics. Even in poems
with obvious spiritual feelings, such as the English Gitanjali, as Yeats was certainly
pointing out when he quoted Dwijendranath Maitra in the introduction. By following the
contemporary tradition Rabindranath mentioned the theme of The Gardener to be—
‘Lyrics of Life and Love’. Although few scholars have argued that the poems in The
Gardener lack the maturity of The Gitanjali, there are opinions quite opposite to it as

well. According to Alice Roberts:

...there is no doubt that the verses in this book are far finer and more genuine than even the best in
Gitanjali. He deals here with concrete and definite things, and he has the eye which Keats had, or

Gautier, for the visible tangible world. For that we welcome him.%

Perhaps it is necessary to shed light on the matter from the point of view of the recipients
of the translation as well. Perhaps Rabindranath unknowingly touched some of the
deepest aspirations and expectations of the literary world of that time. So much of the
colour that was involved in the English translation of his poems may have been due to
the mentality of the English readers at that time. As soon as that literary mood and

mentality changed a little, it was not long before the colour faded away.
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191 Kundu, Bhattacharya and Sircar. eds. Imagining Tagore: Rabindranath Tagore and the British Press—
1912-1941, Delhi: Sahitya Samsad, 1990, 22.
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Rabindranath was able to connect more deeply with the mentality of contemporary
England through the essence of simplicity—simplicity of language, of attitude, and
above all simplicity in depicting the philosophy of life. The word ‘simplicity’ has been
used by English critics many times in the context of Rabindranath, this quality of his
writing particularly fascinated them. The idea of poetry can be freely expressed in
English only if the English translation is simple and clear — this close belief of the poet
must have made the idea of simplicity in translation more comprehensible, more
irresistible, which paved the way for the English readers to consider him as a natural
poet. This simplicity is the biggest reason for the immediate appeal of Rabindranath’s
poetry to the English mind. It is not difficult for the reader of English Gitanjali and The
Gardener to understand that wisdom cannot be attained by the practice of pure
knowledge and intellect, wisdom is in fact a kind of spiritual feeling and intuition. What
it requires is simply returning to one’s heart and innate feelings, as was expressed in
poem no. 102 of Gitanjali—I put my tales of you into lasting songs. / The secret gushes
out from my heart. / They come and ask me, ‘Tell me all your meanings’. | 1 know not
how to answer them. / | say, ‘Ah, who knows what they mean!’/ They smile and go away
in utter scorn—it has been the inner-message for many of his compositions and through
this vision the poet presented one of the most essential factors of poetry and translation—

universality.
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When the translation of Gitanjali by the poet entered with its special appearance and
taste, even the poet could not have imagined that it would be synonymous with some of
the themes and explorations of contemporary English poetry in such a way. What
actually happened is more than just synchronizing. It is known that the character and
appeal of prose-poems written by different poets can be different because every poet has
a different subject-matter and style. The tactics they use to bring prose to the level of
poetry are also different. There were some distinctions in the form of English Gitanjali’s
poems which were especially memorable to the English readers of that time—it showed

how the poet’s personal feelings can become poetry in simple English prose.
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They clamour and fight, they doubt and despair, they know no end to their wranglings.
Let your life come amongst them like a flame of light, my child, unflickering and pure, and delight them

into silence.
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In order to capture the spirit of the original poem, it is necessary to create a changed form
while translating in the intended language. In the early translations, Rabindranath
somehow tried to do that. But even if the form of prose-poem is surprisingly compatible
with contemporary consciousness, it is not possible to capture all the subtleties of the
original. The poet has always been reluctant to translate his poems in a strictly rhythmic
form, especially in terms of rhyme-scheme. Rabindranath himself has stated that the
English translation of Gitanjali inspired him to write prose-poems in Bengali as well.

But apart from this, by translating his writings into English and noticing the fluctuations
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of the English reader’s attitude towards it—no evidence has been found whether this
experience has left any other considerable impact on his later compositions or artistic

thinking.

off ffEd 2R brte O fcew difers, T ©f (T e @@ MelEEr-otds 7R T,
©Ye (37 Aife-Afed ot sTwe i T AfefFed o O @[ TR | WRImE Ao
I o 3G @A O AR ©5R (I TS Wi (FCEALRCE I WA (O] & AN | O GRS
TR 3 TRW @ oA Wrel 20 ToTe A, (A (ot qrened <! itz AR

TS 1195

Rabindranath composed the lyrical-poems for Gitanjali for almost 8 long years—many
critics have questioned the motivation behind this uninterrupted flow of songs. In order
to perform at Maghotsab, some creations were accumulated in the basket of songs every
year, but there was no such immediate demand behind composing Gitanjali’s songs. Yet
through the variety of the songs, the poet time and again wanted to present himself either
through submission, or through self-sacrifice, sometimes in love or sometimes in
devotion. Some may argue that there must be a reason behind composing poetry; even if
it is true, it is not quite clear in which way can the exact nature of the poet’s creative
impulses be determined. However, it must be admitted that the introduction of poetic
inspiration is sometimes helpful in acquiring the essence of the poetry. Whereas, Goethe
once told Eckerman that the world is so great and rich and life so full of variety, that one
can never want occasions for poems. But they must all be occasioned, that is to say,
reality must give both impulse and material. A particular event becomes universal and

poetic by the very circumstance that it is treated by a poet.
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Some even argued that Gitanjali’s Rabindranath is not just a poet who is fascinated by
words or rhyme, rather he is a devotee and a sage. Contemporary readers saw the joy of
spirituality in his poems. Gitanjali’s poems are not merely religious poems or poems of
oneness with the common man. It is more like coming back to one’s own self for a
moment, tasting this world in different ways all within the self—often by self-surrender
to the Creator, or by promising to crush arrogance, even by longing for love, and there
are desperate attempts to assert one’s existence in this world in various beauties. Not to
turn away from life, to adapt oneself to life in absolute attachment, to be delighted by its
taste—Gitanjali is the poem of that passion for life. A very strong sense of life-affirmation

has been expressed in many ways in Rabindranath’s writings. In ‘o=z, he writes:
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This life-affirming pursuit is the major essence of the songs of Gitanjali. The poet’s main

intention was to give words to his inner feelings, express the joy of being in this world.
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While composing songs, Rabindranath continued to compose melodies along with the
lyrics, his lyrics and melody are a composite work, not two separate works. Unlike other
lyricists, he did not have to compose melodies by playing instruments, or by keeping
close-contact with Sa-re-ga-ma. Rather, his melodies accompanied the words and held
the form in his mind with perfection. Many of his poems have been transformed into
songs throughout his literary career; on the contrary, only a few songs can be identified

to be transformed into poems for that matter. Sudhir Chanda mentioned in this regard:

FfeR R Felfis | 8 Ffe a3l @ @7 AT IRl @ R | sRes o siewfds
2 AT, #0870 A1 | SR S FAGIRANTS I 8 FF Y32 FA@ACLT 5411 1 92 A4l g

@A AR Tl | 947 FATOR TSR TP AN FACT ©f TA@RAS I TIPS

1 GB1 TG T convention | OIF FHY FAGADS FI - A ©IGIRT [KlleTg, O FaLT5|cfo1 1198

In Rabindranath’s lyric poems, the melody in form of a song has entered from time to
time—sometimes, for fulfilling the demand of the surroundings, or in the urge to present
a new song in the festivals, or in order to add music to the recitation. Perhaps one of his

favourite poems, after many days, seemed to have musical qualities, then he brought out

197 399, (RIS | Fem3F 72l | FasTel: Grad o1 2Afefbes | 2008, 28 |
198 v, SRR | FAFACIT ¥ | IS SPEPT 1 2008, 98 |
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its indirect latent melody and gave new life to the previous form. But such

transformations from songs to poems cannot be seen very frequently. It can be said that

this construction arrangement is an experiment in transferring the same drink to another

container—a cosmetic change.

AP SRS (BT QAT T AMCAF 77 ... 93 [ ARCFa IR, WIS T2 T 1 @R

FADRASTRANR IR | 92 AFSFIoF, =T 8 T g foFe! 77 AIa FUF 9F FIGEF TOIA! |

@ @32 BRE (FH -7 I o7 @ G GTE fOF make up—aF TRM 1 IqwAL ©fF

AL’ FIPATZ FCACRA G2 Jro@a! SeTb7fne; 199

Song (4I1¥) Poem (Ffe)
I WS I,
@ a1 @ FAEEa— @ oo e FAEad asfie eI e

T (I Shes 7 GTeT - IS

(1 TR #T GTA SN IS

«3 TR BT AT A
(== el JFerefe A

T 2GR AN AR TFAST IE

P (T AW (o @A— (W) TI[= FIea PG 1 TM...
AETF (Aed =T A
W YR YA A P T —o9 paerete e AL e e
WO (o1 BT Q! AR SRS
A @7 AR, T T REE—bifkre vy Lol (T IR @ A,
I T wy f[Eite w@if
SERIRECI TR WY €@ TR @ @F Twa=He
RAIRHC
T Q0T YT —F1e SIeTR Fgfe Q@ P QR Ay
F o TApT Yo
@R 1 1, IHRR Vo™ @R 1 T o
BIRCRCEREE ]

199 5w, S/ | FAFACIT 319 | eSS SRR 1 2008, € |
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It is known that words and melodies come together in the composition of Rabindranath’s
song naturally accompanying each other, instantaneously. The general rule is to compose
a poem and then put a melody in it. But Rabindranath continued to write his songs while
humming the melody in his mind—so much so that the lyrics and the melody developed
at the same time.

Variety can be seen in the transformation process while applying melody into poetry.
Sometimes he chose the whole poem, and sometimes he chose a part of a long poem and
by applying appropriate melodies, gave it a new form. The poet has cut short the long-
narrative poems in the process of applying melody and creating songs, to avoid
exaggeration or repetition. But in this very process, the poetic uniqueness of the poem is

never harmed, the equality of song and recitation is kept intact.

2 @ SO NMorM G *(tTa Ffaeie, a2 afiers e €7 sfosie arar am 7% s orrem
@ detail ™2 20 ST O A, IROF MEF Wl (BT S TERBR A 9 (T 2Aed Tazhael
3fen fie @iie e, *fefiaere RegoRSt 2@ e I, Rl *forFa QORI WIS, T4
Aoy Teaa e 2ce AMAI-—F{E GBI 2[See MoxS =[eane FRreH W | Sl YRS
fof @i gaea | 22w 3 @t 'R @ A 97 INT— TR 2 T 5 (7 (F @R 98
TR FICE T SR &L JACE AA I N (1 GO Sybro A | T 8 @FTer-«q @z vfo
9N ;ST AT (& e, @iy [ 5% v, “eten @ (oW @© arr, @ifE weeeie, et e
I, “Q Y @ TR, TH (BT AR (ol WP, QMR @I T oAifzee’; eer-te 6 o < @i
@ TR S, ©F WG (@Al TR edar-a b comar afw 3fza st ane, «ifs wAifd fem
e 4bifbee; Far-cs s am: Tz et 7z Fr; weir=a of: @ife @R 7 zvs [oy; wfawr-
S ufb: ‘IR Ay A (oM, TATINe QT A9, qwd SN TIe0E Sifes’, TR e,
PRI, TR (A WG AW FHR'; G2 FHA-GF (I g o wnfer Sqm vy oo, oo
W@ O A, T O IR e R, stet e i I, SRRt A, ‘9IRS,
TR e w, G NWE (9 A I, @ SRV, A Aere Fe, i @ a1
gore 2, AR T @ welEr, i A9 T oo, @iy vifare @ik vy, A eifefe 1w, w3

R G0 AT, T 2O ©F IO W, I AT T Mafeg200

200 b, R | FAFACAF 379 | FEPTL: SR 1 005, 99-9b |
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Among the poems that were compiled in the collection-%wy, 17 out of the 100 poems
turned out as individual songs. In ‘&, there is only one such poem-‘ceriz sfoetta 46 /
@ =1 =ifear—which was later transformed into a song for the purpose of performing in

adrama. The original poem was written in 1903, whereas its musical form was composed

in 1931. From <S<s, similar changes have been done to the poem =it v%& @—for the
protagonist Amal’s performance in the drama ‘ei%==’. On one hand, the poem ‘2 ©i7e wifer
739 Ie—was transformed into-‘ o=e @ife (ow Jor wF @ 7@ 1 ; and on the other

hand, some of the poems have been cut short for maintaining the flow and melody intact

in the song-version, such as: =R ¢oligfer o @=1, IR Flew, AN @N I @, e 774
T =@ @@, YW @oF em F9 & o etc. The long-verse of “RaRT 5= o1 w@—Wwas
divided into two separate songs. The line =& z=3¢-y2fwr #Remife’, which was there in the
poem, was changed into <fw=e-gfse’ for the sake of the rhythm in the song-version.

Clearly, <=3’ has become <fsas’ for maintaining the sequence.

Now, if we look closely into the reverse motion, the transformation process of songs to
poems, we will realise that the entire process is more of a re-construction, rather than
deconstruction. The melody of the song was dropped, but an entirely new form was

employed, with renewed architecture and renewed dimension as well. Apart from =112’,
Rabindranath has also composed poems from songs (“iita= sfwer) at different times. For
instance, the original song: ‘comifs IFareaR feie / Wb «3 T v o /@mTT—

was composed in 1918; and later in 1936, when it was transformed into two separate

poems, it was not unsuccessful to achieve distinct identities.

One of the poems was:
1T G2 (’IT FEP! e FR

IO NF (PN ST (e
ST RN (T
T OIpl [7%e AT
0 T

And the other poem was:
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@FT G2 CRIG PN
HIF TR Clee
AR [
3077 QfE G5 4T

9GET GIFT foAmeT FICE WAFoITS

By floating the poem on the raft of the song, the poet can take us to the sea of beauty,
and then again by capturing the poetic elements from a song, turn the face of the raft
towards a dreamy land.

FR@AY ADS T NS OF HAEH - GF IO AT 1 53 AR SHWCAR & FA@A T
IR 7 FRR A (A Sl il 1 35 T2 A (12 FRONE AR (B e,
T (¥ 2 TIE (g AR IR SIS 0 S, e 2@ (1 S A O (@IS Sro—
Bl e L o e LINTILE K c £ BUE ek IS | Po IS E I E B v FIRUES CEEJEE T
Premonition, .18 SIS 7H (R FCFH ©F | LS4 (O 17, I4F THEeidire | A@ANT (o7

AL TIAF-ATE QR —
e wiFe 2
S EQIGRDEE]
IS @

g teady

—NR O TF AR AT FACE AAGANLE @ TSl AW AOTS I, ©F FCE A2,

OF G ART &of | I @ e I T | 9F W fof ¢ aga et ffid Face

HAFceq 7 T8 T [l | F9wmTe & (@ge F@ M@ challenge SAITRA?—ToNA (4,

ify sTece cef +iif93, Sretes “ifa, @k @12 Wt w Tore sifa 120

From the very beginning of his literary career, Rabindranath can be seen to engage

himself in constant experimentation with the composition of his songs. In 1881, for <e-

srpara 7%’, he composed a song for the character Basanta Roy: e (SINIta (ats Q=

201 b, JRIF | FAFACAF [579 | FEPTOL: 2HAAT | 2005, bb |
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G T 203/ O AR R A / afF el A et/ aifrfe g-meefd ©ta / (it vy gl
/ &3 qf5 W@ Aq / «ei (e 26 (e 5 AR e r—here the main rhythm was pilu. In
1909, the novel <@-sF=1dw 21—took a new form through the creation of a drama ‘erfse’
and there the same character Basanta Roy sung the same song, only the words have
changed a little bit:

WS (SR MACS AT S MR AT/ S (@I T, 90 A, / @f*vel A A, / arifR we-
VA O / M3 vy AU / ¢iiAte M @79 19, / =3 9 Wer (@ / 2 ¢l oriee - —but

the real change has been in the melody, this time it was sung in the Bhairabi melody,
Dadra-taal. Before the Maghotsab of 1884, the Sarba-Brahmo-Samaj was gathered at

Jorasanko Thakurbari and young Rabindranath composed a song for that occasion:

N T ©F T N, AT FA N A2
P (N QT ZHI-QIFICY, (O AT T AN 7

2IR12-21712 5771 T3 ©F, RN P BT i/

—the song was arranged in Kafi-raag with a classical fervour. Not long after, the poet
tied the song to the tune of Kirtan and applied Akhor in it:

NI S O TR B, A (P WA
(P (Y T Z73-FIPIC™, CO¥IeT RIS 77 71

g CZCICT COINNTT TS T3 @F P ACE, O TR T Y 1

By adding the essence of Kirtan, the song was transformed into a totally different one.
His lyric-drama ‘Mayar Khela’ has been performed several times in the form of lyric-
play or opera since its creation. Later, after going through all the stages of his artistic
creation, in 1938, the poet wanted to give a new look to the play, to make it stand next
to ‘Chitrangada’, ‘Shyama’, ‘Chandalika’ as a proper dance-drama. For this purpose,
many songs which were composed and performed earlier were re-modelled and re-

constructed according to the need. One such song is itz fete, 7ea cics’—some more lines

were added to the original to give it a shape of a whole song:
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PR 207, FCF (V-7 30O I FICR 1 G ST PIN-TT G 6 @R 1
e a1 caleF e, fofce #ear e
G [RF2ICT C2FAT G 1 1
w1beT AT G, AfePeT 29T PeT-
G Ol O (T (TR O |
& G COINIF N e FRred e -
13 R4 Grey @177 1208 07 g 11

Similarly, one of his early compositions:
WA @ A AR G 74 91, 2 A (R /98 YA G e Riee aiffieE /@ 9feE W W -

can be found in Gitabitan in a completely new structure, though the connotation

remained unchanged:

Fe7 F1 a4 (Fe VT e e O e,
@C© R® FAIF TCO F) (&F RERieeT 39-

B U =T T T

Dhananjay Bairagi’s song from the drama ‘erfe’:

QI & T 4T, 92 27 T NG, 7 [P U 27
G T T 703 SR (T 44, T P G 30741
I (J 783 A0 QT G 07, T [ G 2T 1
©IF QT ©IF ARMY-13 VT 9 T, T K G T

G T FIANE OIFT G QIeT Fde, T 1 G 2711

—was later re-constructed in the play “Se«r, retaining the essence while changing the
lyrics:
QINE 7 6T 407, 92 3F AT M-
7 @ @ 2631
QT FIE ACCT A T T CHT DT

7 1 g 207
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P QINICT O P Q0o Q9T 09—
o & g 231
FIANCP T PP-1 7%, JGP (2T 07—
T > & 2q 1
GIFCE (3 FIANE ©IF O IR Plaa—
T 1 T 2T

Similar transformation can be seen in the song used in <FEsRT as SFa, @i M 77, and
its later rendition in A% efeer as “m™R @@ a1 5 or in case of the song-‘comtag

sfaife Qe gaeir from the original ‘comicag sfzife senes <. Another song can be
mentioned in this context-2fiey =T T Wed / wify g @ @Y e, which
was transformed from =iy =T TR / =i W i aAfer @@ @ e, The song
TR 6 Y (P (16T T & (@ / Al (7 6 wpeai-=iretl =1 Feer =1 @’—was first composed
for the drama <@ in 1910; after a long time, the poet re-arranged the song to the tune of

the Bengali folk song Sari. In this process some of the lines were dropped and the

structure of the original was changed: <1t ©iet (¥ @ ¢or=1 =1 Feer et 6. Within a few
years, another song was re-composed with an alternative melody: ‘@ 3141, 3=l ¢oicafe =
WA, ©F FLYRToIRHICa, arTR Smt 75, wiweRTSEe 1) the expression ‘@ w4 was rejected and <

T was changed into ‘=it =i

me [Pe T fw Afesls; o g Nfewem @ Tarers st fw [eifFs 2@ @iz | =13
TR foF JFa F© A2 2t YL, (@FIE@ TS TFF-(ADC@I NG A« A A,

G- FER PR 7 IS ¢ fF Ot WA gl w7 96 wgfere T a3

SRR (1 GBS WOR (2 1 O F°l Fream qxq MTa2 FhoT—
T P T T [ e
g 1], 037 e
ARG [Sfea A [gier-75ier

AR A0 ~IBHS ATACE; FISTH TR ol L7 BT (9[02 SR 0 —
F1 T T e 7 [ 9 e

e @], (T e qead el
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wifer @ ARSI e RgresTsieer
TR A wa R, FR G1E 1ed 6 [, A0 ¢ J@a RS 0, @@ -
G299 QI 6F ez Nfe
T @7 BeenRee @S (Ve (V..
TR (IS M T[PSF (PO AFHA AW -7 (g @ToATR, ML JF O 5T (% 4F
QNS (ATF BT FILCAI AT, A HCH T NSHCAT ¥, A6 A A= 96,
@ @ TG I 1 S905-GF G MO LT (AN AF- TR QRCTR CNYfeTCS FE ST HA
= / 18 Seaa R (0 A M, Fea ATl v Ao AT ol 47 G S A, =W
A TR ©f | AP SRS (TS A ATTTSCTa i | @eRG WO It G S -
§7F GIRCTT NS P18 Ffer (I2 Yo
YC=-GPT (T2 BI450® T8 G0 TR (T WMo
— O3 T PTRIIER 21T I, ©OfF 938 | (F I T I (@al-*@ AT, #i%ex i =02
TR 9F TH A 1, FAEEREE TFAE < e abe et Ko aseiR aisaiaiba

AR, G ACTFLESS IAGASILIR (AR A4et e ore 3 @ aries, agm-

@A SCNR AR NS ofF S tofe 2o fof feeg wieae 771202

Just as in the case of poetry, so is for songs, the lyricist Rabindranath’s curiosity to create
and re-create has constantly crossed new horizons. Just as he enriched his songs with
new rhythmic inventions, so did the poet experiment with the compositions and brought
remarkable innovations to the physiology of the songs. One thing needs to be mentioned
here that the notation of many of Rabindranath’s songs is said to have been composed
by more than one notationist at different times. Rhythm has changed, so has the singing-

style. In =ifa w1 @ar eext e #ir=riee’, for instance, the rhythm is differently arranged
in Surendranath Bandyopadhyay and Dinendranath’s notations, but the melody remained
more or less same. Same happened with <N 29 A< CSINE T OF ‘(NCqH #{T (VY TN

It is the expertise of the poet to be able to create more than one melody for the same song

or more than one version of the same composition.

0257 AR | FRFN FALRANS | FASTS!: AR | 2009, ©5-80 |
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Music has always been the truest expression of Rabindranath’s creative joy. The poet’s
unmistakable personal communion with the Creator has been repeatedly expressed

through his compositions, such as the stanzas of the first song of the English Gitanjali:

This little flute of reed thou hast carried over hills and dales

and hast breathed through melodies eternally new

—which has been transcreated from the original lines: .. F%-w foifs F©-wv Ta1-Slt7 / @@=
32 @G @ B / Fo-w@ O A e R / SR oy 9.
In the third song of the English translation of Gitanjali, he says:
I know not how thou singest, my master,
I ever listen in silent amazement....
—Not only for the sake of poetry but also for the recognition of his spiritual contact with
the Creator, in which there is absolute bliss and despair at the same time — this message
can be heard in the original composition as well—
O T PO N (T o
Remorse over unfinished tasks can be heard in—
FINIT e QN Galze
COTIFT JarerT ey o7
G (T ST ©re i 2.
The essence of despair has been kept intact in the translation as well:
All my unformed thoughts and all my unstruck melodies are still sounding on the
strings of the ‘vina’

and | know that they are not being altogether lost. ..

Arnold Adriaan Bake’s translation of Rabindranath’s song—@ &<=w fucae ify fegeier—

With the fixed time by which thou hast held together
the melody of the Universe | shall regulate the song of my life.
To the clear blue of thy sky I shall attune my own heart.

The peaceful, solemn message | shall take into my speechless soul.
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With the words and music dawn sounds on the midnight shore,
with that sound my new hope will awaken.
With a melody natural like a flower, my morning will rise in its fullness.

And, when this song is with me at sunset, my day will know how to die.

—has tried to capture the innate effect of stimulating words and melodies.

Rabindranath was greatly inspired by a song, which he came across during his stay in
Europe—
Drink to me only with thine eyes
And I will pledge with mine.
Or leave a kiss within the cup
And | will not ask for wine.
The thirst that from the soul doth rise
Doth ask a drink devine
But might I of Jove’s nectar sup

| would not change for thine.

—The first-second and third-fourth lines have the same melody, the fifth and sixth lines
are tied in a different melody, the last two lines turn again in the initial melody—leaving
each line in terms of rhythm, comes the match- ‘mine’-‘wine’-‘devine’-‘thine’, tying the
stanza. The lyric poem of Rabindranath tied to the melody of this song is completely

different in terms of structure.
FOIIT (oI @I Pl
COIFIT 5 A v R
53¢ 473 ©F PI2T AP

CNNTT COTFNTT, T, F© S,

Arnold Adriaan Bake did the English translation of this song:

How often have | thought that
Forgetting myself I should lay my heart
open at thy feet.
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That clasping thy feet | should tell thee,
Thee alone, how much I love thee,
my friend.
| have pondered where thou art,
Deity from Heaven,

How I could tell thee of my love.
Over and over | have thought in my mind
That I should stay far, far away
and forever worship in solitude.

No one shall know my solemn love,
no one shall see my tears.

If 1 should come face to face with thee today,

How could | reveal how much | love thee.

In connection to this particular song, Sudhir Chanda has stated:

I BCAG AR RF AN FA@ANLT AAGF Gorell FACE A (T {8 @It #ftg, @ <ifs et

[ 6 O (ORT ACE SRR A oA sfqoe 2re ) Yo Reagetn bace ve =3 w1, 8

QI ST 2l SeTml | 29 AR 7 e 3G AM0H 2N 7’ SR A@~ | 2[qd #led

58 ‘Drink to me’- JACE TPIRY FCR 1, OF AT (AF QAT GF HES 7069 T8& AT AGR

T oM a7 Lo FCA 1 JAE B GO T GTFAE TCAGA #1%e¥ ¢ ID ARG AR T,

G2 O R S AN FRCTR K0, 6@ @fpe] Tt 77, el O JoLd LN LA H TN
IR | FIE3, AN 2T B2 R SLIE FAB THT | G (ATF A0 2157 @f5 ifs

JIE AR S I AT, B A AT (@0 A G, RiIF = i ead e, [
PR TR (FIOICS P 74 TS& QT AIGIE A AR | 92 BIPA (IFF ©l9l (“TOAR WA W)
I S (B iR ©9) 0 0B 1 9B A G (FICAT AT 5o (N A G (A
AeAce TR 1, T8 T @ A @3 M e fre g =7 711 oimfbw weirew whe Torwe
FORFCIT | O Tl A NTRTETS, (@ K ZCS WA Awmd =NfSfFees At apares 6

I S S GRS oA T AN 9T RO AP (TR, SR FeNced 7ot AR 1 A_ee
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(BT ITHF T | ©fF 1 G FJorrief Figwsl, T IR I —ITFR fofe Fred IR Hewrem
B (olT= 1203

Interestingly, in many cases the translation done by the poet himself and the later

translation of the same poem produce a different text altogether. For instance, a poem
can be mentioned from cawy’;

GEINT ONZ T, O AT
@ T3, AT ©F (AT JATT
oS e T T NH Ao
Y% 219 (8 R bIfF fece 1
T O 2 AT FIRI
e QT GBI YT WA
T QT TIC AT WD
15Z20 19 1707 e FINfT
ABITYG ZC© T @ |
©F (IR QN ST G,
TGN FEIFCFE, T &F G,
a7 712, Fre M3, ME e,
3T 7R, 1 MNE-AZ WL AT 1

Rabindranath’s translation:

Thou art the sky / and 'thou art nest as well.
O thou beautiful, / there in the nest / it is thy love / that encloses the soul / with colours
and sounds and odours.
There comes the morning / with the golden basket in her right hand / bearing the
wreath of beauty,

silently to crown the earth.

2035w FRG | T FAGHANT | FASTSL: PP 1 2009, S8 |
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And there comes the evening / over the lonely meadows deserted by herds, through /
trackless paths / carrying cool draughts of peace in her golden pitcher / from the
western ocean of rest.

But there, / where spreads the infinite sky / for the soul to take her flight in, / reigns the
strainless white radiance. / There is no day / nor “night, / nor form / nor colour, / and

never, never a word.

Whereas, the translation done by Robert Bridges differs from the poet’s own version:

Thou art the, sky / and thou art also the nest.
O thou Beautiful! / how in the nest thy love embraceth the soul

with sweet sound and colour and fragrant odours!

Morning cometh there, / bearing in her golden basket the wreath of beauty, /
silently to crown the earth.
And there cometh Evening, / O'er lonely meadows, deserted of the herds, /
by trackless ways, / carrying in her, golden pitcher cool
draughts of peace from the ocean-calms of the west.
But where thine infinite sky spreadeth / for the soul to take her flight, / a stainless white

radiance reigneth wherein is neither day / or night, / nor form / nor colour, /

nor ever a word.

—it can be pointed out that with every word, that has been changed, so much change has
also been brought to the expressions. Usage of English words are also varied due to the
translators’ rapport with the language itself.

Noticeably, Tagore’s own translations of Gitanjali do not form a benchmark of
authenticity for subsequent translators and that had a number of facets—one was the
“high” literary diction of the English Gitanjali, its “thees” and “thous”, which the 19"
century was comfortable with, but which the 20" century has categorically rejected;
another was its compression and prosiness: one can only get a faint idea from Tagore’s
English translations of the richness of poetic form, rhyme, metre and alliteration that
lurks in the Bengali original. Tagore knew his limitations, and though, as William Radice
has pointed out, he worked well within them. The problem of translating poetry from a

language such as Bengali is in the first instance linguistic and cultural; but there are a
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number of translators who have already overcome these cultural obstacles and produced
creditable work, like Ketaki Kushari Dyson, William Radice, Joe Winter, Pratima
Bowes, and Martin Kampchen. Modern translators are predisposed toward offering
versions without a pronounced poetic form not because, they cannot cope with the
linguistic demands of creating one, but because that is an aspect of contemporary taste.
Joe Winter puts it challengingly — “Since Tagore’s time it has become fashionable to put
down words with feeling and break them up somehow on the page and to call the result
poetry”24,

It is thus not surprising that many translators do not attempt the task of representing the
poetic structure of the song texts. Even William Radice, who in his translation of
Gitanjali succeeds marvellously in producing English sonnets from the Bengali sonnet
forms of the Naibedya poems, refuses to try anything similar with the songs. For him,
showing the structure of the text as sung — through line repetitions and highlighting of
refrains — is more important than reproducing metre and rhyme, because “when the songs
are sung we are not particularly aware of the metre or rhyme”.?%

William Radice’s translation of Gitanjali-26, “=i 3@ @@, e 2R @aice” —

There’s no more time
Shadows fall on the world
Come, come to the ghat
to fill your water-pot
There’s no more time
There’s no more time
The evening sky is uneasy
when waters murmur
The evening sky is uneasy
when waters murmur
They call me, call me to the path
with their delicate sound
There’s no more time

There’s no more time...

204 Winter, Joe. Song Offerings. London: Anvil, 2000, 20-21.
205 Radice, William. Gitanjali. New Delhi: Penguin India, 2011, xviii.
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—captures the mood and imagery of the poem well, although when compared with
Tagore’s prose translation, it can be seen that Tagore’s own translations were generally
to some degree cultural translations, and any specifically Indian imagery was substituted
for by European equivalents wherever possible, whereas William retained the Bengali
word and a footnote of explanation, or a glossary. Tagore himself, of course, had thought
fit for at least a decade of his life to translate his compositions into English, and his fame
in the western world depended substantially on his own translations of the song-lyrics of
Gitanjali: Song Offerings. And yet Tagore himself soon felt that anyone setting out to
translate song-lyrics is embarking on a doomed enterprise. Disillusioned by the
increasingly lukewarm and at times even critical reception in the west of later translations
of his poems and song-lyrics, he eventually decided to stop translating them, and was
eventually content to let others render his song-lyrics into print in their language. Songs
express feelings in a way prose cannot and for that very reason, in 1926, in a letter to
Arthur Geddes, Rabindranath wrote that he must not be asked to do the task as to translate
Bengali poems into English verse form. Reproducing the original rhythm so that the
words may fit in with the tune would be a critical thing to attempt and all that he can do
is to render them in simple prose. Tagore insisted that in songs the words and the music
could not be separated from each other and he also indicated that at best his song-lyrics
could be translated into prose that had a whiff of music in them. This is also implied by
the Sinhalese-Tamil writer and thinker A. K. Coomaraswamy, at one time close to the
poet and translator of Tagore’s song-lyrics into English. Introducing his work in 1912,
Coomaraswamy observed about his renderings that the translations convey only a
shadow of the original poetry; they give only the meaning, that in the songs themselves
is inseparable from their music. If we look at one of his translations, done with the
collaboration of the poet himself, we can get a clearer picture:

From the original poem:

T G 2 ¢ ©eT AT

COICFF (T X (P
TIFI T3 CUPT T,

T QU T T AT AT

—the translated poem became:
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Mother darling! Let me go, Oh! let me go!
In the dim and early dawn,
When you stretch your empty arms
And cry ‘O Baby mine’,
1 shall whisper ‘Baby is not here’
Mother darling, let me go!

I shall be as a breath of the blowing wind
And pass by your breast in a sigh.
You never can hold me fast in your arms:
I shall be a wave of the water
And none can ever know what | am.

When you bathe | shall play all around you.

When at night the rain falls down in showers
You will lie in our bed alone and think of me:
The patter of rain on the leaves will be my voice
I shall flash in lightning through your windows

Do you think you will know my wild laughter then?

When the night is late and dark
And you are wakeful and sad
| wWill be a star and softly whisper ‘Sleep, mother dear!’
When at last you are sleeping worn and tired
I’ll be the moon beam that rests on your bed

And kiss your sweet closed eyes.

If your eyelids are open ever so little
I shall come peeping in as a dream,
And love you while you 're asleep.
Then you will wake with a start
And feel for me in the bed,
But I shall have vanished where nobody knows.
In the Puja holiday time

Children will come to play in our garden



Saying ‘Baby is not in this home’.
Even then in the sound of the flute
I shall pass through the sunlit sky
And follow you in all your work in the house.

When aunty comes and questions you
--With holiday presents in her hands—
‘Sister, where has your baby gone?’
Say to her, ‘Baby is everywhere,
He is in the pupils of my eyes,

He is on my breast and rests in my lap’.

Indeed, on a few occasions, Tagore even acknowledged that translating song-lyrics was
worth the effort, necessary and even inevitable. After listening to the singer Rattan
Devi—the stage name of the singer Alice Ethel Richardson who would eventually marry
Ananda Coomaraswamy and became Ratan Devi Coomaraswamy, and who had
recorded Indian music and performed Indian songs in concerts in England and
America—Tagore observed that sometimes the meaning of a poem is better understood
in a translation, not necessarily because it is more beautiful than the original, but as in
the new setting the poem has to undergo a trial; it shines more brilliantly if it comes out

triumphant.

Rabindranath is also of interest to contemporary composers, they find music within
words, so even if they are not directly acquainted with Rabindra Sangeet, it is not difficult
to be introduced to Rabindranath through translation. One of America’s most celebrated
composers at the present time, Ann Callaway’s Song-cycle “From the Gardener” (2002),
composed for soprano, bass, choir, and piano, has found a place of its own in the
application. She wants to convey to the listener the inherent emotion of Rabindranath’s
poetry through the musical performance. The five songs are:

i) If you would be busy and fill your pitcher, come, O come to my lake. [no. 12]

(@ S #30E FB, @ Gl O, (VF/ TAI-AICH |/ SeToe BeTRe |/ 1O &t/ @2 7fo el badt
faea ) [qma-ager, e o )

i) My heart, the bird of the wilderness, has found its sky in your eyes. [no. 31]
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i) ‘Unspoken Things’

iv) Speak to me, my love! Tell me in words what you sang./ The night is dark. The stars
are lost in clouds. The wind is sighing through the leaves. [no. 29]

(€ToN, OITET B A0 TS 1 /IR A @ FA TAICS /BT FA AT 7 | [©IE 6 A0 AW, 1777 ])

V) You are the evening cloud floating in the sky of my dreams./ | paint you and fashion
you ever with my love longings. [no. 30]

(SN TR (T H@ I /SR A A, /T 7y-sioia-Rza [emrafenr, sgar )

—each composition differs from the other in the basic creative process, glorious in its
own right. Melody has predominance in Anne Callaway’s music: at least in these songs
from The Gardener. The relaxed keys of the piano convey the message of the words, so
in ‘Unspoken Things’ there is only melody, not a single word. Instead of words, a smooth
‘humming’ flows—exactly which the composer Ann Callaway consciously wanted.
According to her, Tagore’s writing had the lyrical poetic imagery, she was searching for,
as well as a mystical element that she thought worked marvelously with the language of
passion and beauty. In Rabindranath’s compositions and understanding of it, the
equation of ‘lyrical’ and ‘mystical’ seems to have remained a constant star to every
composer. However, Anne Callaway read Rabindranath in the context of world literature
and originally she adopted Rabindranath Tagore’s poetry in contrast to the courtly-love
tradition and Christian-mystic literature, and at the same time she understood how this
Indian poet tied Eastern and Western customs and beliefs together. Callaway’s
interpretation of The Gardener is that-it is the love story of the human spirit and the
Divinity, though this story is spoken of in terms of love between two human lovers.

Shubhabrata Bandyopadhyay’s observation is important in this regard:

@ FAF TISSF I (@ O #A S FIEASTIF 2 A2F-GF (*F 9MTT—*You are the evening
cloud floating in the sky of my dreams’ | & MEVFGT B, Yo AR ©) FF N JIAA IFCACKA
FICATEE, T AMHBTS AN AW FCAT AP e, O “FAbrez— W2 36, W AT 9% W
TITRCF.. -4 AR F-0d e A0 271 e F0ad AR S I (@ M (TS
R0 FFT 1M o N, G e (@7 IO AR &P T (@R, Ao T O ferrew
TR (RN TCo! Tfeca fonz, BT 19 W & | TAGAIL ‘39 ALY Fiqoid (<107 o1 e,
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“‘We shall look at each other’s eyes and go on our different paths’. F8 ©F #@e Ffqeifbres @3
TR OF FFFFA T G0, FIAY G2 TS (@ SIgor (2T (@04 @Firz OF GiRwacar-
@1 R OT8 Y& w=7=8 FMAe— ‘| have caught you and wrapt you, my love, in the net of my
music’. (BT0F TSRO FLAe FN© FA2 RN e 74, ©IF G2 ol #ifeey fee =7 caezs
FoF-EH, T TF A A Are N @iy g HE R @REeE gt 77
qFfAE, 8 AT FCAMAE IHH WY @ T q@R, (B3 TBE eFwgId T €W
HELS | G (PR 14 T AL Yre F6 T, W A’ M6 oI (7w, [ wmee qr@meewd
1 e w1 we O frcafe weid weie-w vf4fs sl am e feares seeeire 1208

Frank Ticheli, a professor of composition at the Thornton School of Music at the
University of Southern California, worked with the songs of Rabindranath in 1992,
composing three of Rabindranath’s English Gitanjali poems. The composition was
titled—Songs of Tagore, for soprano, piano and alto saxophone’. The three compositions
are:

i) The day is no more, the shadow is upon the earth. It is time that | go to the stream to
fill my pitcher. [Gitanjali, no. 74]

(@7 M2 & @, T7T B 47909,/ 97 5 (F e FErvehfay/ OF 4w | | Mg, b))

ii) Light, my light, the world-filling light, the eye-kissing light, heart sweetening light!
[Gitanjali, no. 57]

(AT, A AN, SCall/ A gITed! |/ AN TIH-14NST AWK/ A JAAAN | [ FBenze |)

iii) I must launch out my boat. The languid hours pass by on the shore — / Alas for me!
[Gitanjali, no. 21]
(@317 SifTea fte 2@ R/ @2 ©@t 1/ S 67 I @ @@ /IR e 10 [ Deme, sv))

—The three songs are not marked with their first line, they have titles—‘Nightfall’,
‘Light” and ‘Departure’, respectively. Although Frank Ticheli’s “Songs of Tagore” is not
his representative work, the creator’s specialty is expressed well-enough in compositions
like “The Day Is No More’, ‘Light, My Light” or ‘I Must Launch Out My Boat’. The
melody and dramatics of the alto-saxophone, the spontaneous movement of the piano

and the poignant vocals of the soprano have definitely made the songs stand out. In

206 JEWAIGIA, WOI© | J7CF AR FA: ABIeT HHC© NG | SO AL (@ 1 2055, 38Y |
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“Songs of Tagore”, Ticheli gives equal importance to soprano and saxophones. The
piano, of course, is essential, the centerpiece of the whole creation, and the vocals and
the saxophone are scattered on either side of it. There are no key signatures. The songs
are, however, tonal, but the tonality is constantly shifting from one tonal centre to
another. Ticheli did not want to tie the songs to a single scale, but the variety enriched
his composition.

Karim Al-Zand is another composer, whose name demands a special mention here. In
2004 he composed 12 songs, which were directly influenced from Rabindranath’s
poems—“Tagore Love Songs”. It is a collection of songs from various sources, but in
each poem/song Karim has found simple and elegant lyricism, buoyant humour, and
striking imagery. Karim has chosen the silent and intense language of love in the first
song — ‘Do not keep to yourself the secret of your heart, my friend!/Say it to me, only to
me in secret” — the original Bengali version of which can be found in Gitabitan, song

NO. 63— (SN (oMo F2B, A/, @A 1 A 1/ Y AN, Q@AET @ oM+, The composer has

arranged the entire composition in the form of ‘quasi-narrative’, there is a definite
formula, of course, but the content of the twelve songs or the locus of thought is different.

The Gardener was published in October, 1913. In the introduction, Rabindranath wrote,

Most of the lyrics of love and life, the translations of which from Bengali are published in this book,
were written much earlier than the series of religious poems contained in the book named Gitanjali.
The translations are not always literal—the originals being sometimes abridged and sometimes

paraphrased.?’

Rabindra Sangeet, surprisingly, has not reached the West even after Rabindranath’s
worldwide acquaintance. In an interview with HG Wells, Rabindranath lamented,

I have composed more than three hundred pieces of music. They are all sealed from the West because
they cannot properly be given to you in your notation. Perhaps they would not be intelligible to your

people even if | could get them written down in European notation.2%®

Probably the purest way for later musicians to perceive Rabindranath was to realise the

poet’s own passion for composing poetry, and then to express it in their tunes

207 Tagore, Rabindranath. The Gardener. London: Macmillan, 1913.
28 Das, Sisir Kumar. ed. The English Writings of Rabindranath Tagore, Vol. 3. New Delhi: Sahitya
Akademi, 1996, 909.
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accordingly. In this way, western music too got another voice by culminating in the

creations of Rabindranath.

There were very few translations of Rabindranath’s works before he received the Nobel
Prize. Although, several translations were published in Hindi. However, after receiving
the Nobel Prize, Gitanjali was translated into almost all major Indian languages. The
translation of Rabindranath’s short stories and novels also started from 1915. However,
there was not much interest in the translation of Rabindranath’s poems at first. After the
demise of Rabindranath and especially since the time of Rabindra-Janmashtavarsha,
translation of Rabindranath’s works in most of the Indian languages started extensively.
Hindi language poets and writers took a leading role in this regard. The work of
translating from Bengali to Hindi was started with the inspiration and efforts of
Bharatendu Harishchandra. Rabindranath himself was fascinated by the medieval poets,
who composed verses in Hindi, especially by the works of Kabir, Tulsidas, Surdas from

a very young age, as evidenced by his three poems—e#=i 3, =¥Ere’ and SFWieR 2idar,

Poets belonging to Hindi literature were also greatly influenced by Tagore's works and
the impact was quite visible. The interest of translators in translating Rabindranath's
poems and songs into Hindi and other Indian languages, however, is not as great as in
the translation of novels or stories. The reason behind this is that it is very difficult to
translate a poem or a song while maintaining proper thought, rhythm and melody.
Despite these difficulties, after Rabindranath was awarded the Nobel Prize for Gitanjali
or Song Offerings in 1913, there was a strong interest in translating those poems into
Hindi and other Indian languages. A translation of 101 poems of English Gitanjali was
published under the title ‘Gitanjali’, by Giridhar Sharma ‘Navaratna’ in 1924. The
essence of the original Bengali Gitanjali was nowhere to be found in this translation and
the language has also been deprived of the gentle utility and companionship of rhyme.
The next attempt was made by Shridhar Shastri in 1941 and then by Suryanarayan
Choubey in 1942. Laldhar Tripathi in 1948 published 209 poems of Rabindranath in
translation; since then, Gitanjali has been translated into Hindi by eminent writers like
Bhawani Prasad Tiwari, Hans Kumar Tiwari and Kailash ‘Kalpit’. Although there were
several translations of Gitanjali during Rabindranath’s lifetime, no other poem has been
translated into Hindi except the poem Shishu’. In 1962, Hazari Prasad Dwivedi,

Ramsingh Tomar, Ramdharisingh ‘Dinkar’, Hans Kumar Tiwari and Bhawani Prasad
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Mishra translated the poems of Tagore and published ‘Rabindra Ki Kavitayen’. In 1966,
Brajanandan Bharadwaj’s ‘Rabindranath Ki Mau Kavitayen’ was published—these are
collections of poems by Rabindranath. Rabindranath’s songs or Rabindra-Sangeet have
especially attracted the intelligentsia of Hindi literature. However, the translation of
Rabindra Sangeet was done much later. In 1950, Raghubangsh Lal Gupta’s ‘Rabibabu-
ke Kuch Geet” was published. The two poets who deserve special mention in the
translation of Rabindra Sangeet are Hans Kumar Tiwari, the eminent translator of
Gitanjali, and Daulal Kothari, a prominent Rabindra-devotee. One of the most renowned
translators of Rabindranath’s works in Hindi— Ranjit Shah in the introduction to his

translations of Gitanjali states:

TR F FroA—ARE G 7 Sgam FAERE @ g gl ©f 73 | 89 ;. @R (A7)
M B Al T FlI AIFS! | ([2W HLE, I, (9, TGS 8T (G AVCH 8 7 GF
TR, 7t oy G 9ot e (& afome a0 29 T 1 89 IS T Aretefe [ @ (o afypied I7w@L-
Aoyt &7 WS O Are T T 1 @) IR AR F FHAN @ T 1 AT e

m 1209

Hans Kumar Tiwari has translated many Rabindra Sangeet into Hindi and arranged for
performances. In other words, arrangements have been made to sing Hindi-Rabindra-
Sangeet in Bengali notation. Daulal Kothari has translated 101 songs of Rabindra
Sangeet titled ‘Rabindra Sangeet Sudha’ (Part 1). Not only that, he has taken special
initiative to popularize Rabindra Sangeet. Radheshyam Purohit prepared the notation of
‘Rabindra Sangeet” in 1958. Similar initiatives were taken in other Indian languages like
Odia, Assamese, Kannada, Gujarati and so on.

In a few years, two cassettes of Tagore’s songs, translated into Hindi, have been released.
“O Meri Matribhumi”, sung by Arati Mukherjee, was translated by Daulal Kothari and
“Tum Kaise Aisa Geet Gaate Chalte”, sung by Usha Mangeshkar and Suresh Wadekar,
has been rendered into Hindi by Jalaj Bhaduri. Tagore himself, one presumes, would not
have minded being translated, having liberally peppered his songs as he did with words
in Hindi as well as Hindi-based dialects like Bhojpuri and Maithili. To Tagore, words

like toote, maange, laaj, aas, ishara, sharam and several others were considered

209 (o eI, AN | FRTY ¢ 2% Mf2er | FEFTS!; FEFA AFHA 1 2009, S0 |
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common currency. The Hindi version of Tagore’s songs lead to some linguistic
munificence. For one, till now, Rabindra Sangeet was being translated for stage shows
from English, but now the Hindi version could become the source for many other Indian
languages. And the other point can be that translations were often halting and
Sanskritised and sometimes ludicrous. How else do you account for ‘Yeh Manimala
Mujhe Nahin Saje’ (& fsen =i iz siicer) and “Tera Yeh Alh Hai” (o= 2 w=6)? But
there are also evergreens like ‘Teri Aawaz Pe Koi’ (@™ o= ©i% @ (8) woven into the
cassettes which deserve appreciation. Tagore’s composition was first introduced to Hindi
cinema in 1941 by Pankaj Kumar Mullick for the film titled ‘Doctor’. Pankaj Mullick
also tutored Kundan Lal Saigal on how to control his pitch and modulate his voice, speak
and sing Bengali songs and Rabindra Sangeet. Saigal was the first non-Bengali singer to
sing Rabindra Sangeet. Mullick later used the tune of ‘¥gary <7 caeer in the popular song
‘Pawan Chale Zor’ of the film ‘Zalzala’. The far-reaching influences of the Rabindra
Sangeet were apparent on several music directors of that era and interestingly few of
them were not Bengali. It is said that the song ‘Bachpan ke din bhula na dena’ (Deedar,
1951, Naushad / Shakeel / Lata Mangeshkar and Shamshad Begum) was based on the

tune of <t w? 1 7ea wwiear. Simultaneously, music director Anil Biswas’s ‘Raahi
Matwale’ (Waris, 1954, Suraiya / Talat Mahmood) drew heavily from ‘stz s=aifsr. Later
in the film ‘Angulimal’, Biswas used the tune of wig sitw == for ‘Mere Chanchal Naina’
song. And in ‘Hamdard’, Biswas based the tune of the song ‘Mere Man Ki Dhadkan’ on
a popular Rabindra Sangeet ‘= fote’.

Sachin Dev Burman, whose compositions tend to draw upon inspiration from Bengali
folk traditions, has composed several tunes derived from Rabindra Sangeet— ‘Mera
Sundar Sapna Beet Gaya’ (Do Bhai, 1947) draws a faint inspiration from et s =1 <,
‘Nain Deewane’ (Afsar, 1950, Suraiya) takes off from ‘@ifvs wee’; ‘Jayen Toh Jayen
Kahan’ (Taxi Driver, 1954), is based on ‘= =#fdits wifefe,

‘Tere Mere Milan Ki Yeh Raina’ (Abhimaan, 1973) by Kishore Kumar and Lata
Mangeshkar has shades of ‘¥ @Ia w12 6 (9. The influences of the Rabindra Sangeet
too ran deep in R.D. Burman’s music. The song ‘Zindagi ke Safar Mein Guzar Jaate
Hain Jo Makaam’ (Aap Ki Kasam, 1974) draws inspiration from Tagore’s ‘sei=ed I
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Singer, Composer Hemanta Kumar Mukherjee’s composition ‘Man Mera Udta Jaye’
(Maa Beta, 1962, Lata Mangeshkar) was based on <@ @& e= s&’. Music director
Rajesh Roshan’s ‘Chhookar Mere Mann Ko’ (Yaarana, 1981, Kishore Kumar) is said to

be influenced by ‘cors 2=t w=e’; later in “Yug Purush’ Roshan used the tune of ‘st 2rez=
Tmet fresr” in ‘Bandhan Khula Panchi Uda’. Recent day’s music composer Shantanu Moitra
used the tune of ‘¥ =1 vt veer in ‘Piyu Bole Piya Bole’ (Parineeta, 2005, Shreya

Ghoshal). The tunes of Rabindra Sangeet were also used by Salil Choudhury in ‘Biraj
Bahu’, Kanu Roy in ‘Anubhav’ and Bappi Lahiri in ‘Tootey Khilone’.

One can say with great confidence that Bangla film industry, both in West Bengal and
Bangladesh, benefitted and continues to benefit from Tagore’s works. It is extremely
difficult not to be swayed by the universal appeal of Tagore’s songs.

Tagore, in his songs, had touched on almost all human emotions, making it that much
easier for filmmakers to pick up a song for any situation. Tagore’s songs were
incorporated in Bangla movies during his lifetime—“Mukti”, which was released in
1937—directed and acted by Pramathesh Barua, music direction was by the famous
protégé of Tagore, Pankaj Mullick. Under Mullick’s direction, Kanan Devi sang two

Tagore songs, e 341 7e 7R (it 7@’ and ‘o7 fwrieaet we=if; Mullick himself sang
e i o rer—which was a composition by Mullick himself from a poem by

Tagore. Satyajit Ray, arguably the most celebrated Bengali film director, not only
adapted several of Tagore’s literary creations for his films, but also used several of
Tagore’s songs in these films and also in films which were not based on Tagore’s works.

To name a few: <ite =64 = in ‘Teen Kanya’, ‘@3 #=<ic1 763 & in ‘Kanchanjanga’, =i
of ¢ont B commez” in ‘Charulata’. Similar influences can be seen in the music compositions

of the films directed by Tapan Sinha, Tarun Majumder, Prabhat Mukherjee, Aparna Sen,
Rituparno Ghosh.

But no other director made more dramatic use of Tagore songs in Bangla movies than
Ritwik Ghatak. In his classic movie ‘Meghe Dhaka Tara’ (1960), Debabrata Biswas and
Geeta Ghatak sang ‘@ =its ', The most notable Bangla film in Bangladesh in which
one of Tagore’s famous songs was so aptly used was Zahir Raihan’s ‘Jibon Thekey

Neya’ (1970) —Tagore’s song === Gii= e, =i cet= eie=ait, which later became the

country’s national anthem, was used with much efficiency. The deep influence of
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Tagore’s music on Bangla films is unquestionable. His works are universal in terms of
emotions and human relationships. One might say that the language of movies offers the
most appropriate medium to make Tagore’s creations accessible to the audience.

After the Visva-Bharati copyright over the songs of Tagore came to an end in 2001,
creative minds began exploring various possibilities of using the musical inspiration
derived from Tagore for innovative work. There were, of course, concerns in some
quarters that this liberty might prove to be a license for distortion. Many fear that modern
fusion music using Tagore’s original melodies largely results in confusion, as earlier,
Debabrata Biswas had been prevented from releasing several songs for his album as he

was faulted for not adhering to the grammar of the songs.

TG TGS TS g =eeld | ©fF o1 Ao @SR [F© 71 77, Gremiz fof i b=
APNAT OT TS 2F© FCAMRCET | OC O FAE1 1 e Sl G278 e 1 Gieera F=ifaoe
IS oo vraers wel WfE T WA FEH (A Wee, 3-200%) (T ABER GH6 T | ©TS
RS i ;| TA@ANET SgE e SIRYEE dloife s FafEE W Wi (A R
fater orRId @ WE 2 LAY (@F GBI I 1 T [T FR@ACLE MR ARG @2
TR RS oML I e E I SN o 1 #Afee oo varae! F0E J471 72 Iq@H
(I TR TG 02 TSR | O Gl (ST e 59 @3 fide #3iw Fe Swiae @3
o I AN R | FRA@ANCAR ~ -t e seifs @ 28 58 o<1 A0, GAbR o
g 3@ Qe FI2 | CTIIE TV, SGTA 2y @l gt oo J9-[A2d I, S0
M qqE@aes g o (TRfREE 1 @7 A GEE M @R SR (1R @ @ 9w |

MAANSTIE! G AFPIETR THIAT AR MAPFAF AR Ao, IRAGNEL FI-FINC 0T qFaee,

TA—ei2 fofd o W, J7-2d I@ I@IH @FFC Face GARER, 68 oafs @ FRewEd

I (AT | TS ARE FR@AT wawea o e A z@feE it e GR-arfR
FATSCFA NG AR &K | &BfTe ANEF MAE I FCH AT WG CHIACT WO (AR
(RIS &, T SHALTCAR 02 O SeieFe (g e | agrer edlts e T we
QTFANE TG (AT DR A2 TS “SAlo/a 21eqF A e’ i “seiaeet qw Rear «imgfo et
FREET 1 Eers! Qo TaRaE 2Rar A seerferie g afeaay,  eERo
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The history of anxiety in the Bengali intelligentsia over the “future” of Rabindra Sangeet,
especially in terms of dissemination—the “purity” of the style of its rendition by
individual artists—and reception, its “popularity”, is rather long. The tradition has to be
seen in the light of the historical aesthetic duality of “pleasure” and “happiness” that has
marked the production, dissemination and reception of all musical traditions, including
that of Rabindra-Sangeet, over time. As Theodor W. Adorno reminds us in his article
“On the Fetish Character in Music and the Regression of Listening”:

“Complaints about the decline of musical taste begin only a little later than mankind’s
twofold discovery, on the threshold of historical time, that music represents at once the

immediate manifestation of impulse and the locus of its taming”.?!

It is not that Tagore was against the idea of the artistic freedom of improvisation,
provided the structure of his musical composition for a particular song remained
unimpaired, and the artist was powerful enough. But he had a very selective—to put it
mildly—idea of a “powerful artist”. Interestingly, Tagore referred to two inventions of
modern technology of artistic/musical dissemination in this context. One of them—the
gramophone—was considered by him to have contributed to the deterioration of the
general culture of Rabindra Sangeet through largely distorted rampant mechanical
reproduction of his songs since the early twentieth century; the second technological
tool—the printing press, apparently having no connection with music, but extremely
useful in leaving the authorial signature on the work of art, including music, for use of
posterity. Unlike literature, sculpture, painting and other forms of “high” art, music, as
Tagore himself noted, is not an “author”/ composer-centric art, but a singer / performer-
centric one, which also has traditionally sought and enriched itself through the assistance
of the accompaniment of musicians / instrument-artists. Adorno argues, the real

objective of artworks is not in the “meaning” of music, but in its “truth content™:

“The spirit of artworks is not their meaning and not their intention, but rather their truth

content, or, in other words, the truth that is revealed through them”.?'?

211 Adorno, Theodor W. The Culture Industry: Selected essays on mass culture, London: Routledge, 2007,
29.
22 |bid, 171.

319



And it is a huge challenge for the Bengali performer or listener, to be able to interpret,
render and appreciate many songs of Tagore in their totality at the crossroads of meaning
and truth content. The individual singer or listener needs the enabling tutelage of
traditions of performance and reception, marked by an investment in the form of some
rigorous and austere training, to be able to capture this totality. The fate of Rabindra
Sangeet is thus largely sealed by the larger material logic of this modernity, which
reduces Rabindra Sangeet—and all other local musical traditions—to its state of
deceptive “availability,” “simplicity,” “lightness,” pleasure-producing capacity,
enjoyability and marketability. The duality of impact is quite evident in the post-
technology predicament of Rabindra Sangeet. Rabindra Sangeet has definitely grown
more “popular” in the literal sense by means of its large-scale dissemination through the
media of radio, television, film, cassette, CD, mobile phone, print and electronic media,
internet, software, iPod and several other contributions of modern information and
communication technology. It has certainly reached corners erstwhile unexplored by the
tradition and materially has become accessible to more people today.

The other pole of these benefits of technological modernity is crass commercialism,
careerism, and decline into a culture of ritual singing and listening, the gradual and
inevitable marginalisation—and surely not demise—of a tradition of rendering and

participation in the life of the “truth content” of Rabindra Sangeet.

Rabindra Sangeet belongs to a very particular genre of music and Tagore had defined a
specific full-throated style in which his songs were to be rendered with clear diction.
There can be no compromise on this. However, since Tagore’s message is universal, his
musical inspiration might encourage creative minds to carry his artistic essence into their
own works. Tagore had himself drawn on various sources for his compositions —
traditional folk as well as Indian classical; western folk as well as western classical. The
windows of his mind were always open to fresh musical impulses and what he finally
composed were his own unique creations. In many instances a song of Tagore can
combine the echo of a classical raga with an element of folk musical strain while there
can be a sudden refrain from a western composition. This is why it is impossible to
categorize Tagore. It also explains why some of his songs still continue to strike a chord
among audiences across the world.

On typing “Rabindra Sangeet” on YouTube, one finds videos of the concerned Bengali

songs in diverse visual and aural compositions. Just like for every other type of video
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that is put up on the site, as interesting as the videos may be, is the feedback they receive.
Visuals of YouTube song videos of Rabindra Sangeet are diverse. So are renditions, with
solitary or duet or band performances, and with varying rhythm and instrumental
accompaniment. Some of these renditions can be categorized as ‘remixes’ because of
their fast pace, bouncy vocals and electronic melody. In the electronic age, however
much we record a rendition on devices, it is stored as data taking up space. Data is a
common form that text, visuals, and audio all take. Though some recordings of Tagore’s
voice can be found online, they are digital versions that have been converted from the
analog. Besides the technical transition, today’s listener is also accessing it through a
device and not listening to him performing. Two dynamics could happen here: either his
performances are immortalised by the technology which has collected the sound of his
voice in the exact way he has performed them and audiences will form an idea of
“authentic” or “original”. And the other is that the audience will understand that in his
time, when his voice was recorded, effects like electronic disco beats had not been
invented. That way, the performances of Tagore’s verses that we are witnessing on
YouTube today are the tangible notations combining with fresh new thought processes
and constantly changing music performance styles, and manifesting in a contemporary
media space. It is beyond just a copy, and to put it in Tagore’s own words, it is “not a
gramophone”. Perhaps the accompanying instruments that were recommended for the
verses have been replaced in a particular video with other and/or newer sources of
musical sound-like digital sound. And the visuals in the video were probably not what
the author was familiar with in his lifetime. In the film clips and non-cinematic material
of Rabindra Sangeet videos, contemporary visuals include digital copies of photographs
of Tagore and his contemporaries that help us make sense of his era.

Given the artistic spontaneity which Tagore believed in, and the changing technology,
what do we mean when we say that Rabindra Sangeet is being “distorted”, or its
“dignity” or “innocence” threatened? What is the misunderstood modern? What is this
“original” missing from “experimentation”? Especially when the composer himself is
not a witness to the forms his songs are taking today, what is this imagination of the ideal
performance that leads to the judgment that another type of performance is not
acceptable?

In this context, one may point out the performances of Ruma Ghosh or Roddur Roy to
be ‘distortions’. The social media platforms have served as open arenas for performers

like Roddur Roy, where the artist is seen to be presenting his own ‘version’ of ‘Rabindra
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Sangeet” — experimented, modified, ‘remixed into Electro-Tagore’?® — according to
his own needs and wishes. Roddur Roy has been making parodies of popular Tagore
songs for quite a few years but the distorted version of the iconic romantic song ‘Sedin
Dujone Dulechhinu Boney’ started getting noticed for the wrong reasons.

Whereas, in the performances of artists like Ruma Ghosh, it has been mentioned clearly

that these videos are meant solely for entertainment purposes: “f& == I/, Wera 214

—the label verifies. The artist in these videos is seen to perform songs that are popular as
Rabindra Sangeet, in her own singing-style, without adhering to the original rhythm or
melody or anything conventional, for that matter. She sings, pauses, dances, laughs,
forgets the lyrics, disrupts the tonal arrangements—and this forms her performance-
structure. Rabindranath’s songs here, become secondary; and the ‘distorted’

performance, whatsoever, the primary source of entertainment.

Surely it is not only due to a lack of understanding of Tagore’s ideals that some renditions
are marked as wrong. Many who don’t appreciate the new versions may actually be well
aware of his life story or beliefs. At various instances, the beats, the voice, the performers
are targeted. One of the integral features of a social media space is the option of “sharing”
the content, i.e., individuals transmit it further to other users. While YouTube’s Likes
and Comments give the content boost and analytics from YouTube automatically
circulate this more “popular” content, individual users have a major role in the
circulation of online content. Besides directly sharing, they can take either the audio or
visual aspects of a video piece, restructure or redesign the piece, creating as a result an
all-new video and circulating that. Through “appropriation and reproduction”, the web
in general, and the web video in particular intensify the culture of the copy, for it provides
its users free access to an immense database of ready-to-use information.

In such a situation, the original creator suddenly occupies the position of yet another
spectator. Within this process, the role of transmitters is so important that they assume a
vague position of authority over the works. An older and a newer understanding of the
same cultural object co-exist on one space such as the standardised video frames of
YouTube. Alongside Tagore’s voice are those of Kishore Kumar, Hemanta Kumar,

Jayati Chakraborty, Shreya Ghoshal, and many others. A sense of the “original” exists

213 Roddur Roy— https://youtu.be/OklvL _aVu98 , https://youtu.ne/ONmXBACqvc4
214 Ruma Ghosh— https://youtu.be/OKIzK1clUiw , https://youtu.be/TkISNBsDsh8
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beyond Tagore’s voice. As described earlier, when Tagore composed his music largely
based on the notational arrangements prescribed by Ragas, he removed what he
determined were complications of the indigenous classical music system. What he
retained were what he comprehended as the moods evoked by particular Ragas, and
engineered several songs on selected rules of different Ragas. In the process, he created
a genre which, those who were not fortunate enough to get formal training in the classical
grammar of music, could sing and engage in.

Social media exposes today that musical spontaneity has constraints in the collective
memory of forms. Proving at the same time that music truly cannot be contained—since
it has such diverse imaginations of the “real” at a time when the author is not alive any
more. Tagore was “comfortable in the knowledge that his songs were like wild

flowers”25, drawing from natural landscapes and human emotions.

Intertextuality is a universal phenomenon that signifies a relationship of co-presence
between two texts or among several texts. At its least presumptuous meaning, it basically
means the actual implied or understood the presence of one or many other texts within
another text. To the extent that this entails that no single text comes into being or exists
in total isolation but is, rather, necessarily connected with earlier and later texts and with
the wider world, it is clear that this is a phenomenon which directly involves translation
and translated works as well. Translation or transcreation is one sort of intertextuality,
as all texts ultimately are translations of translations. Every text is thus a translation in
the sense that any instance of writing is a transformation of some other text, i.e., no
writing is original in any absolute sense but stands in a relation with preceding
and surrounding texts. It may be that the writer is not even conscious of this fact when
he/she is writing. Intertextuality describes processes of cultural interconnectivity — inside
or outside of a given culture — normally, but not only, centered on a printed text.
Intertextuality is thus a precondition for the intelligibility of texts; it is a system through
which a text can refer backward or forward to other, previous or future texts. In
translation studies it is easy to see that it cannot be either only the text or only the reader—
but both. A translator is always a reader, and a meaning of a literary text cannot be
obtained without the text, even though the meaning is not limited to the written text. In

this context, Roman Jakobson’s use of the word ‘interpretation’ is noteworthy. Each

215 Som, Reba. Rabindranath Tagore: The Singer and his Song. New Delhi: Penguin Books India, 2009.
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reading and understanding of any text necessarily constitute an interpretation. The issue
of hermeneutics cannot be avoided in translation. The features of a text cannot be
discussed without some reference to text production and/or interpretation. Translation
always involves some form of interpretation. In order to translate a text, a translator
needs to make an interpretation out of it. To guide his or her interpretation, it is necessary
that he/she knows both the source and the target linguistic system (the word) and cultural
system (semiotic knowledge). Indeed, translation does not take place in a cultural
vacuum. As cultural processes entail a constant borrowing and mixing of ideas and
practices, the role of translation remains significant, as translation brings otherness and
the other to another culture and moreover, it has been clearly understood that culture is
communication and communication is culture. While translation itself, of course, can be
viewed as performative and since performing arts are multimodal, the translator must
pay attention to the non-verbal dimensions of a performance. The text on which a
performance is based does not stand alone since its meaning only achieves its
full potential through the performer’s interpretation of it. For translators this presents a
huge challenge because no matter how apt their lexical choices or how clever their turns
of phrase, they always need to consider how suitable those are for the performer. Indeed,
the very best textual translation of a song may prove to be unusable if the singer discovers
that the words do not match the notes because, for example, the natural accentuation of
a particular language interferes with the rhythm of the music. At least two issues emerge
for translators out of situations involving performance: the first, raised by several
contributors to this issue, is why bother to translate at all, especially when technology can
now provide monolingual spectators with the means to grasp what is happening through
the use of subtitles and programme notes. The second issue concerns whether translators
should always be expected to be knowledgeable about the domain or the genre to which
belongs the text they are working on. Ideally yes, linguistic knowledge is never enough.
In reality, however, while a few translators may be lucky enough to have specialized in
the realm of music, theatre or cinema exclusively, most make a living by accepting any
work that becomes available in any arts-related disciplines. Furthermore, as Susan
Bassnett puts it: “A translator cannot be an actor, director, designer and audience all at
the same time™?%¢, it is, therefore, difficult to expect them to always possess the expertise

necessary for the production of a translation that adheres to the general criteria of

216 Bassnett, Susan. Translation Studies. New York: Methuen & Co, 1980, 99.
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performability. The discussion of the subject matter entails the problem of language
varieties in lyrics whose degree of difficulty is quite related to each specific genre. Rock
music, for instance, will offer the translator many difficulties since he/she will have to
understand and translate some slang, dialects and particularly idiolects which are part of
the author’s own language and have an aesthetic function in the lyrics. As to dialects,
Catford agrees that they may present translation problems:

“When the TL has no equivalent dialect, the translator may have to select one particular
TL dialect, create a new ‘literary’ dialect of the TL or resort to other expedients”.?
—the same, according to him, happens with registers, styles and other varieties. In other
words, translatability will depend on the existence of equivalent forms in the TL
language. Moreover, the pragmatic aspect represents a crucial problem in translating
lyrics. The translator may also get worried with the notions of physical and chronological
distance which separate both texts.

As Bassnett suggests:

“The greatest problem when translating a text from a period remote in time is not only
that the poet and his contemporaries are dead, but the significance of the poem...” 28

One crucial feature concerning this sort of translation is that the translator will always
approach the text either by choosing to retain or to replace the form of the SL text.
Sometimes, however, the text cannot have its form replaced, for this would involve shifts
in the register and thus shifts in the semantic properties of the lyrics, in the message as
well as in the relation it has with the subject matter and, of course, with the melody and

the audience.

27 Catford, J. C. A Linguistic Theory of Translation. London: University Press, 1965, 87.
218 Bassnett, Susan. Translation Studies. New York: Methuen & Co, 1980, 14.
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Conclusion

Literary engagements with performativity tend to focus on the performative function of
language as represented in literary texts. One way literary scholars have adapted their
understanding of texts to the environment of performance is by looking at performative
mediating between language and modes of doing. Performing, in a way, reconstitutes the
text; it echoes, gives voice to, or translates the text into a new form. Performance creates
a sense of “proximity” to the text. While examining the implications of textual and
performance studies, Austen observed: “...although language is iterable, this iterability
begins to rupture when applied to utterances; as a result, the fixedness of a text is as
illusory as the fixedness of an interpretation; neither is final, neither is authorial”.?*° J. L.
Austin’s ‘How to Do Things with Words’ sparked both excitement and controversy, his
rejection of an exclusive focus on truth-value semantics in favour of viewing language
use as social action that emerges in the “total speech act” is echoed in Bauman’s
emphasis on the emergent properties of performance. Performance-oriented scholars no
longer think of performativity primarily as the use of specific features in signalling
particular illocutionary effects within a fixed set of conventions and a given social
context; instead, they view it as the interaction of complex and heterogeneous formal

patterns in the social construction of reality.

6.1 What happens to the primary performance text?

Performance is much like the term culture—the “original difficult word”, as Raymond
Williams puts it, in that it participates in “two areas that are often thought of as
separate—art and society”?. Like culture, performance began its semantic life as a
relatively simple noun of process. Just as culture basically meant the tending of
something, performance also, simply meant carrying something out—a working out of

anything ordered or undertaken.

218 Austin, J. L. How to Do Things with Words. ed. Marina Shisa and J. O. Urmson. Cambridge: Harvard
University Press, 1980.
220 Williams, Raymond. Keywords: A Vocabulary of Culture and Society. New York: Oxford, 1983.
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Peggy Phelan, begins her essay on “The Ontology of Performance” by saying that
“Performance’s only life is in the present. Performance becomes itself through
disappearance”.??* Richard Schechner, too, puts forward the idea that—"“Performances
are always actually performed”.??> Whereas the aesthetic of presence dominates Phelan’s
approach, the aesthetic of repetition dominates Schechner’s contention—that restored
behaviour is the main characteristic of performance. To put it another way, Phelan views
performance essentially from a spectator standpoint, whereas, Schechner from the
performer standpoint. Put simply: something is always restored in performance, even if
the restoration comes through a simple framing device. Therefore, performance can be
identified as that, which permits the structure of the text and the formation of the subject.
This can be in terms of performance licensing and ‘implementing’ the text with respect

to an audience.

For music composed before the age of electronic recording, musical texts — the unique
arrangements of musical symbols by which music is represented in visible form — are
the principal evidence for how that music sounded when it was created. Over the
centuries, musical performance has varied in the degree to which it follows texts. The
variance has depended on the individual performer, on the nature of the performer’s text,
and, most importantly, on the conventions of the repertoire to which the work being
performed belongs. In some repertoires, performers were expected to follow their texts
quite closely; while in others, performers were granted considerable license in realizing
their texts. But the performance of music is regulated not only by texts but also by
unwritten conventions called performing practices and performing traditions.
Performing practices determine how music is performed in particular times and places;
performing traditions attach to individual pieces and are created by successive
generations of performers rendering those pieces. Performing practices determine the
quality of sound desirable in a voice or instrument, the density and placement of
ornaments, and the degree to which performers are expected to adhere to or depart from
their texts. Because elements of performing practice vary with time and place, following
musical texts literally will not necessarily yield performances similar to those that the

texts were intended to generate.

221 phelan, Peggy. Unmarked: The Politics of Performance. New York: Routledge, 1993.
222 Schechner, Richard. Essays in Performance Theory: 1970-76. New York: Drama Book Specialists,
1977.
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After Visva-Bharati lost control over Rabindra Sangeet, various incidents took place.
Exactly according to history, all those events had already started. In all these cases, the
basic premise is one and the same question—in the performance of Rabindra Sangeet,
that is, in public performance, who will have the freedom to mechanically print the film
on cassette CDs, and who will be following the former control. When we say Rabindra
Sangeet, we are talking about a composition, composed of words and melodies, which
are ‘recognized’ by Rabindranath. The history of that composition can be different.
Sometimes the words have been composed before, then the poet has added the melody
with it; sometimes the melody and the words have come together in various complex
traditions, and at other times the melody has been created or adopted before, then the
words have been placed in it. Many other incidents have taken place, such as slight
variations in the lyrics of the poems. It may be that others have given the melody — but
it has been accepted in Swarabitan as Rabindra Sangeet — this is also a condition. The
epoch-making form of words and melodies created by these processes raises the question

of ‘artist’s freedom’ during the performance in different mediums.

Needless to say, the image or concept of this freedom is not the same in everyone’s mind.
The only text of Rabindra Sangeet printed in Gitabitan is verbal, word dependent. In
other words, it is just the lyrics of the song, nothing more. Of course, in most cases, these
songs are also rhyming poems. But in most cases the rhythm of the song has nothing to
do with the rhythm of the poem except for the songs in which Rabindranath has created

his own rhythms. For example, the rhythm of the song =& 4t c2te fe=r@r’, written in
group verse, is Kaharba; whereas <=1t cisi-tatstiear is written by using the same verse-

style, but here the rhythm is Dadra. There is also a difference in the tempo of the two
songs. In this way if the poetic rhythm of many more songs of Rabindranath, and the
tempo is compared, it can be seen that the rhythm of the song has considerably less
relation with the rhythm of the poem.
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Many songs can be read as individual poems, and many readers are fascinated by the
various lyrics in Gitabitan, read them as poems and earn a lot of emotional resources

from it. The singer’s song, of course, creates another text, which is vocal-text &F9=19).

But so far in the case of Rabindra Sangeet, a fairly strong control has been created, that
is, the scope for freedom is limited. The lyrics of the song are composed by
Rabindranath, it should not be changed; Rabindranath also composed the melody for
those songs, which should not be altered. Then the general expectation is that the singer’s

vocals will basically follow the first two texts with devotion and respect.

There can be two pretexts of performing Rabindra Sangeet — one permanent, one
temporary. Every day, from school to college, countless singers from children to adults
are singing Rabindra Sangeet in hundreds of programmes. Most of them are playing
some or the other musical instruments, with the support of drummer, table-player, esraj,
guitar, sitar, violin or synthesizer player and even khanjani player. As a result, a musical

text @wn3) is being created. This text was not created by Rabindranath, it was solely

created by the musicians. On a temporary occasion this musical text is made and blended,
but when it is recorded on a cassette/CD, it becomes a permanent text. Neither
Rabindranath nor Visva-Bharati has any control over these musical texts—it remains in
the hands of those who create them. As a result, we can simply think of these four texts
in the formal presentation of Rabindra Sangeet:

Word-text (<w=13), Melody-text (@=19), Vocal-text (@9+%) and Musical-text (@ms=i).

However, some more ‘texts’ might evolve during some performances of Rabindra
Sangeet, which are made for temporary occasions, and about which Rabindranath has no

such given instructions.

It will not be irrelevant to mention Pabitra Sarkar’s observations regarding this matter:
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For those who want to look into this matter theoretically, will try to explore how much
invisible control Rabindranath has in which text. Though, there is no way for the Visva-
Bharati Sangeet Samiti to impose control now, but there is an importance to what
ordinary Bengalis or the masses think about it. A singer deviating from Rabindranath’s
words while performing Rabindra Sangeet — at least, it never seems to be part of the
general expectations.

The most conservation can be seen regarding the word-text. To a poet, the words act as
a weapon with which he constructs the meaning and essence of his intended expression.
Not only the proper implementation of words, but also the inter-connection of the words
are important in this case. The Czech structuralists look at the poet’s vocabulary process

from two angles. First the poet chooses one of the many words, let’s say <<=’ instead

of ‘@93 or ‘@@= instead of wfeiw—it can be regarded as the paradigmatic selection.

That is to say, the poet picks a word out of more than one synonymous or almost
synonymous words, which is said to be the most suitable for expressing his intended
thoughts and meanings. This selection of the poet is a part of his creation process, but in
another work with these words, his desire for creation becomes more unique and
fancier—that is the arrangement of the words side by side, which is called Syntagmatic

in the language of the Czech linguists-poets.
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Now, if one looks at the musical-text of some of the songs, the question arises whether
it has been given by the composer himself or not. It is a fact that Rabindranath himself
went to teach songs to one person at a time and made small changes in the melodies. And
there are also many Rabindra Sangeet, in which the melody was composed by
Jyotirindranath, not by Rabindranath himself. It has also been noticed that
Rabindranath’s songs have become popular in the tunes given by others, such as Pankaj
Mullick’s tune in ‘W I8 o aee’ or ===l Afzee gaev in the tune given by Ramesh
Chandra Bandyopadhyay, as Subhash Chowdhury has shown.

In spite of these exceptional examples, Rabindra Sangeet is, by and large, the collection
of songs which has been noted in the 64 volumes of Swarabitan. There are, however,
many questions about notations, words, etc., as there are some typographical errors.
Sometimes some songs are sung even with printing errors. For example, in the inner part

of the song =i=ite v2 2te (2w f[E7 ¢ @& —FeeR A7e oM@ =1 e’ is probably sung for a
long time as ‘ezt %=1 =it fe1 ex”. No one has initially questioned that for a conscious

lyricist like Rabindranath this rupture is unexpected; rather, the proximity of flowers and

birds, in this case, is much greater—at least in poetry.

However, it must be said that the only source of getting hold of the melody-text adopted
in Rabindra Sangeet is Swarabitan. Needless to say, various attempts to embellish the

songs of Rabindranath with classical music are not a recent phenomenon. During 1925,
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Dilip Kumar Roy almost forcibly obtained Rabindranath’s permission to add taan and
alaap to his songs. Determining the historical background of this experiment is not our
immediate goal, but the question remains whether this ‘version’ was accepted fully by
the audience or not. For whatever reason, no permanent form has been created by those
versions. It is true that Rabindranath has taken a lot of inspiration from the tradition of
North-Indian Raga Sangeet, and there is no hesitation in acknowledging this. Sometimes
he has mixed Bhairon with Bhairabi, and often with the touch of Emon in the Purabi, he
has created new melodies which can be regarded as the expansion of the melodies of
North-Indian Raga Sangeet. This classical raga-based tradition is predominantly
melodic, and Rabindranath, in his discussions with Dilip Kumar Roy and elsewhere, has
repeatedly said that here, the words are insignificant; whereas melody and lyrics in his
songs help and support each other—both are integral parts of the entire composition.
Basically the ‘poetic sense’ of the words helps the melody to evoke the true emotion of
the words. Rabindranath hints that just as his songs are part of the Bengali musical
tradition, they are also his own creation of a conscious artist-person, both his words and
melodies have the signature of his personality. Rabindranath’s melodies are his
conscious creation. Of course, he has taken tunes from various sources, from different
musical traditions, and many melodies of Hindustani raga sangeet in many re-created
‘bhanga’ songs. But even though most of his songs have hints of Hindustani raga-ragini,
he has changed the pattern in such a way that they have become his own creations.

Few attempts have been made to compose new ‘versions’ of Rabindra Sangeet by adding
melodies to Rabindranath’s poems: a young man set his own tune in poems like ‘Sonar
Tari’ etc. and the television stations also broadcasted it. But this attempt was very
consciously and very consistently rejected by the Bengali audience. Another attempt
demanded a little more attention when Hemanta Mukhopadhyay took the task of
implementing melodies to some of the poems of Rabindranath, with the active support
of Maitreyi Devi—nonetheless, the attempt was quickly rejected by Rabindra Sangeet-
lovers. Another extension of this may be to replace the conventional melody of Rabindra
Sangeet with another melody. One of such attempts was made during Rabindranath’s
lifetime, with Rabindranath’s approval. He gave permission to Dilip Kumar Roy to re-

compose the song ‘com= et @ wee’, and the new notation was also printed in Dilip

Kumar’s book. But its permanent publication and promotion did not happen, no one ever
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felt the need to preserve it vocally for that matter. Although it is a fact that others have
composed more than one of his songs — starting from Jyotirindranath, Shantidev Ghosh

or Pankaj Kumar Mullick. However, Shantideb Ghosh’s ‘@ i@ wei=it ¢ did not get as
much recognition or stability as Pankaj Mullick’s ‘mtv@ s gow e, The melody-

implemented Rabindra-Kavita composed by Parimal Hom, a former student of
Santiniketan, did not even get the approval of Visva-Bharati Sangeet Samiti. There is
evidence that Rabindranath became aware of the authenticity and standardization of his
own music from the very beginning. In the essay titled, he suggested that notations for
preserving the originality of the composition should be adopted——creation of new
notation is at the root of the interest to make the basis of the melody permanent.

Ranindranath’s notions regarding this matter are clearly projected in his conversations

with Dilip Kumar Roy:
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©IFZ, OIF AL T TLIFH AR ARG AW AF (FS (T ©F (A F-ToICS qAGF©! [6 1., TR

a2 TIfie FF IR @, JAFIES JF IO @S, LT FI- FET! 51337 ST s

Tz | (95 dfee! ST I ¢ @R W oFre Wity @ IR geeT 71 efeeRTs @-FdTs! (1
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Along with the notion of melody, comes the context of tempo/fusion/pause (s@)—which

may not be precise at the moment of composing the song, and is mainly dependent on
the performance. After singing the song for several times, one can confirm its expected

ideal tempo ().

T [TeE @I AN TR 8 TS R i IR, FIAS-IIAS Y-AIN Ol o am
AR GFE IO FTAG THIR | FIAE PG IFL A el TP ¢ RAGR [oF o Gt
@1 e R AOFITOR T FCACRA, (@ RN, o Ol OIGT | AR AT 0 At
YIRS, M MefToH-« ¢ FAO'-q IS FAR ALY (@ T[T (IM SR (ST 2AFF FAM
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There is no difficulty in adhering to these three general categories of fast, middle and
delayed tempo of compositions, but there may be some slight differences in them. It will
depend on the preparation of the artist’s voice, the psychology and environment of the
moment when it will be performed. Artists need to have the opportunity to explore and
discover the relativity that lies in the relationship between these fast-mid-delayed

fusions. The tempo of the song ‘ot @ wfw == differs from the one that is heard in the

Santiniketani gharana and what was adopted in Hemanta Mukhopadhyay’s gramophone
record. So it will probably not be possible to create very strict rules in the case of fusion.
Debabrata Biswas has also taken some liberties in some of the songs, but the reception
has not been positive in all cases.

Rabindranath’s songs have two aspects — melody and lyrical poetry. Most of his lyrics
are composed in the mixed style of poetry. That is to say, the language of Rabindranath’s
songs and poems as one includes the same verse dialect. Nevertheless, there is a
difference in history, variety, subject matter and perspective between the language of
Rabindranath’s songs and the language of poetry. If we judge from the point of view of
history or etymology, we will see that the grammar of Rabindranath’s poems has
changed from period to period, but in the case of the language of song, it is difficult to
say with certainty that any chronological evolution has taken place.

TAGTOP-GF FpA’- I@AIY ICACRA, S FIA IS qCBCR I AE I 93 Afaes sReE

TIIIET (O 63, GIIACT (T FAOF SFHAANS—d T I Qe | IAGAILT FOIF Ol 8 A
O 2N 27O (o 20 5% AR —qwe feafe aeq 5 smeaere v sfaem woaft

IACER 0T SRS 4171 (ST FFCEF F0R2 HBES—ATA (Sb-50), T (S53), 7T (3593) @I
(5580) TN FIGZ S Wl AfTTSC 67 T2 FAR 1 G HARKEETT T A 2@ (@, ©
linear A GFARF—-AC AfFTSTSMT (AT T 0T T PR | e Lo Aeg 1 fero 2w
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In terms of composition, many of Rabindranath’s songs are based on specific occasions,
so the effect of that occasion should be prominent in the style of the songs. For example,
the lyrics of the songs composed on the occasion of Maghotsav will be in the same
format, and the lyrics of the songs composed on the occasion of the Swadeshi movement
will have a similarity in their format; so that in the end it may be seen that the factor that
has become more important and valuable in the language of Rabindranath’s song than
time, is the occasion, the immediate promotion of the composition of the song. Even if
the language of Rabindranath’s poetry and the language of song are mixed in one stream
of evolution, the history of evolution of both should be shown separately and
independently. In the first phase of Rabindranath’s creative life, the language style of
songs and poems was close to each other as in Balmiki Pratibha or in Maya Khela. As
far as style seems to be concerned, the language of Rabindranath’s poetry in general,
from Balaka, goes beyond the determined scope and limited possibilities of the language
of song and seeks a different path and expands its field of expression. Otherwise, the
format of his songs was not far from the composition of his poems in general till
Gitamalya. In other words, until that episode, it would have been difficult to distinguish
any of his songs if they were separated from the melody and mixed with the poems
written at the same time. But with the exception of the so-called lyric poems after Balaka,

although the style of some songs are similar to that of contemporary poetry, most of the
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songs of the general format stand away from the poetic form of that time. While

comparing Balaka’s poem no. 15 with the song “ivsf ciw === wer, it is clear that

after eight years, Rabindranath consciously abandoned the structure and style of poetry
and arranged the words in terms of the song. Later, when the poems of Sanai were printed
as transformed from songs, they did not come up with exactly the same repetition—here
Rabindranath has to make a slight alteration of the pre-written songs to give form to the
physical condition of the poems. The two songs of ‘& ¢ — 1= *Iif® #rE=’ and ‘€8
wwee @ier are clearly different from the rest of the poems in the book in terms of
rhythm.

The second difference between Rabindranath’s poetic language and the language of song
is that the breadth and variety of poetic language is not in the language of song. In
general, it is not possible to capture specific and concrete things in songs as much as it
is possible in poetry. As a result, the subject and connotation of the poems are much
wider than the subject and connotation of the songs. By comparing words and melodies

in different places, Rabindranath has pointed out the different areas of the two forms.

T &%, *HE AEE ¢ [, TeeFae T T AR 8 TRAFAE N IAGL JI2F

FCEA, AT *E IO *1S (A AW 12 | @-FIAC FLIRTF (Sp00) Aw-Afbw= Teiteewte

TG (S50b) F FACSRCT FACS 2T |
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Jiyre fIiw o7 age FEHHE qoifFs @ s 2o 120

One prominent feature of Rabindra Sangeet is that apart from some songs, which were
directly influenced from Hindi or other compositions and some songs belonging to the
lyric-plays and dance-dramas, most of the songs adhere to the four tukas of the classical
tradition—Asthayi, Antara, Sanchari and Abhog. But within that sphere, Rabindranath
has never failed to create a rich variety. The usage of rhyming-metre is far more regular
in the song-compositions than the poems. In fact, the antamil or the presence of rhyming

metres in most cases distinguish Rabindranath’s songs from his poems. Equality and
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heterogeneity in the use of sound in Rabindra Sangeet and the various combinations of
the two are endless. A great area of phonetic equilibrium is the creation of alliteration by
repetition of sounds or groups of sounds. The sequence of repetition of sounds or chords
in alliteration is not always precise. The richness and variety of alliteration in
Rabindranath’s songs is such that any attempt to explain him with just a few instances is

not enough.

@AY TG YRS Ao AR, G2 2@ JI4F G qQqoieie e 771 o
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A closer look at the composition of Rabindranath’s songs reveals that his compositions
revolved around a number of well-defined styles. By adopting the terminology of the
linguists, it can be termed as ‘register’ or ‘Nirukti’. The word register is defined as
‘Language according to use’. The first register that comes to mind in case of
Rabindranath’s songs is the style of hymns or vandana — where the subject is shown to
be of great significance, vast and a little distant — the poet himself is presented as
overwhelmed and seldom surprised by the notion. This register is full of lofty and deep
words; the following songs can be listed as examples:

TSR, T I, VY- ICH-OF J-HF2R etc.

Just the opposite register can be identified in the songs, which were composed for lyric-

plays. These songs use less-formal, colloquial language and are more engaging:
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Songs like fa@ csiE @fRF 2@ @CON @, G (SN TS G, OF ‘FIF TS (@ G M T

can justify the claim. Some songs have captured the simple-joy and dismal of the Bauls:
TP Y2 QTS (AN T 6T, WA 70O AR 0, SN BN 7 A G, G T, I Galfet

a1 &; whereas in some, the intimate emotional aspects of the Vaishnavas have been
expressed: ‘83 WF @ 4 Foe A [T FE A, <[YF A @0l AN A7 9N Fov, A @Y @ @A
Apart from these, when a kind of deep friendship and demand for god awakens, the

intuitive natural flow gets captured in some of the songs like— g% ga= =R =cay @ 7
0P, TSTe (N WO B, @A (11 A9 oo (oI e, 8 WFeTa e, @ woifedt aife’ etc.

In between the classical register and the colloquial register or Nirukti, there can be
numerous intermediate registers. It may be said that Rabindranath’s style of composition
has acquired a special characteristic balance in the mixed niruktis — where the
ornamentation of emotion has been rightfully mixed with the colloquial cordiality. Songs
like “amreet e fifsa iy, @nfit o947 fetet o, @& congfermona or e come @ 2w e
can be mentioned in this regard.

Rabindranath has established a validity of music by comparing words and melody, i.e. a
‘lyric’ or a song composed with melody. The essence of the psychological aspect in this
context is that since poetry (even prose poetry) is the vehicle of human deep feeling, so
is melody, so the union of the two is normal and expected. And when these two come
together, the expression is bound to be more beautiful and sublime. The lyric part of a
song is beautiful and satisfying most of the time as a poem, but Rabindranath kept on
saying that with a touch of melody in it, it becomes ‘indescribable’ (=fe<5=tz). Thus, in
<7e @ ©iF and in various essays he mentions that: “sfst @« ©Iza o, MA©S (ST2 OIRA
S OF “TRATSH SRR O A T4 17231

As a result, poetry and melody — if the two mediums of expression combine, we see an
attempt to legitimize the emergence of a more powerful new art. One argument must be
that of aesthetics — that is, with the combination of the two arts, the third art that is born
— must add to the excellence of the two and become a more advanced art. Of course, the
question arises as to whether the excellence of that art can be accomplished in such a

simple and mathematical manner.
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6.2 Rabindra Sangeet in translated versions

Two books—one in Bengali, the other in English. Not an exact translation of one another,
yet the name is partly the same. One is Gitanjali, and the other is Gitanjali-Song
Offerings, which is almost a translation of the main title. The Bengali Gitanjali was
published in 1910, whereas the English Gitanjali was printed by the India Society of
London on November 1, 1912. The two books are physically different, the language is
different, but for whatever reason, these two books seem to have taken place in the same
room in the Bengali consciousness. The Gitanjali that won the Nobel Prize is not a
Bengali book, it is the English Gitanjali (Song Offerings). Nevertheless, in daily-life
conversations, in children's and student textbooks, in hastily written journalistic articles,
it is repeatedly spread that Rabindranath won the Nobel Prize for his Gitanjali. Seldom
it is made clear for which book he won the prize.

But experts know that the two books are different in many ways. Primarily, the language
of the first is Bengali and of the second is English. The first consists of rhyming poetry,
the second has a one-dimensional application of prose rhyme. The first contains 158
poems or songs, of which only 53 have been translated for the second one. There are 103
poems without melody in the translated one. Among the other books, from which various
poems have been translated for the second book are Naibedya (17), Gitimalya (15),
Kheya (11), Shishu (3), and one from each of the books—Achalayatan, Chaitali, Kalpana,
Utsarga. Apart from these, Rabindranath also translated two of his later works for this
purpose, which were composed after his arrival in England.

The two books are different, yet the two books are one. This justification is not only
because of mathematical calculations, as a total of 53 songs of Bengali Gitanjali have
found a place in English, but the essence of both is a similar kind of worship and self-
sacrifice. Now, to whom is this self-sacrifice dedicated? The concept of god, here, differs
from the general notions altogether. This God is a metaphor for the vast experience of
life. The life which is cherished by all human beings on earth, but so much of which is
uncontrollable. Rather much of this vast, endless, indefinite, incomprehensible life
controls us, we do not understand its cause. We are insignificant to his power, we are
stunned by his indifferent activities and from time to time, we are forced to submit to
him unconditionally. Death is another form of this life—it is not isolated from life.

Rabindranath has tried to portray him in all forms, such as ‘frer, rer, 2, ‘eg’, Arer, g
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—not with the aggression of an enemy, but with the submission and serenity of the
refuge.

Language may carry the memory of scripture, but surrender to the creator and the great

life is the main narrative of Bengali and English Gitanjali. “GRramae! ‘&Rt @aer 77, A
GIRA, (-8 (Ael, Fofe S« QRN rder’ 122—this is what he meant by ‘God of Life’.

In Gitanjali, the presence of God, a very personal one, will seem much more important
to him. It would not be an exaggeration to say that this process had already been started
from Naivedya. Claiming the God of the community as a personal God is not something
new, depending on which the acceptance of the God of the community grows. Many
critics of Rabindra-kavya, starting from Pramathanath Bishi, saw a trail of this journey
towards his inner world from Kheya (1906). But that journey probably started five years
ago-a hint of a latent death consciousness in him can be traced from the poems of

Naivedya itself:

Y T TR Fi7l 49, ©X OFF 5747 ©f (A ©ice HAfF@e @i o, ¢ wfs, 1y, 9
e Tre wewe, o wife YgE e ANK @S A, O A™A G 929 AR IR G4

AR 2383

In Gitanjali-Gitimalya-Gitali, he will encounter his ‘God’, whom he would like to bind
to various human relationships—father, mother, friend, lord — somewhat reminiscent of
Vaishnava connotations. In most of these songs, he does not want others to witness this
exclusive and deeply personal encounter with his own god. The poet is seen to be
engrossed in talking to himself or his inner-soul, and the world only overhears. It is as if
outsiders are just overhearing their dialogues. These dialogues are basically one-sided,
the poet speaks his words, but his God is not just a passive listener—he is constantly
breaking, shaping, swaying the poet in various ways. However, in Gitanjali, apart from
these, there are some songs or poems written for the readers, which have less inclination

towards his God. So are the autumn songs or poems published under the name ‘get=it ¢a=r
or ee-S1¢. But most of the songs in the three collections are by the poet are meant for

his god — basically the poet is seen to be talking to himself. The simple words echo his
deep inner-world. But why did he think of translating his own poems into another
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language at all? His close-friend Jagadish Chandra Bose has repeatedly told him that he
is the poet of the world, the people of the world should know more about him. In the
meanwhile, he was ready to go to Britain, but he had to postpone the journey on 19%
March, 1912 on the instructions of the doctor as he fell ill. He returned from Madras and
after recovering a little, he left for Shilaidaha. Gitimalya’s songs are being composed
there and one or two poems are being translated at the same time. Indira Devi writes in
a letter that the process of translating his works started in Shilaidaha. He was hesitant
about his English—and repeatedly expressed his anxiety to Indira Devi:

I (5@ W AEE @R IF AR A9 (@lAe T foa 91 @3e +(ifig siwreifscs e @@ e
T F! 27T IR NOW (@0fEe 1. Qe O e O A% ©F Al GF5S AN FIR AT
T 1| TG @I GRFW {7 I AP AR VT T4 G FAA O (@0F TITS B, €61 AN
ORI S, ST (o1 1 925 (PN ({0 g @< et 36 9N et 91 (IRe €2 Mol
FReiaf M 3t 6 I SRTEGrs Ces FACS T (o 1234

The pages of a small notebook slowly filled up. Meanwhile, he has returned to
Santiniketan, where translation work was also going on. On 28" May, 1912, he finally
started his journey for London and with the enthusiasm he received from William
Rothenstein, the publication of his translated works have been initiated. In this context
Krishna Kripalni said that William Rothenstein was the bridge that helped Tagore to
cross over from his little world of Bengal to the big world or the West. Although, the
relationship of the world with the poet and the scientist is not built on similar paths—
where the scientist in his research greets the scientific community from all over the world
from the very beginning, poets outside the English language do not get such an
opportunity. He has to cross the boundaries of the native language and in a multilingual
country like India, where there are many provincial languages, the boundaries of
provincialism have to be crossed first. Of course, by writing or translating into English,
it was possible for Indians to do two things at once — through that language they could
pass from provincialism to nationality and from nationality to internationalism. In most
cases, the poet was recognized internationally, as was the case with Rabindranath. As a
result, Bangla Gitanjali has been left far behind in the race for fame than English Song

Offerings. Not only in the western community, but after receiving the best award in
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literature, it gained the respect and attention of the whole world. For those, who knows
or have learned the Bengali language and read the Bengali Gitanjali have, of course,
understood what resources are hidden in the original, and how much of it has been lost
in translation. Many western scholars as well as Indian personalities like Buddhadeva
Bose, Nabanita Dev Sen, etc., have remarked that much of the original essence has been
lost in most of the translations. Nonetheless, one must not consider Song Offerings as
mere translations of Bengali source, rather it is the original work of Rabindranath in
English. Subhas Chowdhury presents his arguments in favour of the poet in this regard:

AF ISR (FCA2 T QF 0! IFOIF (ol TPiae IFRCA, ILTS-FLAS ©f IR, 8 712
i & o7 fod a7 Ot Sl AGRY TRV RETE MRF @97 AR (PIWE Sq@mee
T (@A TRV FCF, SR AR @ F-TS! (R S O} 1, FE O[T e Jl | Sima
@ Rpfer QLR @2, o1 (*AF 0 I NS IREL OId AN T4 1,58 @A @
OF 0 F! GF AAMS, ETRIT SfF FIqTo! fF AR SIAMCEa WCol2 20, ©FF @& 737 3ecafecs

OF qYFeF I RO O (N e aiors a4t @222

Those who did not have the opportunity to read the poems in both languages, did not
complain about the incompleteness of the poems, even they were quite enthusiastic in
receiving the other translated works like Crescent Moon or Strat Birds after Gitanjali
was published. Scholars and general readers from all over the world were overwhelmed
by the appeal of the poems, though it was presented to them on translation. As a result,
readers from all over the world, in their translations of these poems or songs from English
to their own language, did not bother at all about how much of the original Bengali
remained intact; rather what they found seemed sufficient and outstanding to them. The
wide translations in various languages from all around the world once again proved the
vivacity and international cum inter-cultural appeal of the creations. Father Pierre Fallon
rightfully commented that the Western Gitanjali loses much of the musical beauty of the
original poems, yet it is a jewel, even a jewel in English religious poetry. Some of those
who translated it from English into other European languages were great poets
themselves. The French and the Dutch versions were extremely beautiful, the Spanish

‘Ofrenda Lirica’ is beautiful too.
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The simplicity and sincerity of the language, the exuberance of the mood, and an inherent
serenity make the English Gitanjali attractive and easily accessible to various translators.
Within a few years of the English translation of the Gitanjali became available, various
translations from that translation started to emerge in different European languages and
till date in the West, Rabindranath’s popularity can be marked mainly as the author of
Gitanjali-Song Offerings.

Buddhadeva Basu remarked in his book ‘= #<t@mai2";

e Motefer smzew oS T3, ©F GFF AT AZEE ed 21 A6, O N4 6 Ty
@S W AR | O3 TR =W oo, =hifent Topfn e o g S T s | @ v,
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QU |
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IR BWAG Gitanjali-F 102 3% 51 | Ralal wiaE 1 Mroterfe-7 wreifs Mire T 437 92
e, Becafer 7262 wita o 75 126

The area of influence of the two is different, the area of reception is also different in so
many aspects — but both are outstanding literary resources of the cultural sphere of the

world.
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Translating, then, is a creative activity that involves inspiration, transformation and
rewriting. It is a dialogic process through which the translator discovers his/her own
voice as a writer. Viewing translation as a creative practice is crucial to studies concerned
with the translating ‘self’, notably those exploring how voice, style and subjectivity are
formed through translation. Interpretation, is simultaneously experiential and analytical,
practical and theoretical, emotional and critical. In this regard, Douglas Robinson in his
book The Translator’s Turn suggests that translating is an activity in which the rational

and the emotional are intertwined, indivisible:

... That our understanding of language, our memories of language, our use and reuse of language, our
language-related choices and decisions are all ‘somatically marked’. That we have feeling for words
and phrases, registers and styles, either when someone else is speaking or writing or when we are
doing so ourselves, either when we are working in a single language or when we are engineering a
transfer from one to another; and that all of our decisions about language, including what word or

phrase would be best or what would be most ‘equivalent’, are channelled through these feelings.¥’

Translating compels the translator to transform the original text. The translator’s role as
mediator — ‘the extent to which translators intervene in the transfer process, feeding their
own knowledge and beliefs into their processing of a text” — makes non-intervention
impossible. Portraying translation as an operation of response highlights the subjective
dimension of the translator’s relation to the source text. This does not mean, however,
that the response is unreflective in relation to the writing it incarnates. Far from being
removed from its source, the translator’s response to a text is inevitably indebted to it. In
very simple terms, the translation needs the original in order to come into being; it
inevitably reflects an aspect of the work to which it responds. The experiential
perspective of Clive Scott while translating Baudelaire, describes translation as a process

of self-discovery:

What if we read and translate in order to situate the ST in our own psycho-physiological response to
it? | read Baudelaire in order to transpose him to my psychic, emotional and vocal range. This is not
to confine the ST, but to be liberated by it, liberated not into Baudelaire so much perhaps as into

territories of myself that Baudelaire makes available to me.?%®

237 Douglas, Robinson. The Translator’s Turn. London: Johns Hopkins University Press, 1991.
238 geott, Clive. Translating Selves: Experiences and Identity between Languages and Literatures. eds.
Paschalis Nikolaou and Maria-Venetia Kyritsi. New York: Continuum, 2008.
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From this point of view, translating is a self-expressive response through which the
translator develops his/her own sense of self. The translator responds to the source text
on the basis of his/her own experience of it. In fact, each translation is also a translation
of the self — the creation of a certain style, of a certain perception of oneself, of a certain
vision of translation itself. The moment we acknowledge the subjective dimension of
translational work, we become aware of various senses in which the translator is
responsible to and for his/her work—‘Responsibility’ in translation lies in the
translator’s response to the source text, in the way he/she interprets it, represents it and
expresses his/her own experience of it.

As Susan Petrilli suggests in Translation Translation, to be adequate— “the translation-
text must not simply repeat the source text, but must establish a relation of answering
comprehension to it”?. The responsible translator must respond to the original: he/she
must render the source text, but he/she can only do so by interpreting it, reacting to it
and transforming it. A double sense of responsibility is thus at play in translation, for
while responding to the source text the translator also addresses someone else: a reader,
an audience.

Translating requires taking responsibility for one’s personal response to a text — both
with regard to the author of the original and to the reader of the target text. Translators
are concurrently bound to the source text to which they must respond and be exposed
to an audience that they cannot entirely anticipate. translation involves both enacting
the source text and responding to it — that is, expressing one’s personal, sensory and
intellectual perception of it. In the process of performing the other text, the translator
also, and inevitably, presents his/her own interpretation of the original, positions
his/herself in relation to it and develops his/her own understanding of what translating
is about. Translation in this sense is metatextual. It does not only represent the source
text, but also expresses the translator’s attitude towards it. The process of translating
creates a subject-position — a sense of self and a point of view — which gets inscribed in
the translated text itself.

239 petrilli, Susan. ed. Translation Translation, Amsterdam: Rodopi, 2003.
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6.3 Reception factor: intentions of a performer

In the texts of performing works—plays, musical compositions, choreographed dance—
the relationship between text and user is quite intense. With performing works, the users
of texts are performers—not only actors, musicians, and dancers but also directors,
conductors, and producers—in short, anyone who influences the performance that an
audience sees and hears. True, one may sit at home and read the script of a play or the
score of a symphony, but with performing genres, the work is properly experienced only
through performance. If, then, we accept that the essence of performing works is
performance, then when we speak of the socialization of stage-texts, we must speak of
the contributions of performers. Any composer, who wishes his/her work to be heard and
seen by an audience must reach that audience through performers. And these same
performers, unlike the readers of page texts, often act upon the texts they realize. There
is a reciprocity between stage-texts and their users that does not exist between the texts
of novels or poems and their readers. If it seems difficult to accept the idea that
performers and their texts can be interactive, it is largely because we are accustomed to
a model in which text precedes performance, in which the identity of a performing work
lies primarily in its text. In this model, the text is understood to be an autonomous set of
instructions that a playwright, composer, or choreographer provides to performers of his
work. The text is seen as the “property” of its creator, his/her is the sole right to establish
the text, and, once it has been established, to alter it. The performer’s function is limited
to realizing the text in whatever ways his skill and talent permit, provided that in so doing
he does not ignore, supplement, or contravene any of the instructions that make up the
text. Thus, there emerges the idea of an essentially text-based work that can yield a
variety of performances without departing significantly from the text established by the
author. The problem with this text-precedes-performance model, however, is that it does
not accurately describe the way that performing texts are realized. Performers depart
from their scripts and scores all the time, and yet audiences consider them to have given
valid performances of the works named in their programmes. Some departures are
spontaneous and some departures from received texts are undertaken to modernize works
for contemporary audiences. Some departures from received texts involve substantial
modifications undertaken in order to address particular circumstances—to placate a
temperamental performer or to avoid offending or inconveniencing an audience. If we

judge performing works by published texts and formal manuscripts, then we will be
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inclined to overlook the sorts of changes that texts undergo in performance. When we
deal with works for performance, we are—in fact—concerned with stage-texts, that is
texts materially used in connection with specific performances or productions. These
texts get altered by performers in a variety of ways. Sometimes material is added to the
received text, and sometimes material in the received text is excised and/or altered. It
may seem that whether a text is a “page text” or a “stage text” should depend on the
genre of the work it represents: the texts of novels and poems are page texts, and the
texts of plays and musical compositions are stage texts. Instead, whether a text is a page
text or a stage text depends upon how it is used—A score of Mozart’s forticth symphony
used in a library by a musicologist writing an article is a page text; that same score placed
on a conductor’s music stand and marked up during rehearsals becomes a stage text.
Performance is a social process, involving people and material objects, all with
requirements that can change from performance to performance or production to
production.

Performing texts get altered in several ways. The most frequent way in which performers
modify their texts is by adding to an existing text memorandum that record ways in which
the work represented by the text may be performed. There is much that the texts of
performing works can tell a performer, but there is much that they do not—Western
music notation has, for the thousand years of its existence, added more and more
conventions to control more and more musical elements, but there is still much that a
performer must work out for himself. Performers therefore often supplement received
texts by adding technical and interpretive memoranda. Textual scholars understandably
assume that the identity of a performing work lies in its text, but performers and
audiences know that every work has another identity—one that lies in its performing
tradition. Every performing work is successful enough to merit more than one
performance or production makes its way through time in two parallel traditions: a
textual tradition, which is manifest in material artifacts such as books and manuscripts,
and a performing tradition, which, until the age of electronic recording, had no material
existence and could only be passed down from one performer to another. The
“performance tradition” can dictate interpretations that can have significant effects on

our responses to a dramatic or musical work.

Of course, all texts share an impulse towards change. But because there are important

differences between the ways stage-texts and page-texts are used, there are differences
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in the ways in which these two sorts of text change. The conventions that govern the
publication—and, more importantly, the republication—of poems and novels and essays
are far more restrictive than those that govern the realization of the texts of plays and
musical compositions.

Today’s readers of a poem by Donne may expect to see modernized spelling and 21%
century book design; but they do not expect to see changes in content introduced by a
publisher or editor—unless, of course, those changes are made by an editor under colour
of bringing the text closer to what its creator originally intended. However, the
conventions governing performance encourage novelty, and so these conventions must
allow greater freedom in the management of texts associated with performance. A reader
re-reading an essay after a decade does not expect the text to have changed, but a play-
goer seeing a revival of a play the first run of which he saw ten years earlier, expects to
see something different. And the performers, for their part, endeavour to give him

something sufficiently different to motivate his attendance at the revival.

Rabindranath did not lose sight of the fact that music differs from other arts in one place.
There is no mediator between the creator of other arts and the published creation, but
there is so in case of music. In the meanwhile, music composed in most cases is brought

to the listeners and consumers by a performer (abhikar). And his/her task is to perform

(abhikaran). In his own words: “=5si 1 foqet gft et =21 @ AT TH1 FCA &7 @ AT
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Of course, in this case, there is a resemblance between music, recitation, drama, etc.—all
these arts, even films, reach the consumer through the mediation of the performer.
Ranindranath’s own compositions reflect the combination of the both of forms of music

and poetry. The history behind the creation of the song =i ffa ¢oif 5 complements this

very idea:
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What people generally utter does not always become the words of the songs.
Rabindranath thought of the ideal relationship between words and melody as
‘Ardhanarishvara’-both complementing each-other. The combination of words and
melodies is strongly supported by the history of music and by Rabindranath’s own
creativity and aspirations; so his unequivocal claim — that our common language is the

language of reason and is not entirely accurate often as to the use of poetic language —

T O’ AR O T, FAA AT 7T SF A9 o7 (o7 |
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Since music is a distinctive art that has the potential to ‘awaken’, that is to say, express
a deep sense of perception and awakens empathy, its worthy words must also be justified
for the particular art-form. According to Rabindranath, rhythm is the master of the
melody; so the addition of rhythm to the words is the first step in elevating the words;

and then it should be merged along with the melody to create the entirety.

There are a lot of arguments about the melody-text of a composition. The recitation or
vocal-text conveys both the melody and the words of Rabindra Sangeet to the listener’s
mind as faithfully as possible. But whether it is a melody or a word, both of them have

two bases or stages of revelation. One is its grammar, and the other is aesthetics:
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The singer has to climb the ladder of this grammar to a higher level of beauty or
aesthetics and has to express the intended emotions through the perfect blending of words
and melodies and it is supposed to be formed from within every singer, from the
performer’s inner realisation. It is quite normal that a singer will create a performance-
text out of the original composition for that particular performance. The singer’s
costume, expressions, setting up the microphone, conversations with the table-player,
handling the volume, maintaining the rhythm by clapping, the connection with the
audience—all of these can become major parts of that performance-text.

The unique qualities of performing texts derive from their functions as instruments of
performance. These functions include providing information that supplements the
information contained in the received text, adapting the received text to the exigencies
of particular performances, and, by continually assimilating information from new
performances, keeping performing works up to date, fresh, and alive. It is these functions
that distinguish performing texts from the texts of novels, or essays; and it is these
functions that oblige and authorize them to play by their own rules.

Performing texts, therefore, serve two complementary purposes. On the one hand, they
foster stability in the works they represent. The natural impulse of performance is
towards novelty: text acts as a restraining influence on this impulse. On the other hand,
text encourages innovation, since the ability—and predisposition—of text to record
elements of performance means that innovations in performance can be captured and

stored. Ideally, then, performing texts facilitate controlled change.
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6.4 “Shesh Nahi Je, Shesh Katha Ke Balbe”: an epilogue

As a musical entity, song seems beyond the ken of most literary scholars. It appears
evanescent, intangible by virtue of the differing complex conditions of its performance.
Thus, despite the fact that song represents perhaps the most pervasive genre of literature
across both time and space, literary scholars have tended only to attend to song in ways
that evade its existence in performance. Yet if we define the “work” of literature as the
interaction between the text and the conditions of its production and reception, then song,
by virtue of its existence in performance, illustrates in exemplary fashion the dynamics
of all literary work. To study the interplay between the song text (score and lyrics),
performers, listeners and the particular physical, social and historical conditions of song
performance can make manifest how meaning is produced through the interaction
between any text, responses to it and the social and historical contexts of those responses:
it enables us to see how not just song but all artistic work resides in the domain of
performance. This type of song criticism would approach songs not as reified texts but
as sites of social practice, treating them as performative activities responding to and
acting on the cultural process. If performance entails completing the incomplete, all
participants in the production of the “work’ will share creative responsibility: in the case
of songs, composers, lyricists, singers, instrumentalists—and even publishers, audience

members and patrons.

Any song is regarded in the first sense of performance: as texts whose “work”—is
completed in their performance. Of course, it is a widely accepted truism that all genres
of music “live” only in performance. Every performance of every song, however, raises
the question of whether the performance should constitute a completion of what is
incomplete or whether performance should be regarded as a ritual re-enactment of work
taken as already completed. This same issue, furthermore, applies to criticism not only
of song but of all art; for the sense of performance as an act of completion challenges the
hierarchy between “authors” and “readers”, “artists” and “consumers”—that is posited by
the view of performance as re-enactment, a hierarchy that restricts some of these parties
from participating in the creation and re-creation of works of art. The “work of an art” is
seen not as an activity but as an entity residing in a reconstructed—printed or edited

“text”, which is granted a status superior to any but an ideal performance of it.
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Focusing on the text thus has the effect of reifying the working of a song into a “work”
found either in idealized space—a reconstructed “text”— or in idealized time—a purely
conceptual moment of performance. In case of songs, to focus on performance is to see
the songs themselves as sites of negotiation for listeners, performers and songwriters.
Though specific conventions of lyric content and musical setting style, helped to define
and shape not only their genres but the social relations of those participating in their
production, yet those relations are re-negotiated in each use of particular conventions
and in every performance.

Tracing the interplay between the material production of a song and the social
relationships embedded in its conventions, illustrates how we might demystify our
idealization of and difficulties with songs as reified art; by foregrounding the role of the
critic in producing the work song performs, also reveals the particular and strange
historicity of the critic’s response to the songs: the momentariness of that response as
one situated performance. Attending to that historicity should make us reluctant to accord
final authority either to ourselves as listeners or to songs as texts, aware of the degree to
which we rework both ourselves and the songs in every performance.

Yet if we locate the work of songs, like any art-work, not as something residing in their
texts but as something negotiated and re-created in the play of each new performance, or
“interpretation”, we can never wholly be finished with that work. Instead, we continually
work toward the completion of the incomplete in accordance with the contemporary and

in negotiation with the past.
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