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A PECULIARITY IN THE IMAGERY IN
DR. RABINDRANATH TAGORE'S POEMS*

Introduction.

I have noticed a peculiarity of imagery in Dr. Rabindra-
nath Tagore’s poems which I have not met with in the works
of any other poet. This can be best explained by quoting a few

illustrations.
The following is the translation of a stanza of one of

Tagore’s poems.

‘* Break, break, oh break the prison house,
Strike at it hard yel harder,
How sweet the bird sings,
How abundantly pour forth the rays of the sun {o-day.””

In this passage the words ‘‘ Break, break, break '* in the
first line sound like the beat of a drum and convey the sugges-
tion of a rhythm. The passage ‘“ How sweet the bird sings ™’
has the association of a song, while the pouring forth of the
sun’s rays suggests the idea of a movement. Thus in the above
lines we have practically three separate definite imageries occur-
ring in a given order—a rhythm followed by a song and ending
up with a movement. This structural peculiarity is noticeable
throughout a great part of Dr. Tagore’s writings.

' Read before the All-India Science Congress at Bombay. Portions of this article
have been very kindly written for me by Birendrakumar Bagu, Esq., I.0.8., and Di. N.
N. Sengupts, M.A., Ph D, Professor, University College, Calcutta. Babu Kumudkanta Sen,
Sub-judge, has also helped me much at the time of writing this article. Colonel Owen
Beikeley Hull, I.M.8,, has kindly thoroughly revised the article. Mr. Aunilkumar
Basu, M.A., Professor, Uttarpara College has published a Bengali translation of this article
in the Agrahayan issue, 1334, B.B. of the well-known Bengali monthly, Manasi-O-Msrma-
vani. I am very much thankful to these gentlemen for the above-mentioned kind helps in
connexion with this article,
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As illustrations I may quote below the following passages
of Gitanjali which have been translated by the poet himself.
¢ Ah the light dances my darling at the centre of my life,

The light strikes my darling the chords of my life,
The sky opens, the wind runs wild, laughter passes over the earth.”

Again\

* Keeping steps with that restless rapid music,
Seasons come dancing and pass away.”’

Another

““ As we pause and pause again in our talk,
The cuckoo will ery out from the tree,
And on the face of lhe sky, clouds will roll upon each other and
float away.”’

Numerous examples of this triplicate imagery some tran-
slated into English and some in original Bengalee without any
translation have been collected in the appendix to this paper.

The dream consciousness in the poetry of Rabindranath Tagore,

The poet told me on one occasion that his poems were the
work of his unconscious mind, and that whenever there was any
play of his conscious mind at the time of writing, he was not
at his best. For the origin of the structural peculiarity in
Rabindranath’s poems we should not look into his conscious
plane of mind, but into a more submerged plane. Dr. Freud
has shown that poetry arises more or less from the same plane
of consciousness which gives rise to dreams. I think that the
students of poetical literature, will find greater expression ui the
dreams consciousness in Rabindranath’s poems, than in those
of most other poets. .

It will be shown later on that in some cases there has been
an inversion of the sequence of the triplicate imagery, that is to
say, the imagery of movement instead of occurring last, as usual,
has occurred first, and with this inversion, the flow of the
idea symbolised by the imagery has been in the opposite
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direction. This presents a curious analogy with the phenomena
of dream consciousness. As far as the writer is aware, this kind
of inversion of the sequence of any imagery, is not noticed in the
writings of any other poet. This will justify the supposition
that the imagery is coming out from the dream-consciousness of
the poet, that is to say from the pre-conscious region of his
mind.

Now if we take the triplicate imagery used by Rabindra-
nath to be of the nature of a symbol, as occurs in the manifest
contents of a dream, we have to show that this symbol is a
representative of a more essential and probably abstract and
complex idea present in the poet’s mind, like the latent content
of a dream, with which, this has something in common, and is
connected by some chain of agsociation, whether external or
internal, probably both ; and that this symbol, both onto-geneti-
cally and phylo-genctically has some characters of a primitive
method of representation of the idea present in the poet’s mind.
The symbol has come automatically and unconsciously to the
poet, who himself is not probably fully conscious of what the
symbol actually represents.

Poet’s knowledge aboul the meaning of the symbol.

I shall take the last point first. After writing out a paper
on this subject roughly, I went to see the poet. I asked the
poet whether he has noticed the fact, that a peculiar triplicate
imagery frequently occurs in his poems, and whether he can
give reasons for the 'same.

The poet replied that since so many illustrations of the
triplicate imageries had been brought to his notice by the writer,
he could net deny the existence of the same in his poems. As
for the reason of it he stated that every one develops certain
method of expression, and he has developed this method of
expression. However, after reading my paper he accepted my
explanation, but remarked that when a symbol comes out of the
unconscious more than one meaning may be possible.
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Tagore’s view of idealism.

It may be interesting here to relate how T was originally led
to collect the passages about which I went to see the poet.

Several years ago I weni to call on Dr. Rabindranath
Tagore at his residence at Jorasanko in Calcutta and met him
in his study, which in its simple and artistic decoration was
worthy of its illustrious occupant. My attention was first
attracted by a very simple picture hung up in a conspicuous
place in the room. It was the poet’s own portrait The
peculiarity about this was that it was a pencil sketch drawn in
outline only and with as many straight lines as poessible. The
picture had probably been drawn by an admirer of the poet
and the extraordinary manner of it{s execution had induced the
poet to hang it in his study.

The pceuliarity in the picture gave me a hint to collect
passages from the writings of the poet in which there was some
imagery about lines. The collection of these passages led to
my discovery of the peculiarity in the imagery, which, so far
as my knowledge goes, has been unnoticed up to this tirue,
even by the most critical reader of the poet.

I can recall something about the conversation I had with
the poet on the occasion. 1 remember that our conversation
first turned wupon the poet’s well-known allegorical drama
named ‘‘ Immovable Structure ”’ (A4chalayatan) in which the
poet has tried to show, amongst other things, how in Hindu
society, time and energy are often wasted over meaningless
formulee of worship. Hc gives the instance, by mentioning
a Mantra or of a formula of worship in the words,—*‘‘ Thoto
Thoto Thotoya,’” ‘etc., in the book.

I asked the poet why he had composed a Mantra in his
book which contains so much repetition of the meaningless
word ‘‘ Thoto.” The poet told me that the Mantra had been
taken bodily from the Buddhistic Secriptures and was not his own
composition. I brought it to the notice of the poet that I had
come across & collection of words similar to ‘“ Thoto *’ in the
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beginning of that mysterious document in the story named
‘“ Guptadhan ” (Hidden Treasure) written by him. So in
accordance with the dynamic psychology of Freud, it may be
inferred that there is some association of ideas in connection
with those words which has some special significance with the
poet.

The poet said this might be true. The word ‘‘ Thoto *’ is
associated with the word ‘‘ Thata ’* which means bank of a
river or sea, and thus conveys the idea of limit or impediment.
He told me frankly that he could never bring himself to like
anything which did not transcend the finite and the lhumited,
and pass into the infinite and the unlimited.

This led me to ask the poet if he thought that spiritual
development was altogether impossible from the worship of
images. The poet’s answer was that he did not altogether
think so, and gave the instance of Siv Narayan Paramhansa
whom he knew personally, and who was a worshipper of the
Sun, and reached a very high degree of spiritual advancement
through such worship. He said that to be in communion
with God, two elements were indispensable. The first was
idcalism and the second was to have some sort of personal
relations with Him. In the worship of images, the first is
often sacrificed for the sake of this second element.

The Poet’s philosophy of the Infinite.

The conversation which I had with the poet showed me
a possible significance of the peculiar imagery to which refer-
ence has been made. The poet never loses sight of the Infinite
in the finite, the Unlimited in the limited. This runs through
almost all his writings. For instance, in his famous novel
called ‘‘ Gora’’ the poet makes ‘“ Gora,” the hero of the novel,
speak thus :—

‘¢ Unless there be the finite, the Infinite cannot express itself. Ii is
through the finite that the Infinite manifests itself.’’
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Again in another passage the poet sings—

** Within the finite, oh Thou Infinite, Thou playest Thy own tune.
Hence, so rapturously sweet is Thy wmunifestation in me.”’

The artist, like an individual dreamer, comprises a vast
material of life’s experiences into something like a dream-
symbol. In both cases, the central emotional element in the
life of the individual concerned lies contained, in this symbol.
I shall proceed to show that this has been the case, regarding
the triplicate imagery of Rabindranath.

The Infinite in music.

The poet has found in music the manifestation of the
Infinite through the finite. The passage last quoted is an
illustration of the above. It has also been illustrated in his
masterpiece, ‘‘ Chitrangada :”’

‘“ As in a song, in & momentary rhythm, there is, as if, a mysticai
echo from the Efernal.”’

There is a parallel idea in another of his songs :

‘ The mind cannot approach Him. But music soars higher and
kisses His Throne.”’

This is the poet’s faith in music which brings him such
a beatific vision as we see in the following : —

* Oh how perfect is Thy music my master.
It mokes me listen in silent amazement.
The light of Thy music illumgines the world,
The music of Thy notes flows through the heavens,
It rushes madly breaking through the rocks
Iike unto the sacred river eager to mingle in the ocean.””

The last two lines in this song deserve reflection. Music
is likened to a stream which rushes through stony obstacles,
and carries everything before its impetuous force. Music is
not to Rabindranath a lifeless sound, but a living and a
moving force, whose ultimate goal is in the Infinite. It shows



RABINDRANATH TAGORE'S POEMS 7

how in the mind of the poet, the conception of music is
associated with the conception of movement along a path.

Movement as a symbol of the Infinite.

There is a poem of Rabindranath called ‘‘ Balaka’'—
which literally means, a flock of white cranes flying in a line.
The piece is important, as it contains an exposition of the
philosophical doctrine of the poet, and gives the ftitle to a
collection of poems.

The story of the poem, which is allegorical, is that on
the margin of a river there was a large number of cranes.
After some time, they began to flap their wings and fly in
the air. Hearing the flap of their wings and seeing them
fly, it seemed to the poet, as if all nature became fired with
a desire to have wings. The hills said that they would also
fly and become black clouds in the sky. The seeds within
the earth said they wished to have wings that they might
come out and fly. With the mind’s eye the poet dreamed
that all earthly things were flying up, and that there is perpe-
tual progress in this world, which is an outward manifesta-
tion of the effort of the finite for the realisation of the
Infinite.

Rhythm and the Infinite.

There is yet another symbol in his poems which may be
regarded as the symbol of rhythm. The imagery of rhythm
in the mind of such a master-musician as Rabindranath,
may perhaps be looked upon as the natural antecedent of the
imagery of songs. But I am inclined to think that there is
more in it, than this.

Rabindranath is the poet of universal love. In analys-
ing the true character of human love in one of his works called
the ¢‘ Cupid’s Decision’’ he says—

“In our mundane aoffairs, some chapters of life are usually
enacted before history begins its record. The first vibration, the first
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agitation, and the first flash of lightning, are incapable of being
recorded.”’

The excerpt quoted above illustrates Rabindranath’s
conception of worldly love. In the passages of his poetry, in
which he deals with universal love, which in itself is eternal,
this symbol of rhythm finds expression in a concrete manner :

** In this physical body of mine that life wave which undulates
day and nighi, through every vein and nerve, that very life is running
after the universal to get predominance over it, that very life is
dancing in this world in inimitable rhythm, measure and harmony.”’

As in the other two imageries, viz., song and movement,
here also Rabindranath, in several of his passages, has tried
to describe the play of Infinite in the finite, which is the key-
note of his philosophy.

Take for example the poem,~—

‘* My thoughts are quickened by this rhythm of unseen feet round
which the anklets of light are shaken.

They echo in the pulse of my heart, and through my blood surges the
psalm of the ancient sea.”’

Or this—
*“ When Thou and I come face to face
All veils drop,
And the sea of the universe ripples in sympathy.’’
Or thig— /

** In the cadences of making and breaking
Your love trips along
From land to land
From age to age.”’

In this wise, we meet with three important classes of
imageries, i.e., (1) a rhythin, (2) a song, (3) a movement in a line,
Pgychologically speaking they may be described as imageries of
the auditory, visual and kinaesthetic types. The image types
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in several cases are not pure but belongs to the compound type.
In all these cases, the imageries are not of the dead or inert
type, but they seem always instinct with life and energy. We
may deal with this last point later on.

Sequence of the threc imageries.

In the triplicate imagery, the imagery of rhythm comes
first, the imagery of song follows next and the imagery of move-
ment comes last. The arrangement is not accidental, but there
seems to be a deep meaning in it.

In a recent dramatic sketch “‘ The Procession of the Car *’
Rabindranath has introduced the triplicate imagery in prose
and naturally the symbolical significance of the imagery is not
so much disguised here as in his poetry. The ““Car’’ is of course
the car of human progress and it has stuck. The King, the
Priest, the Soldier have all failed to move it while the populace
breaks into the ring and drags it away. The Poet then appears,
and the following conversation follows : —

The Poet has just remarked that the populace will shortly come to
grief and will have to send for the Poet,

Prigst.—Really and by what force will you drive the car?

Poet.—Not by physical force, that is certain. We are followers of
Rhyme. We know that if you overburden on one side, the
rhythm is lost. We know that the secret of steering the
Ship of Power is to put Beauty at its helm. You pin your
faith on the hard, hard law or hard steel,—but that only
shows you to be timid, weak, lifeless.

Soldier.—While you are lecturing, Poet, look, there is fire yonder,

Poet.—How often has not fire broken out from age to age,—but it
has never destroyed what is worth saving.

Soldicr.—And so—?
Poet.—I will sing ** Fear not.”

Soldier.—What do you expect to achieve by doing that?
2
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Poet.~Those who draw the car will have rhythm to regulate their
steps. It is pulling in discord that is dangerous.

Soldier.—And we?

Prigst.—And I?

Poet.—It is not necesgsary that you must do something in a hurry.
Try and make yourselves new from within, and afterwards,
wait for the esll.

In the above extract, the triplicate imagery occurs in the
fixed order noticed in the poems. Here Rhythm represents the
Beautiful at the helm of the universe. Song represents His
message to the universe. The movement is the result of this
message, viz., the progress of the world towards the ideal.

The formula of Godhead in the Upanishads is ‘¢ Santam,
Sivam, Adwaitam,’’ the Being who is Harmony, who is Bene-
ficence, who is One without a second. Rabindranath has
accepted this formula. In the 37th poemx of the volume known
as ‘‘ Balaka’’ there occurs the line,—‘‘ Santi, i.e., Harmony is
true, Siva, i.e., Beneficence is true, that Eternal One is true.”’

Now the triplicate imagery of rhythm, song, and movement
has resemblance with the formula of the Godhead of Santam,
Sivam and Adwaitam quoted above.

Rhythm is a very natural figure for representing Santam or
the Principle of Harmony.

The figure that all movements are proceeding towards the
goal situated at the Infinity is a very natural way of represent-
ing the Eternal One without a second. ,

Sivam or the Principle of Blissis a somewhat complex idea.
While on the other hand the music as described by Rabindra-
nath is also a complex idea. Rabindranath at some places
has spoken of ‘light of music.”” In fact, in some triplicate
imagery, Rabindranath has put the idea of light in place of
the idea of song (vide the songs Nos. 8, 11 and 12 in the
appendix). Sometimes the idea of music or the idea of rhythm
has been replaced in the triplicate imagery by the idea of
ecstasy or by the idea of a kind of mystic feeling (vide the
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songs Nos. 10 and 13 in the appendix). Thus the
triplicate imagery may be taken as a sort of paraphrase
of the triplicate formula of the Godhead mentioned in the
Upanishad.

But we have shown an extract from the book ‘¢ Car Pro-
cession '’ of Rabindranath that the triplicate imagery may be
taken to mean the Godhead, His message to the Universe and
the response of the Universe to His message.

If thesc two different views are condensed into one, it will
mean the communion of the Divine and the Universe or i other
words the manifestation of the Infinite through the finite.

The spiritual synthesis of Rabindranath.

In the eternal search for the Infinite, in the maze of paths,
each leading by its own way to the vision of truth, each one
must choose his own path and Rabindranath has chosen his,

As he has expressly stated in some of his poems, his path
18 not through renunciation but through joyful acceptance. He
joyfully accepts the world, with all its light and shadows, its
pleasures and its sorrows, its separations and its reconciliations,
its beautics as well as its terrors. So much beauty, so much
joy, he says again and again could not have prevailed in the
world if God wanted us to reject them. No, says he, I renounce
nothing. The world is mine to love and to enjoy and is not the
world God’s too ? And is not God in the universe and can the
Creator be contemplated apart from his creation? But the Creator
and creationn would be meaningless without my ‘“ I’ too, for
here He is, in the heart of my heart, in the soul of my soul. I
am not apart from creation, yet I have the creation as the
object of my experience and I and the creation form one whole,
which together make up the totality, the One without a second
and that is God. So the limit and the limitless, the personal
and the wuniversal have to meet and as a matter of fact they do
meet every moment of our daily life and God is in it, of it, the
essence of it. Rabindranath has expressed it,—*‘ As speech
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is filled with thought, so every object with form is replete with
that which is formless.”’

Inversion of sequence.

In the poet’s description of the awesome in nature in which
Divine displeasurc is made manifest, the triplicale imageries
referred to above can be observed, but in a different order.
This is what we should expect.  For the poet is here describing
a state of things which is opposite of communion with Divinity
where the imagery occurs in the proper order.

As an illustration of this the following verses may be quoted.

(1)

‘“ Red clouds quiver with lightning. Thunder resounds over yonder
forest. Who is the mad man, who is sending the peals of laughter again
and again, in the midst of these? ”’

*“ Oh my Terrible,

Thy forgiveness comes through the Haming spire of” roaring thunder
in the setting sun, in that terrible cataclysm when blood will rain and the
worlds collide in sudden and terrible impact.”’

(5)

There is a poem called ‘* The Tryst *’ in which there is a
similar picture of the terrible aspect of nature.
For example,

‘ Suddenly the tempest came,
The lightning flashed
In its open huge jaws,
The woman trembled with fear,
The wind blew, as if, destruction was near,
In the sky, thunder laughod its loud and hideous laugh of mockery.”
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In the above three pieces, the imagery of movement is
coming first. This may be contrasted with what has been
noticed in the previous illustrations, where the imagery of
movement comes last, after the imageries of rhythm and song.
But in these verses there has been an inversion of the sequence.
This sort of inversion has been found by psychologists to be a
curious phenomenon in dream consciousness.

I"or example, the following occurs in Freud’s book on
Dreams @ —

““ There scems no * Not ’ in dreams. Opposition between
two ideas, the relation of conversion is represented in dreams in
a very remarkable way. It is expressed by the reversal of
another part of the dream content, just as if by way of appen-
dix.”” (Vide On Dreams by Professor Freud translated by
M. D. Eder.)

Dr. Ernest Jones says :——(In dreams) ‘‘Cases of opposition
which fall into the category of the converse or reverse may be
indicated by the following curious way: Two parts of the
elready formed dream that are connected with the dream
thoughts in question are inverted.”” (Vide Papers on Psycho-
analysis by Ernest Jones.)

It may be interesting to give a short account of the poem
““ The Tryst *’ in order to see why Tagore introduced a terrible
scene like the one quoted in his poem:.

The story related 1o the poem is that of a Hermit named
Upagupta who was resting on the road in darkness. A dancing
girl named Basava Datta, who was reported to be the prettiest
damsel of the city, was going to meet her lover at the Tryst. As
Basava Datta struck against the Hermit in the darkness, she
lighted her lamp. The uncommon beauty of the young ascetic
dazzled her eyes and she invited him to her home in a passionate
manner,

Then suddeniy comes the cataclysm.

Thus in the poem, as the woman was about to treat with
contempt the high spirituality of the ascetic, the thunder voice
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of the Divine was heard. It isin this way that His Being is
manifested in the terrible to bring the gospel of the new life
through sorrow and suffering.

This is what happened to the woman of the poem.

An epidemic broke out in the city and she caught the
terrible disease. She lay in the outskirts of the city deserted
by all. But the Hermit came, took her in his arms and gave
her succour; and the poewn ends : —

*“ The buds were falling fast,
The cuckoo was singing over-head,
The moonlight was intoxicating,
¢ Who are you, kind 8ir,’ cried the poor woman
¢ The time has come to-night,” replied the Hermit,
* I have come, Basava Datta.” *’

Here the poet has again introduced a triplicate imagery,
in which the dropping of blossoms indicates rhythm, the sing-
ing of the cuckoo indicates song, and the shining of the full
moon, movement. Here the imagery is not inverted, for the
sight of the ascetic evokes a noble and spiritual feeling in the
heart of the fallen woman and not a base feeling as before.

As Dr. Freud and Ernest Jones have pointed out that in
the same dream the dream content of the early part of the
dream may be reversed towards the end of the dream to express
an opposite idea, the same phenomenon has occurred in this
poem through the inversion of the imagery.

How the symbol formed.

Charles Bandouin in his book named ‘‘ Psycho-Analysis and
Aesthetics,”’ has attempted to study the works of the French
poet Emile Verhaeren from a psycho-analytical point of view.

He quotes a line from the poet. :

1’ Eternelle, qui est la vie

meaning
The Eternal, who is life,
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The author remarks : —

‘“ The word ‘‘vie’’ seems at this date to be a magic syllable
for Verhaeren. He is intoxicated by it; positively haunted.
It is not improbable that this is why the syllable vi recurs with
such strange insistence in the titles of the poems of this period :

Villages illusoires
Villes tentaculaires,
Visages de la vie
Vignes de ma muraille,

Now as I have shown before it is analogous to this that the
triplicate imagery of Rabindranath has developed from the
formula of the Godhead in Upanishad, viz., ‘‘ Santam, Sivam,
Adwaitam,’’ and Rabindranath appears to be similarly haunted
with the triplicate imagery.

The author points out that there was previously loss of
religious faith on the part of Verhaeren, which was followed by
a temporary loss of harmony. But Verhaeren again became
converted to religious faith, through which he regained balance
and this comprised a drama closely paralleled by the experiences
of a Tolstoy.

The author proceeds on to say : ‘“ The psychological essential
of conversion may be summarised as fullows. One who has
been the victim of a conflict, recovers balance through a sudden,
or comparatively sudden, setting free of the forces that have
been prisoned in the sub-conscious, and through the change of
direction which the psychic energy thus undergoes. The out-
come 1s a new conception of life, and perhaps a new conception
of the universe.”’

Here 1t appears to me that the author of the book, Charles
Bandouin, is trying to express in psychological terms, some of
the aspects of mystic consciousness, so ably dealt with by the
great psychologist William James.

It has been stated by Kolnay (in Psycho-Analyse and
Social-Vissenschaft), ‘‘The dream plays no organic positive
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part in the life of the individual, its function consisting largely
in a removal and diversion of psychic inhibitions.”” This, in
my humble opinion cannot be true of truly artistic dreams.
Even regarding the ordinary dream, a paper read by Maeder
before the Psycho-analytic Association, in Munich 1913, shows
that the above view is not wholly correct, regarding ordinary
dreams also.

Poul Bjirre of Sweden in an article on the subject ‘‘ The
way to and from Freud ”’ published in the Psycho-analytic
review for January 1925, says :—

“ Tt is not in the life sphere whose intellectual character-
istics reach their climax in ‘ purpose * that dreams like all
other processes of an artistic nature, have their deepest roots.
The significance of these manifestations of life, on the contrary,
lies largely in the fact that they break through and dissolve the
rigid forms into which over-insistence on usefulness and purpose
has moulded social life and thus make us receptive of influences
from deeper sources of life. The forces of the unconscious,
therefore, are not individual but universal, a fact which has been
overlooked in psycho-analytic literature and has given rise to
untold confusion. The psycho-synthetic tendency to self-
healing is a universal force which manifests itself in us just
as gravity does, in the former case as aliving renewing force,
in the latter as a dead, wmechanical force.”” Here also the
writer is trying to put forth in psychological terms what has
been described as mystical consciousness by William James.
Now according to William James, though the mystical experience
is a very real thing to the individual concerned, and leads to his
spiritual and psychic development, yet the subject of it says
that it defies expression, that no expression of its contents can be
given in words. .

So Rabindranath has tried to describe by way of symbol
the manifestation of God 1o the Universe which is a mystical
experience with him. Rabindranath finds this idea symbol-
ized in a pre-eminent degree in song, the tune as apart from the
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words.. While the words are limited and particular, the tune,
it seems to him, goes beyond and vividly brings home the
eternal character of experience and that is why he has said
again and again, he looks upon song as the type of mystic ex-
perience, a sudden breaking of the bonds, a glimpse of the eter-
nal in everyday life. The psychologists have laid stress on the
factor regarding symbol-formation which may be described as
the pleasure-pain principle. The mind notices what affects it
most, so that what is most pleasurable or most painful is uti-
lised in symbol-formation. Hence, in case of Rabindranath,
the master musician known throughout the world as the creator
of an altogether new style in music, the song is the thing which
most interests him and is most pleasurable to him. Rhythm
representing the musical instruments and movement representing
the dance are objects which are intimately associated with song.
Hence the selection of the triplicate imagery as symbol has been
very natural with Rabindranath.
Freud, in one of his books (Die Traumdeutung) says :—

‘“ What to-day is symbolically connected was probably in
primaeval times united in conceptual and linguistic identity.
The symbolic relationship seems to be the remains and sign of
an identity which once existed.’’

In the Vedic Hymns, the ancient forefatbers of the
Hindus observed with awe and reverence the phenomena of
nature like tempests, lightning, thunder, rain, the first dawning
of light in the morning, etc., and felt the manifestation of
the Divine in these phenomena, like Rabindranath. Thus the
triplicate imagery may be said to be connected ontogenetically
and phylogenetically with the primitive worship of the Vedic
age. It is significant that there are reverential references to
Vedic hymns in several places in the poet’'s writings.

Mysticism and the imagery.

Mysticism in all ages and climes is said to possess certain
constant characteristics. The mystic idea of the divine

3
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principle, the play of emotions that fill the life of the devotee, and
the unique stream of perceptions that mark the awakening of the
blessed life, possess a deepseated resemblance in the diverse
orders of mysticism. It is a fascinating study to pursue the
clue of these experiences. No one who has interested himself
in the study of mysticism can fail to be struck by the fact that
certain sensory phenomena occur with a remarkable constancy
in the life of all who seek an immediate contact with reality.
In the famous Memorial of Pascal we find

‘¢ depuis environ dix henres et demi du soir
jusqu’s environ minuit et demic
Feu,! 1

Rolle likewise speaks of an experience in which he felt that his
heart ‘‘waxed warm, and truly not imagining by, but as it were
with a sensible fire, burned.’’® There are similar references to
light and sound in the life-history of many a traveller of the
mystic path. Swetashvatara Upanishat gives us a list of a rich
variety of experiences that shows the earnest seeker his way to
the divine :

AreR YRR RrET G frreR A i |
watfa wotfa gratfa awaliy wof 47

Mystics thus agree not merely in their attitude to life, not
merely in the ideology of their religious experiences but also in
the details of the concrete, sensuous imagery that mark the
milestones of the mystic way,

Poets in a like manner live their life of imagery. Only in
their case, the images are enlivened into conerete realities of
the poet’s world through the warmth of emotion and the move-
ment of rhythm. The mystic, on his part, rarély knows what
the imagery signifies : he is merely impressed with its impera-
tive objectivity. The mystic, thus, can only give a description

t  Underhill, Mysticiam, p. 228,
¥ Ibid, p. 288,
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of his imaginal life; the poet on the other hand tries to initiate
us into the inward meaning of his experience and to knit the
images into a complex reality of the world he lives in.

It is obvious that poets live in a world of vivid images. It
is equally obvious that their imaginal capacity manifests certain
characteristics out of the ordinary. Thus it has been well said
that imagination (image-forming) is the sixth sense of the poet;
and he perceives a new world with this new sensibility.

The usual idea is that poets differ from the ordinary human
beings in their possession of a keener sensitivity and in the
vividness of the images that follow im the train of perceptions.
The Eidetic imagery haunts the poetic mind long after the
percept has ceased to act. This is probably true: for, all the
images that enter into artistic creation show unmistakable
characteristics of the memory-afterimage. The difference
between the poet and the ordinary persons probably lies in the
fact that the former more naturally develops the Eidetic image
and the latter the memory image.

But poets often manifest a peculiarity in the development of
particular types of imagery. For instance, the smell imagery is
but rarely employed by the ordinary individual. Poets of all
orders and ranks, however, tend Lo represent scenes, events and
persons in terms of smell. Rabindranath’s works are full of
examples of the use of smell-imagery. The spring is recalled
through the smell-image of mango blossoms : the river and the
hill all have their specific smell; and even seasons in their proces-
sion bring im the poet’s mind an orgy of smell-images. The
most remarkable occurrence of smell-images however, is im
relation to persons. Individuals are often recalled not in terms
of their features or voice but through their body-smells. This
at once shows a keen sense of smell, as well as a peculiar
developmens and use of the smell-image.

Another peculiarity often noticed in the imagery of poets is
what may be called cross-sense fusion. Rossetti speaks of
* fragrant tunes ’ and others speak of scented light or of  peals
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of colour.” These are undoubtedly compound images. Are
they in any way related to the phenomenon of Synaesthesia?
It is a matter that awaits investigation.

APPENDIX.

Some Examples of Triplicate Imagery in the Poems of
Dr. Rabindra Nath Tagore.

In this verse the symbol of rhythm has been made to mani-
fest itself from the use of onomatopoetic words :—

“‘ Whatever is harsh, whatever is dissonant in me, melts
in sweet harmony at the touch of ambrosial music. Like the
bird that feels gay when it is on wings, all my admiration, all
my worship spread wings towards Thee.”’

()

In the following verse the onomatopoetic words have been

used to re-inforce the imagery both of the rhythm and song : —

‘‘ Behind the rain clouds spatter and thunder thunders,

but still peeps the sun through the scattered cloud and strikes
the face.”

(3)

In some of the stanzas the imagery of rhythm is enforced
by the repetition of a word :—

‘‘ He ~omes now and then .
Like unto the flute which pipes its tunes far away,
Methinks I hear the faint echo of His note,
His index sometimes appears in the lines in the clouds.
And in the flowers that bloom, ‘
And sometimes it blows through the heart.”’
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(4)

In some places the three imageries of rhythm, song, and
movement, are contained in three successive stanzas of a poem,
instead of the different lines of the same stanza, as is very
often the case :—

‘*“ Like a rain-cloud of July hung low with its burden of
unshed showers, let all my mind bend down at Thy door in one
salutation to thee.

Let all my songs gather together their diverse strain in a
single current and flow to a sea of silence in one salutation to
Thee.

Like a flock of homesick cranes, flying night and day back
to their mountain nests, let all my life take its voyage to its
eternal home in one salutation to Thee.”

(5)

‘“ The impatient heavens pour down in torrents to-day.
The swelling river dashes against its banks.
The wind murmurs through the green leaves in the weeds.
"The damp air blows all round wafting the music of the rainy day.”

(6)

““ T wish not to be called from my sleep by the clamorous
choir of birds, by the riot of wind at the festival of morning

light.”
()

‘“ The joy that sweeps in with the tempest, shaking and
waking all life with laughter, the joy that sits still with its
tears on the open red lotus of pain.”’

(8

‘“ My life will burst out its bonds in exceeding pain and
my empty heart will sob out music like a hollow reed and the
stone will melt in tears.”’
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9)

““The waves have become clamorous, and upon the bank in
the shady lane, the yellow leaves flutter and fall. What empti-
ness do you gaze upon.’’

(10)

““Thou callest so early but nobody hears Thy call,
My mind moans within itself, but none cares for if,
I wander with a forlorn heart,

I look into the face of every one I meet

But none draws me so closely as Thou dost.”’

(11)

““The sky is over-cast with clouds and the rain is ceaseless.
I know not what this is that stirs in me. I know not its
meaning.’’

‘A moment’s flash of lightning drags down a deeper gloom
on my sight and my heart gropes for the path to where the
music of the night calls me.”’

(12)

‘““Art thou abroad on this stormy night on thy journey of
love, my friend ? The sky groans like one in despair.”’

“I have no sleep to-night. Ever and again I open my
door and look out in the darkness, my friend.”’

“I can see nothing before me. I wonder where lies thy

p&th. 9
(13)

‘““Hearing the flute which makes the wind sigh, my mind
wanders far far away, till at last it finds the path, which
teaving all climes and sountries behind, loses its trace in an
unknown land, for which the heart of the poet yearns.’’
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The texts of the passages from Rabindranath Tagore's
works, gnoted in the article, in Bengalee.
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TS WIS ¥,
(erww) fF o cozee ~idy
O 3R 37
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Page 245.

o sfEm—ug  AfFn (1 AIME WA | IR AT
ST FRAT TIR TS WS LA, AN 7 A cFyetn ¢



24 A PECULIARITY IN THE IMAGERY IN
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The following are a few quotations from Rabindranath’s
poems illustrating the triplicate imagery. These have not
been translated into English.
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