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Dialogue '68 is in its entirety devoted to the Writers' Symposium 
on language in Present-day Society, jointly organized by Max 
Mueller Bhavan and the South Asia Institute In New Delhi from 
21 February to 3 March 1967, on the occasion of Hans Magnus 
Enzensberger's visit to India. All the authors contributing to this 
publication were active participants In the Symposium; most of 
their contributions were made on that occasion and are In English, 
the inter-language of the Symposium. Hindi and German originals 
are translated into or summarized In English. 

New Delhi 
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A lively 5 · p emlnar on Language and 

Dresent-day Society was held in 
elhi fr 22 

M om nd February to Jrd 
arch und h M er t e auspices of Max 
ueller Bh avan. It may be noted 

that the . 
semmar was or,anlsed 

marking the .. G VISit of the outstanding 
erman poet D H b r. ans M. Enzens:-
erger to lnd· 

wa b . Ia. Dr. Enzensberger 
s orn •n 1929 . 

With the . and IS connected 
r . Wnters of Group '47. He has 

ece1ved n . 
awards for a~•onal and international 
an . his poems. Very rightly, 

evenmg of h" d t 1s seminar was 
evoted to poetr . 

som H· Y readmg, where 
e lndi po and ets read their verses 

prose .. 
Dr E compos1t1ons and 

· nzensberg . Thr er rec1ted his own. 
ee experi 

Were mental German films 
screened sub,. one evenin,, whose 

ects Were· 
isatlon d · war, terror, mechan-

an slaver A 
issues w y. number of 

ere discu d · nar e g I" sse m the semi· 
' · · Jnguistic st d language u Y of language, 

and mu . I Politics 1 Sic, anguage and 
' anguage d 

language a d an translation, 
and so o nS appreciation of poetry 

0 • ome f ' took promf o the Indians who 
. nent part I h 
Ions Were D n t e discuss-
Singh, Dr N r. Pandit, Dr. Bahadur 
Sh • amwar s· h D arma S . mg • r. Gopal 
N ' rJkant v 

agendra S H arma, Dr. 
y ' · ·Vats adav, Dr K .1 yayan, Rajendar 
Prabhakar M a~ ash Yajpayee. Dr. 
fated two ac We effectively trans­

speeches 1 
Hindi Amo nto English from 

· ng the G 
were Dr E erman speakers 

• nzensber 
of Max M ger,the Director 
K uelier Bh 

oeflreutter th C avan, Dr. 
th G • e ultural A e erman Emb ttache of 

h assy Dr C" 
t e Hindi-speak· ' · Jtron, and 
D •ng Gar 

r. Lothar Lutz 1 man scholar 
e. t Is 

to note that M encouraging 
is bringing ax Mueller Bhavan 

out a volum 
Proceedings of the e With the 
Will throw som I" seminar, Which 

e 1ght h 
plicated probl on t e com. 

em of lan 
modern society d guage and 

an will I 
further discussio st mulate 

ns on the subject. 

:sro rrit~, B"o i[To crr~fl!"P:rrr, "{~~ zrr~, ~o ~~~ arr;;rirzrT mf~ 1 :sro 
SP1Tifl"{ ifT'<fcf if f~~T if; ~) mtR!JT CfiT B"tli~ if~>if ~!fl"cn:: frtilfT I urli"rr 
<f'fm~r it !=~"~ ~ : m"o ~e-~ar~"{, ;rem ~~~ 'llcrrr if; f;:r~~rti ~· <Jtli~ 
Urrc~, =~pfrr ~mcrrB" % B"~fcr;p «l['CfHT 6To RH~Trr, f~~T~rm i>flirr 
fCf[Trr GT o ~TO"l"\ ~~~ mf<t 

~ ~!ITT <fiT crrcr ~ f;p J:TCJB" ~~;;;r~ ~rr ij- qf~~crr<t ;pr 'iJ:"{T <FTllCfTl[T ~ 
~ it !=I"CfiTfmr Cfi~i't <fiT zrT'ifi'JT crrrr~ ~ 1 m~r <F7.:i'JT :err~~ f;;p ~« ~rn<fi % 
srCfiT~ ~ qr!!frrrti «;rr"f :q-)7.: 'llTfH ifi "ffc:;;r ~G{qr <FT ~;rr~r B"~~ ar%ir1, 
~r~ ~1, 'ifT :q;=ff ~r'ifqrrrT it ~. \3"e-% Wf 3l"lT ~~ <FT q)"{ ~T \3f'~ Q) 

Hcifit I ~H !=l"fSfill"T <fiT ilfcr~ffi Cfi"{i{ if; \3"~ ... ~ ij' i[T, ~Cf ~@" it 41"Trn" ~'\1: 
"{T::;rrr1fcr ~ ~;;r;a ~ q~) <fiT \3"m7.:i'r ;;p) :ift;cT <fiT if~ ~ I q-mr Cfi"{rff 

'<frf~t:!; fCfi l[J:Tr=t ~@ip "-TR ~f;a;;ftcrr ~~ ar~ <tiT mit ar~rif ~h ~~r ~ 
crrm ifiT ~;;;r~ri'f it qqrrr B"~<itif ~ ~cffiT 1 

TWO 



THREE 

+rrtn' ~ 'U~CI' ~ ~ q-~ fcr:;:m: CfiVfT srlim~ ~ 1mtn' Cfif u\il'iftfcr' 
~h: 'UiiRTfcr 'fiT mtn' Cl1: f<RT~ 'fiBT ~mr 1 ~ ~~ <1c:r.=r rrm 

mlfTf;;rcr tJ;Cfi q-futcrrq- it G1 ~ <r'RfT'R"t it ~<rT arm rtr ~~mer ~ffi f~!fi'IT 
~ 'fir ?.fr 1 ~ Cf'fm q-ft[;:q-T ~ 51'<s~ m;;;r'tcr<ti 6To rrP:r~r~~ m-~ ;;rll"rrr it 
51''S~ 'lifer 6T o ~~ ll'T9~ l:Rij~q;f~ I lffuicrrq- ~ aaf 'fiT Sl'lm!J ?.fT f;p 
tJ;Cfi-~~=t ~ <rscr ~~~mit ~Q:~ erA' ~h: f~~;;;r f<1o:rr mt'f~ Cifl;;;r~ crffi 
GT ~'S'CfiT it fer~~ f~ WfiH m!f~ it ft:re" iifffl ~ 1 ~To fErQ: 'fiT Cfiq<f' ~ 
f'fi =tft~t 'fiT 'i37l'CfiT ~1 i'ITli f~r ii!l<f 1 ~ro l:fffi'"~Cf~~ 'fiT ;rn <iT ~~-~ 
~ ~ f'fi 'U\ifilTfefcfi WI" lfT 5f<i~;rr ~ <irtn 'fiT ~ ~ \mit ~filfq:'<fffifl 
~T~ ;;rr:r, ~ij' 'fsmr~' Ul'i'ITlfT ii!l<f I ~fifiil GTm er~ it UI'T~ i:I"T ~~ 
~ ~f. ~~ lf~ <mr \3'fl'{Cfi~ ~rll'it ~I{, f<ti u;;r<rTfa<ti 5f<i=;r;:rr ~ ~ iiiT 
~ Cfi~ CfiT ~ ~1 <iltn' 'fiT IJ;Cfi 5fcf'q'lT ij' ~~~ ~~~T 5fcf=qi'JT it :Sffi 

~~ 'fiT m~ aT ~T ~ ? :q'hif 'fiT ~f!T ilT+r ij- 2;CfiT~it 'fiT ~~ <rfq-~ ~ 
arq~ ~ i'!Tif ~ Tfil~YTT f~ ~~T a1 ~ ~crfq- <1~ fCfi<fr i;f'T ~it f<fi ~ it 
m it ~ fcrf;r~ gm ~. !R i}:~T ~illfTqf aR q~ I~ ;rr+r' 'fiT r~ if 
~m ~. ll~ <Frt'fi~ 'fiQr i;f'T ~err ~ 1 urger ~~ ~ f<fi miT :;r;;;rCfi~ cr~ ;:rr;r, 
f:;;rij' ~ ~~~T' Cfi~T ?.fT, ~ erR rrm 'tiT qtrm 'Ji~T ~TGT '~a' mfora 

~T i;f'Tl1 I 

CfTfo<r it, ;;?m f.f; :sro ~·wij;;pf~ it Cfi~T, ~ ~HT urffi ~;g: lfT ~1~ ~ 
'¥-T g-f ~ I ~rf&nr -ert<;r; «!'~ ij' ~Cfl~ 'mlfi'a olff!l'fl fa~T Cf'fl ~m ctT 'Ui:f­

<rTfu it ~i1 it f~crr 1fi ~~ 'flT ~1 f;:rf~cr ~<sr i;f'T ~Cfi~rr ~ 1 ~~1 51''1iT~, 
~Ti:f<rTfcr Cf>T ~TQT mer ~:[ "fiT ~T qf~l:!JP:f ~)err ~ I ~~1fi f'fioi'f ~T 
~T~wr ~a 'R"h ;:rlf<rT G"T<fr ;:rq~ flri1 ,;rp1if 1 Cfifo<Trt ll~ ~ fiji ~r 
ff?.ffcr it rrf~ ~@Cf>T ~h ~~;;rTfcril 'fir g;rh ij- 'q)r<r¥ Cf>T 'l)r~r' 'fiQ~­
·'Ilf~ r; ~il:s 1:1: ~qs-· 'liT m~;:r fCfillT \ifrit aT ~ra ~;g: it ~a a;rr;r ~ ~ 
i3"~H ~·~·-"~;r ~T ciT Cfl~ ~~ ~ 1 '' ~Trr 'fiT f<rteiHCffqf Cfi~i'TT, ~Hff 'fiT 



DEALING with the question of 
language and politics one must take 
into account the politics of language 
and the language of politics. At a 
seminar held under the auspices 
of Max Mueller Bhavan the two main 
speakers, and Dr. Namwar Singh and 
Dr. Hans M. Enzensberger, agreed 
that language should be freed from 
the shackles of political bondage. But 
does this not lead to jumping from 
the frying pan into the fire l How 
c;an we be certain that calling things 
correctly is not just giving them 
another name, which, In turn, may 
prove wrong, too l 

In reality, as Dr. Enzensberger 
pointed out, all this is related to 
'war' or 'cold war'. Unfortunately 
in such a situation, for writers and 
learned men to call a spade a spade 
would evoke an immediate retort 
from all the nations involved in this 
'cold war'. China is •expansionist', 
India 'reactionary', America 
'imperialist' and Russia 'revisionist'! 
How is one to differentiate between 
the names they give themselves­
China-the harbinger of revolution, 
India-of truth and democracy, 
America of freedom and Russia of 
socialism, and the ones they are 
given by the others ? 

~fuf~~rcrr<fr CfiQ:"fT, ~Pr~TCfiT CfiT ij"f";ff~T~T Cfi~r, ~ CfiT «~ihro:r<rrGT 

CfiQ:ilr-m<: ~ij" ef~;:; ~ ~~ r GJ"Tlf aT fCfiij"f CfiT ~:ft ~ ~ 1 CfiQ"fT- Cfi~~ err~ 
t f~~ err 'tF.TCf~ CfiT tF.r<r~r' ~;:rr ~T ~)err ~ 1 

11rrrr f<fi 'Q'~ err~ lfQ: \iil<r~+n Cfi~ crG";:rrl1 Cfl{ilT ~ra-r ~T, •n Cfi~T -Cfi<IT Q;~r 

"fT'f 'Q'Ii~ iRTfff'{<o ferro~ lfT f;:rgr t CfiH~ ~T oT ~lff \iff ij"CfiCfT ~ I ~rr 

r:rrrr if wcr~ ~~ Cf;T \3"'-Hlf Cilfr ~ ? CflfT lr ~ ~r ~ GJ"T it 'A"tR 'Q'Tii CfiT 
~ff ~-'ifTil 'Q'cFr CfiT ~fer CfiT CfTQCJi Cfi~OT ~' ~TUI" 'Q'qit CfiT Gfil~~ ~;f 
ffi'lf 'liT <H~co Cfi~CI'T ~, 'Q'l=f~TCfiT 'Q'cFr 'liT fCI"T~'5lf CfiT CfTQCfi CfiQO"T ~ 'Q'~ 
~a- a-~IPICfTG" CfiT I -err lr CfTfO"Cf if CflfT ~ ? ~il=!'if ij"i:!:1 "ffl1 CflfT ~-crQ 
GfT 5il~ f~)~ ~~ ~ff ~ zrr CfQ: \iff lr ~G" 'Q'Ii~ ~TIT CfiT ~ff ~ ? ~ij" ij"llf!H CfiT 
~~ zrf~ -rfcr!ilf q~ ~)~ fG"<Jr GJ"Tlf a) ~ij" crrn CfiT CflfT ~\Tij"T fCfl" 'f"f<rlilf CfiT 
UGJ"<rTfa- \3"ij" fcror i:r ~r fcri:flfij"ij" ~'ror'T, fGJ"?f ~ zrr mq ij"i:!:T uGJ"rrrfer ij"l=fmr 
~ 1 'Q'~ zrf~ ~f21lizr ctT "UGJ"<rrfer \3"a- er~TCfif~a- 'ij"~f' f<ror if 'Q'mT<: ~r ~r, 
err \3"ij" a-;n:r ;a-?r ·~mer' ~r<: ~~ crr~1 <fiT «~zrr 'Q'TGf CfiT '«Crm Cfil=f ~rrrr, lft! 
'li"Til CfiQ: ~'f.ffi ~ I ~t~HT fCfG1=Cf<rr ~ f<fi ~'frU «a-H ~Cfi" Q;ij' G"T<: ij' ~'i~ 
<:Q:r ~ f~mq ~~~~ if; o:rr11 ~ ~t=lt<fi ozrfCfer ~ ~Cfi~ mlt<fi ~~ OCfi mt'l=f­
ij"li:!frr ii *Wfiil ~ I Q;~r ff'4"fo if ij"Q:f ;:r[ll lff ~f.:rf~:qoa-r CfiT emf ;a-or;:rr 
f~q s~ G'if fr lf~T Cfi~"fT ~ fCfi 'ifT'iT CfiT cr~ "ffl1 G"T, GfT it~ fG"lfT ~ I ;;r~)­
'q"Cfif 'Q'~ ~F.ir~fffi a- ~Cfi~ cr~-cr~ ~~ 'A"R ~f'fff~r~r ~a-, ij"Cf ~r Cfi<: <:~ 
~ 1 ~ij" 'SHTif it ~'C:fr~if cliT lr cff'fffqr zrr~ merr ~ :-

"~Cfi~-~Cfi~ ~) ~ ~Cfft l=fzrTG"r, 
r:"'trr1 ~r qe=r1 ~ ;a"ij"CfiT a-)~ ~-
qj6cr it ~ Cfil1, Cfi'hcr it ~~ \ilfl'G"T 1" 

~) fer~ ~r ~ih ;:rcr f<ra~ ~~r if; crr<:fqf<:'li ~;:cr~"CT1, >a"ilCfiT ;;rmnr1-
mi:flre=rm1 ;;rrR ij- f<rf11a- ~rt 'Q'rGJ" t «ij"H Cf>T ~rrfzrrli f~rrTfr:rr cr~ ~r 
~. lfT ~ ~~T ~ lf~ ~r ;a-er;:rr ~r fcrcrTG"~ ~H ~, fGJ"Orrr fCfl" CfQ: ~r, f~a-Cfif 
:;rql a;q"'{ CfiT \ilr WfiT ~ 1 S:~ qf"{ff~fa CfiT ~~ Cflfr ~ ? ~ GJ"Tit q<:, Cfif"f 
CfiQOT ~ :-

• • ~;;:r ct~~ <fiT CfiT'f Cfiferzrr ~ 
" 

3i~Cfi'{ 

~)~ f~r ~ <:rGJ"rrrf~ q'{ 
~T~ \3"~~ iff~~~ 1" 

<fiQ:o:rr ;:r ~)~r fCfi ~r ~ cffu;zrr if; ~r 'Q'~ CfiT ~Ti.1f if ~r \3"~1 u;;rrrlfalil 
GT<rq:q lfT ~Oi~TCf~T CfiT SflfTlf fCfilfT GJ"r ~Cf>Cfr ~. f;;ra-CfiT ~~~ ~q q~ Cfi~ 
~T~ ~ I ~;:r cffCRI'lfT ~ 'Q'T'CTT<: ~ ~q Cfifer CfiT cr~ilf"fcrTGT ~1 'E!")fqa Cfi~ 
«"fiff ~ ~i~ m~~~CRr li'T 1 ~if <fif<r it 11Q:'i a;sr zrr ~1~ lf1 fe:~r~ it ~Cfierr 
~ ' ~'Iii ~ i:flrrr-m <rrl1 ·~~· ~rm, lfQ: crerr crr;:rr ~fQifi~ ~ I ~~f~~ 'Q'h 
~r, fCfi ij"~f '<rrtr' <fiT cr~m "fg"a cr~ ~if B"~r ·~r· Cfi"T a-~r~ Cf>T a'{$ 
~r:q ~ GfTOT ~ 'A"T<: ~q zrQ GJ"ro:r<rr :qr~if ~rrff ~ f<fi \i!T 'Q'TG"'i"T CfiT'\f crm CfiQ 
~r ~' CfQ ·~~r ti"Tr.tl1T' ~ zrr rrQ1 1 Q;~r ft:~er if GI"TCf llf ilFf ~ ij"~f ~)~ ij­
~ci:fl~ ~lTr~r oezrrrr ~ crra <fiT CfiQit err~ zrr i3"B" ::rr11 cti1 iit err~ CfiT m'{ 
~r GJ"Tm ~ 9;j"J~ ~ cr~« fqj"{ ~rer ~:e ~ ~{ it lji;rcr.~ <:~ GJ"rar ~ 1 
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Our problem is that the world is 

going through an era where in the 

name of truth everyone, from the 

Individual to the nation, is busy 

with self-interest. 

The search for truth, correctness 

In language, leads us to the searc~ 
for truth in mankind-for the right 

man to say the right word, and we 

are drawn back once again into the 

vicious web of the 'cold war'. In 

order to understand the relation 

between language af!d politics one 

must not only know the words and 

the people who give these names 

but also the nature of the relations 

between the makers. Dr. Enzens­

berger gave as example the "Radio 

Free Europe" of West Germany and 

the "Free Voice of the Free World" 

of Berlin What then is the 

truth? It is especially difficult for the 

man of learning, who wants to fathom 

the depths of things by steering 

clear of political intrigue. The poli­
tician moulds himself to the circum­

stances, but the man of learning Is 
left feeling that everything is wrong. 
The people who succeed are the 

men who are both politicians as 

well as men of learning, who find the 

right name for things and proclaim 

it to the world at the right time. 

But is their word not another 

camouflage or deception 1 

FIVE 

~m ~n: "{r;;r;:fifcr ~ ~~;:er 'fiT omqcp fif~~ ~pr cr~T ~;nn ~iii~ ~. ii!<f ~~ 

~r. ~'fiT f~ if~ rrr;:rr, m"{ rrr;:r itii c:rffi ;;;rrifr 'fir ~T ;;@, ~ 
~crif; crr=<r fi:~ lfT~f"{Cfi ~~c:IT 'fiT 'liT fcti~T ~"{ ~i't 'liT <ii"'tlmr Cfi~ 1 

~~ f~ 'fiT cm11rrr qf"{fpqfcrcrr i'f, ~pm:T ~~ ~ll"<ti 'liT ~frrc:rrzfcr: 

~rfiTcr ~h fcr~cr ~);;r ~T ~ ~ 1 GT o l:f"c~<nh: i't iiP:frtT 'fiT crcf;:rrrr 
UGfrrrfcr'li fi:~fcr ~ ¥T ~ ~TlTI ~ ~~ ~~r~~ ita- ~ CfCf(ifr<:ff f'li \if+frt"r 
1f; ~ .. TifT ~rff i'f ~fer ~;a "9~~ <:~ ~ 'fiT~ f'li~ 51"Cfif<: ~ ~ f;;G'fq ~·h: 
~rEt-~rEt f~i'tc:rr~ ~ m"{ ~r 1f; [TU f~tr ~ ~~ O<ifmr ~ 
src:rrf~cr f~ urr~ ~ 1 ll'ftin:rT i:;pf•if 1f; ~ tf~<rr ~~.,. 'fiT rrfll ~ : 
•tfu<rr tJ?T ~~fq-' iifcr f'fi crf~rr 1f; "Q,"'fi ~fu<:ft ~rr i't •tnr' ~ 'liT 
~ CfT"{ ~~lOll~ Cfi"<: ~~ rrT~ <:~T ~ -- 'tnf crl'lrn m':fi ~ tnT Cf~ I 
q"{ ~ q-f"{fprfcr ~~ iil+f•l'f 'fiT ~T rr@ ~ 1 m~ · ~~ 
1f; 1fi~ ~-{Tq- ~n: wr<:T'fir i'i ~T rr@, fq-~ ~ .zf~m ~n: ~tf?r'liT it 
~r ~ en:~ Cfir ~~~ ~~~~~ ~~ urr tr'fia- ~ 1 ~ti ~ ~ if, qrf'fifCJrrr 
~1"{ =<rrrr 1f; trr~ fcr~q ~ ~ f~ g-il trHr;:ciJ iii Cfi~, cr~ cr<r Cfi"{ q-r;;r 
w-~Cfi;;;r ~ f'fi •tfu<:rr ~r\iJTG ~)"{' CfliT tr'ii~"f 'm\iJR' ~ m ~~~rm Cf<rr 
~~ fcrcc:rcr iii fif'tfti ~1~ ~r?<r ~ srfcrf.:rft:T ~ ? ~f;g:iifTfcrcrr ~ f~tz ~ 
m:r~lfr fer~ ?r ~ !l't~ri'fT 'fiT ~rcrr ~. 'f<rrf'fi ~. Gfcrif:;;r crr;;;rr <FrilrHr ~ 
qt ~Cfi"{, '<fT\iJT <.fiT ~ cr'fi q-~:;;r;:rr :qr~a- ~- 1 fG'f:Pcr zrQ: ~ f;p cr~ ~ 
~ 'li~T qra- .;~1, tz<.fi !l'"{cr iii "'err~ ftr~ ~tr-.::T q-m ~1 ~;:r~ ~~~ ;;;riJ"crT ~ 1 

Q:~ ;:rr~r if <:T\ifi1Tfcm ~ ~fg:;;rrfcfl:ll 'fiT ~trw ~r qlf~T ~+fi ~ 
f~a- ~- 1 :l;fHT u;:;r;:rTfcr <fiT tr'f'lir gil", ~ ~~ ~11iff"{ fcp:p:rr cr~r 
~11~zrrnr 1f; orrt if ~Hr e-fl;c:<fi~ c:r;:rr ~a- ~- ~1~ srczr&r m :l;f5f~ &r ~q ~ 
~~'fiT TC Cfi"{a- ~a- ~ 1 '~PHcr ~;:r !l'<: 'li~rorriift ~T'Ii<: :q-q;:rr efi;cCfillrr 
f~~;;;r ~m: iti't if ~T UiifrrTfer~r ~ 'fiT~ f~Cfi rr~r ~rnr I ~firiifTCfT ~ ~T?1 
c.pfc;.;r"{ zr~ ~ f<ii c:rcf;rr;:r 1f; ;;ri'l<ii efGC<fiT\!IT 'liT ~~~ ~1"{ ~qlfTccr ~"l1it 
gil" ~r c:r~ fifitfr ~~ zrr qqrccr ~czr <.fir ~r;;r ;:r@ Cfi"{ qrcrr 1 \3"tr~ fwr err 
zr~ ~T m"{ ~ ~T- tr~T ~ -:mer ~ I ~er: f~;[ UGfrrTf(ffi ~1"{ fcr~ 
w;[;:;rrcrT iii ifT"{T ~q;;;r f'lilt l1ir ~·li 'fiT ~~ 'liT srzrm Cfi"{a- ~- ~ m-r, iiil 
.; ~cr;;;r ~T\ifi1Tfer~ ~-. .; ~cr;;;r ~f~iifrcrT orf1F'l' iifT ~ ~r <fiT :tr(\~Cf 
fl'J"p;fUf ~ra- ~- 1 'J.:<r1cter qf"{~<~~ if ~m ~i't Cfffi ~rrrr sr11~ Cf'fCfrm' 'liT 
~ilTf!:T<.fi ~lifr Cfilfc if ~~T iifT tfCfiCfT ~ I ~~ ~cr ;;flfi ~R ~~"<tiT gf 
crm) 'fiT ~)"{ fifific=r Cfi"{i't iF arr~ ~ '~T ;:rrm' ;dt"{ ·~frt"f~:qcrcrr' 'fiT ~~ 
Cfi"{iii ~qr:r) c:rm lirl'lTCCf Cfi"{ ~ ~ I lf~ er) g~T ~i'f'l'T ~f~;;fT;;r) ~Q"&i I q~ 
~CfilT \T\if<ITfcr <.fiT ~ ~c:r;;;r ~1F'fiT-trr ~rmtr l11'f ~ ~crtr~r q"{ a-a- ~ ;;r1~ 
~f:qcr "f:;;rcr :l;fCf~"{ c.pr er~m i'i "{Qa- ~. ;;rar ~ ~qii "{Tifilrfa-'fi t=cr~!f ~ 
'J.:~T en:~ ""'tl"rfcer Cfi~ff ~~ ~ tr~iT- 'lfQ ~ tr~T <ril'l" I li~ ~ wrrf~"fff ;;Tl=f I' 

~i'i ~;:rifi Q:trr Cfi~i'r Q""{ <ir~ mll'fff ;:r ~!qr 1 ~rq-f~ ~ err ~Cf~ lf~. f'fi ~ 
:!;fqi'J fcr:qr"{T <fiT ~f;:rerr<t qf~f.; iii l?q if ~>rT, ~lifT tr;rzr Q:~T CflTT ;;~r 
~a- 1 ~r Grmr ~ G!f.;zrrGT erh q-~ g11 tr~'fcr ~r. err ~r ~'fir zr~ >r=tf~ 
~ ~<fiT if sT~ a-a-r ~ I ~l1 ~"):qi'J ~lT~ ~ fo!i \if~ ~tfij 'fiJi if:q ~PTT, cr>rr 
err ~q;:rr arm ~ ~frt"crrzf f;:r~ 'fiT ~ ~;:r ~TiTT ~ f~q-r ~ ~ 1 err <rTT :3'rT'fiT 
crm ~r :3'trT Cf"{~ 'fiT ~'fi m\ ~rcrr zrr '#!J~m;;r' zrr 'f~~p:~;:r' <i~T ~. 
f;;rtriii ~er<:.r 'fiT ~T"{ tz•m•~<Ph i't ~~ru fCfilfT ~~ ~il: f;:;r;gCfiT fuCfiT"{ ~&r 
Cfif q-~~ <.fiT ~efT 9J<f Cfi@' ~fi:T<fi ~i'fTlfT \ifTi'J ~Iff ~ 1 ~;g~ f~ 'fi~f ;:rrqr 
~ merrr <.fiT n:a;:rr;;;r fc.pzrr ;;rrcrr ~, Cfi~T "{TGfrrrfcr <.fiT ~1"{ c.p~r fc.p~1 ;;r1~-



We hope, like Dr, Enzensberger, 
that a time will come when there 

will be no cold war. But, perhaps, 
by then, mankind will be deeply 
affected by scientific and technical 
progress. Langl!age even today, 
in certain progressive nations has 
become more of a feelingless instru­
ment. In reality, for poetry and lite­
rature, science has a more dangerous 
influence on language than politics. 
But since the ravages of cold war have 
notbeenable to erase our language­
have only made it more hot-the 
machine age will not be able to 
crush it under its wheels either. 

:q)-{ ~T"RT iiiT 1 ~ru ~ ifi<f\i ~wrr ~ f<fi iiJl ~ wi:q m ~~ 'fiT 
f;rcr<fi1: ~~T •mr q-~ ~ Cfi~€'1" ~. Cfi+T-~-Cfi;r ~ ~~ WIT~ ii"R wr:q CfiT 

r~'fif{ ~J!CfiT rr iil'fT~ I rr ~ r.r;f I 
~ 

~~~·nh 'fiT ~jfu ~ ~mrr Cfi"{ifl ~~ f~Q; ~f:;:rn ~T ~1m f<fi ~ffi ~ 
~~r"{ li" <fi"+ft-rr-<fi~T ~ta" ~)Cfi"{ ~T "{~ , q-"{ ~ ~<r aCfi fcrnrrr ~ 
~'>~" ~c=R :qfCTCfi f<f<fifmr ~T ~ ~ilt f<fi ~~ <fiT ~;r~cr :q-~1 :qj"{ :qf-r­
alff'fCJ<rT ~ ~ 7T~U "!:l"mOf tf:? ~T ~mr 1 fcrCfifmf ~ if cr) ~~ ~;r<r 
~T ~m-"OF~, i;:i:;r :q)-{ fcrmrr it <rrl:fr <fiT Q;Cfi ~T;rr aCfi lftf'>~"<fi m"{ mr.r­
~r<r r.rrrR it ~~err ITT ~T ~ I cr~fl!ffi fcr<fif~cr ~mm if ttl~ '31"A cfT~T 
~~T :qj~ '<fffiP-fiT ~~ cr~cr <fiT Q;Cfi "!:l";rrur ~ 1 crr~crcr it. Cfifcrcrr :qj~ 
~r%~ if; ~-+J-rqr <fit ~~;r :qj"{ ~~~~ m~f'fCfliT 1fi f~ -- "{T\ifilTfcr 
<fiT ~rqr fJJ"CfilT ~T <8Cf"{T ~T ~Cfi"CfT ~' \3"~ Cfi@ irfCTCfi '8Cf"{iilCfi ~Tlft-fcrnrrr 
'fiT ~rqr I ~f<firr ~Tcr ~ 'fiT :q"~Cferl"{T it m~ ~;rf"{T -rrm a~r ~THFlf <til 
~Cfi ~Cf"{T tr"{ \rtil:'J :q)"{ ~ <rrt"TlfT ~ crT ;r~Trr~rr ~ ~;r€'r gil" :qcR; ~) ~ 
:qq-it <=iT~ ~"{T CJ"{~ ~:q~ rr ~<Fir, ~r mm Cfi"{i'fT Cfi~fmr orgcr ~f:qa rr 
~lfT I 
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vier gedichte 
H. M. Enzensberger 

verteidigung der woelfe gegen die laemmer 

solider geler verg113melnnlcht fressen ? 
was verlangt ihr vom schakal, 
dal3 er sich haute, vom wolf? soli 

er sich selber ziehen die zahne? 

was gefallt euch nicht 
an politruks und an papsten, 
was guckt ihr blod aus der wasche 
auf den verlogenen blldschirm ? 

wer naht denn dem general 
den blutstreif an seine hose? wer 

zerlegt vor dem wucherer den kapaun ? 
wer hangt slch stolz das blech kreuz 
vor den knurrenden nabel ? wer 
nimmt das trinkgeld, den silberling, 
den schweigepfennig ? es gibt 
viel bestohlene, wenig diebe; wer 
applaudiert Ihnen denn, wer 
steckt die abzeichen an, wer 
lechzt nac.h der liige ? 

seht in den spiegel : felg, 
scheuend die miihsal der wahrheit, 
dem lernen abgeneigt, das denken 

iiberantwortend den wolfen, 
der nasenring euer teuerster schmuck, 
keine tauschung zu dumm, kein trost 

zu billig, jede erpressung 
1st fUr euch noch zu milde. 

ihr Jammer, schwestern sind, 
mit euch verglichen, die krahen: 
ihr blendet einer den andern. 
briiderlichkeit herrscht 
unter den wolfen: 
sie gehn in rudeln. 

gelobt sein die rauber: ihr, 
einladend zur vergewaltigung, 

werft euch aufs faule bett 
des gehorsams. winselnd noch 

liigt ihr. zerrissen 
wollt ihr werden. ihr 
andert die welt nicht. 
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four poems 
H. M. Enzensberger 

the wolves defended against the lambs 

NINE 

should the vultures eat forget-me-nots? 
what do you want the jackal to do, 
cut loose from his skin, or the wolf? should 
he pull his own teeth out of his head? 
what upsets you so much 
about commissars and popes? 
why do you gape at the fraudulent TV screen, 
as if someone just slipped you the shaft? 

and tell me who sews the ribbons 
all over the general's chest? who 
carves the capon up for the usurer? 
who proudly dangles an iron cross 
from his rumbling navel? who 
rakes In the tip, the thirty pieces 
of silver, the hush money? listen: there 
are plenty of victims, very few thieves; who's 
the first to applaud them, who 
pins on the merit badge, who's 
crazy for lies? 

look in the mirror: squirming. 
scared blind by the burden of truthfulness, 
skipping the trouble of learning, abandoning 

thought to the wolves, 
a nose ring your favorite trinket, 
no deception too stupid, no comfort 
too cheap, every -new blackmail 
still seems too mild to you. 

you lambs, why crows would be 
nuns stacked up against you: 
all of you hoodwink each other. 

fraternity's the rule 
among the wolves: 

they travel in packs. 

blessed are the thieves: you 
ask them up for a rape, then 
throw yourself down on the mouldy bed 

of submission. moaning 

you stick to your lies. you'd love 

to be torn limb from limb. you 

won't change the world. 



letztwillige verfuegung 

tut mlr doch die fahne aus dem geslcht, sie kitzelt: 

begrabt darin meine katze, begrabt sie dort, 

wo mein chromatischer garten war. 

nehmt den blechkranz von meiner brust, er scheppert so: 

werft ihn zu den statuen auf den schutt 

und schenkt die schleifen den huren, damlt sie sich 

schmUcken. 

sprecht die gebete ins telefon, aber schneidet den draht ab: 

oder wickelt sie in ein taschentuch voller semmelbrosel 

fUr die bloden fische lm tUmpel. 

soli der bischof zu haus bleiben und sich betrinken: 

gebt ihm eln faJ3chen rum, 

er wird durst haben von der predigt. 

und laf3t mich mit denksteinen und zylindern zufrieden: 

pflastert mit dem schonen basalt eine gasse, die niemand 
bewohnt, 

eine gasse flir vogel. 

In meinem koffer ist viel bekritztes papier fiir meinen 
winzigen vetter: 

der soli luftschiffe falten daraus, schon von der brUcke 
segelnde, 

die im fluB ersaufen. 

was Ubrig bleibt: eine unterhose ein feuerzeug ein 
schoner opal 

und ein wecker, das mUI3t ihr kalllsthenes schenken, dem 
lumpenhandler. 

und dazu ein gehoriges trinkgeld. 

urn die auferstehung des fleisches inzwischen und das ewige 
Ieben 

werde ich mich, wenn es euch recht 1st, selber bekiimmern: 

es 1st meine sache, nicht wahr? lebt wohl. 

im nachttisch sind noch ein paar zigaretten. 

TEN 



get your flag out of my face, it tickles! 

bury my cat inside, bury her over there, 

where my chromatic garden used to be ! 

and get that tinny wreath off my chest, it's rattling too much ; 
toss it over to the statues on the garbage heap, 

and give the ribbon to some biddies to doll themselves up. 

say your prayers over the telephone, but first cut the wires, 

or wrap them up in a handkerchief full of bread-crumbs 
for the stupid fish in the puddles. 

let the bishop stay at home and get plastered! 
give him a barrel of rum, 

he's going to be dry from the sermon. 

last Will and testament and get off my back with your tombstones and stovepipe hats! 

use the fancy marble to pave an alley where nobody lives, 

ELEVEN 

an alley for pigeons. 

my suitcase Is full of scribbled pieces of paper for my little 

cousin, 
who can fold them into airplanes, fancy ones for sailing off the 

bridge 
so they drown In the river. 

anything that's left (a pair of drawers a lighter a fancy birthstone 

and an alarm clock) i want you to give to calllsthenes the junk man 

and toss In a fat tip. 

as for the resurrection of the flesh however and life everlasting 

I will, If it's all the same to you, take care of that on my own; 

It's my affair, after all. live and be well! 

there's a couple of butts left on the dresser. 



auf das grab eines friedlichen mannes 

dleser da war keln menschenfreund, 
mled versammlungen, kaufhauser, arenen. 
selnesgleichen fleisch al3 er nicht. 

auf den straf3en ging die gewalt 

lachelnd, nicht nackt. 
aber es waren schrele am hlmmel. 

die gesichter der leute waren nicht deutllch. 

sfe schlenen zertrummert, 
noch ehe der schlag gefallen war. 

elnes, um das er zeltlebens gekampft hat. 
mit wortern und zahnen, lngrlmmlg. 

hinterlistlg, auf elgene faust: 

das ding, das er seine ruhe nannte 
da er es hat, nun ist kein mund mehr 
an selnem gebeln, es zu schmecken. 
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for the grave of a peace-loving man 

THIRTEEN 

this one was no philanthropist, 
avoided meetings, stadiums, the large stores, 
did not eat the flesh of his own kind. 

violence walked the streets, 
smiling, not naked. 
but there were screams in the sky. 

people's faces were not very clear. 
they seemed to be battered 
even before the blow had struck home. 

one thing for which he fought all his life, 
with words, tooth and claw, grimly, 
cunningly, off his own bat-

the thing which he called his peace, 
now that he's got it, there is no longer a mouth 
over his bones, to taste It with. 



karl heinrich marx 

rleslger grol3vater 

jahvebartig 

auf braunen daguerreotyplen 

ich seh dein gesicht 

In der schlohweil3en aura 
selbstherrlich streitbar 

und die papiere lm vertlko: 

metzgersrechnungen 

lnauguraladressen 

steckbriefe 

delnen massigen leib 

seh ich lm fahndungsbuch 

rlesiger hochverrater 

displaced person 
In bratenrock und plastron 

schwindsuchtig schlaflos 

die galle verbrannt 

von schweren zigarren 

salzgurken laudanum 

und likor 

ich seh dein haus 
in der rue d'alliance 

dean street grafton terrace 

riesiger bourgeois 

haustyrann 

in zersch I issnen pantoffeln: 

rul3 und »okonomlsche schelf3e<i 

pfandlelhen »Wie gewohnllch« 

kindersarge 
hi ntertre ppengesch ichten 

keine mltrallleuse 

in deiner prophetenhand: 

ich seh sie ruhlg 

im british museum 
unter der gri.inen lampe 
mit furchterlicher geduld 

deln elgenes haus zerbrechen 

rlesiger grunder 
andern hausern zullebe 
In denen du nimmer erwacht bist 

rlesiger zaddi k 
lch seh dich verraten 
von deinen anhangern: 

nur deine feinde 
sind dir geblleben: 

lch seh deln gesicht 

auf dem letzten bild 
vom april zweiundachtzlg: 

eine eiserne maske: 
die eiserne maske der freiheit 
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FIFTEEN 

karl heinrich marx 

gigantic grandfather 
jehovah-bearded 

on brown daguerrotypes 
i see your face 

in the snow-white aura 
despotic quarrelsome 

and your papers in the linen press: 
butcher's bills 

Inaugural addresses 

warrants for your arrest 

your massive body 

i see in the •wanted' book 
gigantic traitor 
displaced person 

in tail coat and plastron 

consumptive sleepless 

your gall-bladder scorched 
by heavy cigars 

salted gherkins laudanum 
and liqueur 

I see your house 

In the rue d'alliance 

dean street grafton terrace 

gigantic bourgeois 

domestic tyrant 

In Worn-out slippers: 

soot and "economic shit" 
usury "as usual'' 

children's coffins 

rumours of sordid affairs 

no machine-gun 
In your prophet's hand: 

I see it calmly 
in the british museum 

under the green lamp 
break up your own house 

with a terrible patience 

gigantic founder 
for the sake of other houses 
in which you never woke up 

gigantic zaddik 
i see you betrayed 
by your disciples: 
only your enemies 
remained what they were: 

I see your face 

on the last picture 

of april eighty- two: 

an iron mask: 

the iron mask of freedom 



on translating 

poetry 

Shrikant Varma 

The act of translating a poem is the act of recreating a poem. 
The verse-translation of a poem Is not translation In the strict sense 
of the word. In such a translation the poet-translator repeats the 
experience of the poet as well as his own. This does not mean the 
translator reconstructs his world. In the process of translation the 
world of the poet dissolves In the world of translator. The translator 
creates a new world which has the essence and perfume of both the 
worlds. He Is condemned to do so as he has to relate the experie­

nce of the poet In a language which has different associations for the 
same experience and meaning. For example the word •spring' In a 
poem by Pasternak may easily be translated as •vasant' In Hindi. 
But the moment the trans Ia tor uses •vasant', the world 
of Pasternak may dissolve In an Indian world and a new world Is 
created which belongs neither to the poet nor to the translator. The 
word •fog' In any poem by T.S. Eliot can be translated as 'kuhra' in 
Hindi. But 'kuhra' will arouse a somewhat different expectation In 
the mind of a Hindi reader. Can one feel the warmth of a Russian 
Spring in any other language except Russian ? Can one Illuminate the 
world behind the fog In a London street through Bengali, Persian or 

Chinese? 

The world of translation Is deceptive. The greater the decep­
tion, the better the translation. A good translation can only create 
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SEVENTEEN 

an illusion of the original. In such a translation there is no loss of 

poetry. The poetry which is lost in translation is replaced by the 
poetry created by the translator. In this metamorphosis the poem 
emerges as a much more colourful poem. 

While in a standard translation the two cultures dissolve, in 
a bad translation the two worlds crumble. A bad translation is a 
disaster. It doesn't recreate. It destroys. A bad translator is a bad 
poet as well as a bad critic. His understanding of poetry is academic. 
His responses are fixed and his ears are trained. He attempts at dis­
covering the meaning of a poem. And then according to his under­
standing of poetry he defines the meaning of the poem through his 
own idiom. In this way he reduces a Pushkin to a dwarf, a Mayako­

vsky to a monster and a Shakespeare to a shopkeeper. It is intere· 
sting to note that a number of post-chhayavadi Hindi poets, still at 
work, have simplified the process of translation to the extent that it 
has become a mere intellectual exercise. 

One has to understand that there is nothing like •Art of trans­
lation' as there is nothing like 'Art of poetry'. In a world, where 

every word has lost its meaning, •art' is a dirty word. The so called 

•Art' of any art is nothing but commercial art. Translation is not a 

device. Nor is it a lesson to be prescribed for the ambitious but 

untalented and uncreative. It is a fallacy to believe that the problem 

is, how to translate ? The problem is who is the translator ? Is he 

the blessed hack who is liberated from all creative sufferings or is he 

the condemned poet who suffers while he creates ? 

The worst translations are by professionals. A professional doesn't 
choose as he has nothing to choose. To him all poems convey 

the same urge. The problem of choice is with a poet only who 
while choosing a poem for translation identifies himself with the poem. 

It is impossible to identify oneself with the whole range of a poet's 
sensibility. Every poet has a unique world of experience. Only an 

imitator can boast that he has lived the whole range of a poet's ex­
perience who lived the unique moments of his life alone and aloof. 
It is just accidental that a translator finds the echo of his own experi­

ence in a certain poem by a certain poet, who is a stranger to his 
own world of living. The bilingual edition of Baudelaire's poems 

edited by Marthiel & Jackson Mathews* includes translations by 30 

different translators. The editors could have easily chosen transla­
tions by a single translator. But they preferred to include different 

attempts by different poets. In their preface they remark "No one 
can translate all of the poems of a great poet. A translator's range, 

even if he is better poet than the one he is translating, will not coin­
cide with the range of his model; their sensibilities will vibrate toge­

ther only within limits.'' 

The choice of a poem is the choice of one's own sensibility. A 

translator works upon his own sensibility. He gives a name to an 

*Flowers of Evil : Routlege & Kegan Paul, London. 



experience to which the poet has already given a name. It is futile to 

put translation face to face with the original text. Translation is not 
the best way to read the text. No translation can do justice to the 
original. 

Each translation is a new edition of a poem. Every time a poem 

Is translated it undergoes certain chemical changes. These changes 

do not necessarily make a translation Insincere. Only that translation 

is insincere which consciously or unconsciously makes qualitative 

changes in a poem. A recent American anthology of Hindi poetry* 

edited by an Indian scholar and translated by six American poets 

carries a number of poems which were extremely dull in original. 

·But the translators have made them amazingly alive. Should we thank 

the translators or should we take them to task? The failure of these 

six well meaning Americans is the failure of all those people who try 

to reconstruct their own world around an object which fascinates 

them. They have not known the other world. But the attraction of 
the unknown world is so intense that as soon as they get a glimpse of 
it, they relate it to their own condition. In an attempt to possess the 
world behind a poem they destroy the poem. 

It is interesting to note that most of the poets in this anthology 

appear to be pseudo-western poets who have half-baked sensibility. 
The translators were deceived by their Indian counterparts as in their 

poems they heard the echoes of what they were longing for. As soon 

as the translators heard these echoes, which to them was almost a call 

from a mysterious land, they started relating these poems to their 
own local conditions and created new poems full of fancies which 
never belonged to the poets. They discovered a meaning in these 
poems which suited them. 

No one can translate a sensibility. One can only discover a sensi­
bility. But the discovery must be real. It is foul to Impose one's own 

fancies on a poem which was created under certain different impulses. 

With almost hostile cultures it will become more and more difficult 

to suit a foreign poet in one's own language. It was easier for T.S. 

Eliot to translate St. John Perse in English. St. John Perse had to 

cross the English channel only. Though in itself an impossible task, 

it was worthwhile for Pasternak to render Shakespeare into Russian. 

The bard had to manage only a visa for himself. But it is almost 

impossible to revive the spirit of Homer in a language which never 

had the Greek past. Through an Indian language one can know Homer 

but one cannot have a Homer. A great poet belongs to his own 

language. To measure his greatness one has to read him in original. 

He cannot be repeated in any other language. While conceding that 

one has to create a new poem out of the original one, a translator 

must remember that by making any qualitative change in the poem or 
adding local colours to it, he is destroying a poem. 

While recreating a poem one has to work within the range of 

a poet's sensibility. Otherwise all good poets are bound to be dest­

royed by all bad translators. 

*Modern Hindi Poetry edited by Vidya Nivas Mishra; Indiana University Press, 

Bloomington. 
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problems of 

translation 

Gopal Sharma 

I am Introducing a prosaic subJect this evening. When the purpose 
of translation is aesthetic, which is achieved by extremely complex 

means one can dismiss the subject by saying: 

The flowering moments of the mind 

Drop half their petals In speech-and ! In translation. 

But the moments I am talking about do not flower, they grow like a 
crop and no reluctant quivering fmgers pluck them, but are reaped 
manually or mechanically. The non-literary subjects like Physics, 
Chemistry, Psychology, Law, look at things and events in a different 
way. For example the people of this field would ask : 

Does the man go round the squirrel ? He goes round the tree, sure 

enough and the squirrel is on the tree. But does he go round the 

squirrel? This is a very very fundamental metaphysical enquiry. In the 

transition from an enquiry to a conclusion there is a long complicated 

chain of observations which reduced to description would be distaste-



fully unaesthetic and disparingly unintelligible. A technologist once 

described the working of a machine to a villager:-

'lt works by means of a pedal attachment to a fulcrum lever which 

converts a vertical reciprocal motion into a circular movement. The 

principle part of it is a huge disc that revolves in a vertical plane. 

Power is applied through the axis of the disc and the work is done 

on the periphery where the hardest steel by mere impact may be 

reduced to any shape.' 

The villager looked at him in gaping wonderment. 

The object of description was a grind stone. The language he em­

ployed was, of course English. The ludicrous abstruse enquiry and a 

monstrous manner of description adequately warn us, that when we 

talk about the translation of the non-literary subjects we are in for 
trouble. 

When we are confronted with two languages with God forsaken sub­
jects like the one mentioned above we are between the two stones 

of the Grind-mill. One of our saint poets has said-

I 

Between the grinding action of two languages the meaning and know­

ledge are in jeopardy. The other day here, we have discussed how 

meaning and the word lose their intimate connection-a non-duality­
in politics. This is taken for granted in a pragmatic manner. In 

literature It has been even a source of aesthetic pleasure. But in 

science such a meaning will mean the very negation of knowledge. 

The whole tool of expression is •sense-realistic.' The words called the 

technical terms are stuffed heavily with concepts of the reals known 
through observations, i.e. senses. 

Now English, through a long tradition of European sense-realism 
developed a jargon for science while other languages like Hindi which 

have predominantly been employed for aesthetic purposes, have yet 

to formulate it and crystalise it. Hence, every Hindi translator of 
technical text is a pioneer in expression. 

Scientific treatment of a phenomenon culminates in a definition, which 

in itself Is wrapped up in a symbol or a group of symbols called 

technical terms or technical expressions. Several connected definitions 

or technical terms form another definition and another technical term. 

Thus the whole scientific language is a system of compressed senten­

ces. When the scientist finds that terms are inadequate he uses 
symbols. In his desire for precision he avoides all dialatory procedures 

and resorts to escapist facile word formation devices like prefixes 

suffixes, compounds portmanteau expressions and the like. His love 

for mechanical devices is natural. Therefore, the early originators 

of technical terms have reclined on classical languages very extensively 

because their mechanical possibilities were immense. Right from 

Galilio to Albert Einstein the scientists have bothered little about 

TWENTY 



TWENTY-ONE 

improving or simplyfying or giving aesthetic touches to scientific 
technical terms. 

All the world over, they are so passionately in love with their 
complicated celebration to the utter neglect of its verbal counterpart 

that they would stake their life for a set of lexical units which have 
been handed down to them by their ancestors, howsoever inadequate 

they might now actually be from the semantic considerations. Their 

termogenetics is strangely conservative and their lingogens have 
developed an organic hypertrophy in the otherwise normally growing 
languages. 

With the rapid growth of scientific knowledge languages coming into 

picture at a later stage had no choice but to translate. Here begins 

the trouble of Hindi. Therefore, the problems of translation in non­

literary fields in Hindi relate to terminology and appropriate diction. 
Hindi language, as I have already pointed out, has little tradition of 

sense-realism and any person translating a scientific text should be 

treated as a pioneer. A great deal of pioneering was done in the later 
half of the 19th century and the initial decades of the twentieth 

century both for developing terminology as well as technical style of 

writing. The writers of this period had found a way of their own to 

maintain a fair balance of simple and scholastic diction at least In the 

fields of social sciences. Since they were the initiators in this field 

they proceeded with a greater responsibility and foresight. Pandit 

Mahavir Prasad Divedi, whose contribution to standardization of 

Hindi is most valuable, himself set an example. 

'<z:~ srfa'lT~<f ~ 11Q: f.g;a g'l;!"T f;:p ififiTCf 'l;f'h:: ;nf~lfef liT <iii:."<: i:f 9i~ ~ I 

;:;rQr ~r =or'f;;:ff 'fiT 'l;fT!:fij" lf TfiTGT~T ~ffiT ~ cr~t 'iTTf~cr· m ';:p~' q;r ~~ 
rrf+rcr <:~err ~ 1 q""{ ;:;r~r f'fiij"f =orr;;r ~ cr~~ i:f ~qit tf~ ~ ;r('Rcr ~rcrr ~ cr~ 
'CfiT+rcr' cr.r 'l;f~ ~f:;:rc:r ~rcrr ~ <r~ ;z:aifT '1i"lti"C ~i:f ~~;:;r1 ~~ value ~ 
price 'fiT ~ ij"+puit ~ futz Cfi~<rT '1~ 1 ~+qfD"-m~ f~;:~r i:f f~ ~1 
if~ =q)qr ~ 1 <rQ ~~;:;r1 +IT'll 'fiT it~~ ~q srrccr giD ~ ~ ~·lj';:;r) if ~<if'fa 
~TifT ~) ~ ~:,f ij ~~ ~ value 'fiT ~~ iTTf~l:ffi ~ m price 'fiT CfiTiTa I 

;z:~T ~ CfiTiTa ~h +nf~11a 'fiT aHCf+lf GT~~T ~ifT ~;rit l!l'frf~ ij"lf+tiT I 

'·· .... ············('lg 69) 

' • · · • • · · · · • • • · · •• 'CfiTrr;:;r1 ~qit ~qfQ; Cfi~~T l'ftet 'fiT fif;;r ;f ~~ +lf CfiT+ffi 

<r~r l ... ('lg 104) 

ij"+qf;:r ~~n~ 

(First decade of 20th cent.) 

But later on this genial and liberal approach to expression in technical 

fields was discarded. Wrong notions and orthodox procedures about 
evolution of terminology aggravated the situation. Perhaps the 

commonly accepted and fairly intelligible use of Social and Philosophic 

terms of Sanskrit origin coupled with escapist practice of running to 

classical languages for rescue among European Scientists, inspired the 

Indian linguists to adopt sanskritization as an article of faith in the 

construction of all technical words. The persistance of incubation by 

~-.~-.~·:',;;-~·; .· .... ',.,\ 

1.: \\··~-~i '~t . ..~-.! \.• 
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the mother language developed certain inhibitions in the daughter. 
Sanskrit is now thwarting Hindi's separate identity. 

Extremist puritanical efforts have deliberately weaned out the words 
of common usage and universally accepted words of Science called the 
International Terminology. An illustration of a translation done with 
puristic bent of mind would make it abundantly clear as to how com­
paratively simple meaning gets unnecessarily Involved. 

~ f.:rcfts (pressure) f\il'~ <fiH.\!:1" ~ •A.aif~rr Cfi~T it ~ ~TCJi~ qy;:fr 
~~f~ fcr;nl!<r it :;n;rr lf!:fT, m~c:fr<:r frrq-16 CfiQ:~rc:rr ~ 3A"i1: ll~ fiifilff 3A"T~fcr 
(osmosis) ~ToT ~ 1 ~ij" 5fCfiT<: 3A"T~fcr CJiT f~rrcr ~ ~ fcp- llf~ G"T f~­
<:rrrr ~ ~~~ it wcr<: ~ m-~ :arr Gl"rrr Eli crr:q cp)~ 3A"crifcfcte<:r ~r 
(semi-permeable membrane) ~ efT Cfi~T Efi [T"{T 5f~fcr (diffusion) ~fJ 

Wl'iH ~TlfT f<Ii \ii'Cf Cf<fi G"Trrr 3;1')<: ~cr)~ (equilibrium) p:nfq-cr ii~T ~) \ii'TCfT 
crcr o'fi ~~f..~cr f~ lR" ~)err \ifntlfT 1 

Given a terminology with a different and more realistic philosophy 
this piece would have read-

~ c::rcr f\il'~ 'fin:~ q-r;;r ~fl 3;1'~G"r<:l'fl=rr f~;nr ~ ~T'fi<: rrr~ 'Efffi it :;:r~r 
\ii'Tll '<:fJFfiq\!:1" G"Tcr' (osmotic pressure) Cfi~\1TCfT 3;1"'\<: ~ 'EfC:iiT '<:fJTCfiq\!:1"' 
(osmosis) ~\11CI'T ~ I llfG" G"T ~ f\il'rr~ m~rr it wa<: ~) f'fi~T 3;1"~ 
l111:lll=lf fm\11 aru 3A"\1lf ~r a) ~~ 'EfT;:;r ij- G"RT f4tiC:<.>!T it ~)~ m~ 'EfT~ 
it \l!TlllfT \ii'Cf CfCfi f'fi c::)rr) 'EfT<.>!T 'fiT rrr~rq;; cr<:t<H ;; ~) \ii'Tll I ~T <:~T<fiq\!:1" 
'fiT ffJ:aRr ~ I 

These abstractional lexical adventures have developed different styles 
of words. I have described the puristic. There is another which has 
created words of radical nature, though not substantial in coverage of 
different fields of knowledge. This school is identified by the choice 
of base and word formation techniques. Hindi has for long been 
juxtaposed to an allied language Urdu, which has made no mean con­
tribution to developing facility of expression and determining its 
diction in Belles Lettres. The radical school inspired by a genuine 
desire for simplicity prepared a glossary with common elements of 
Hindi and Urdu and their inherent word formation possibilities with 
their latent grammatical resources e.g. terms of this class could be 

~q.forrr, 3;fqT~r<:r, ;;ra<:':OG"n::r, ~rc::r~, ~\1CJT ~)~, fJliT\ii'T-lfr~ ~c<:rrfG" r 

But a large number of Hindi scholars did not favour this effort. They 
entertain a peculiar snobbery in the field of expression and decry such 
words as slang. However, we as translators, before we could make a 
comparative evaluation of such technical synonyms of different castes, 
were confronted with a confounding plurality of translations of 
technical terms. Books written with different sets of terminologies 
made the confusion worse confounded. At a late stage however 

Government of India came to our rescue. 

The two Commissions, one for Legal and another for Scientific & 
Technical Terminology have solved the problem by issuing authorlta-
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tive glossaries. It is agreed that in the transitional stages of develop­
ment of a language nothing is final but for purposes of translation, 

book-~riting and education, the glossaries published by Government 
of lndra have to be treated as provisionally final. 

Scientists who met under the auspices of Ministry of Education have 

:onsiderably toned down the Sanskritic content. They have also 
rncluded the internationally accepted names, and have disfavoured 

replacement of current words like motor, rail, etc. by new coinages. 
Excessive dependence of Science on technical terms howsoever 

moderated in texture, is still posing problems of syntax and clear 
narration. 

But contrary to this one more fact calls for our attention. In the 

fields of journalism and science, translation requires to be done with 
expedition. It almost amounts to a speedy transmission of an idea 

from one language to another, irrespective of their differing structure 
patterns and genius. Midnight translations of news items, political 

despatches and instantaneous translations in U.N.O. and Sansad 
require almost a mechanical conversion of a reflex action type. Trans­

lator in these circumstances must be able to master two sets of 

corresponding linguistic devices for a comprehensive body of ideas and 

patterns of expression, so that cerebration is reduced to the minimum 

resulting in a speedy translation. It would be something like main­

taining a conversion table of words, phrases and expressions in the 

memory. 

Thus for all practical purposes, in a large measure, translation has to 

be developed as a craft. Dr. johnson once defined translation thus­

"To translate is to change into another language retaining the sense." 

This supports the idea of craft. A craft is a perfected skill in execu­
tion. It is a composite ability com.isting of many harmonised 

movements. This applied to translation would mean analytical study 

of syntax, expressional patterns including vocabulary, phrases, idioms 

etc. of the two languages in order to establish correspondence between 

them. The translators in Hindi badly require such ready references 

for their day to day use, almost in all subjects. 

Speed is the enemy of spontaneity. It is admitted that conversion 

tables proposed above would make the translator mechanical. But 

it is in preparing these conversion tables that one has to plant the 

saplings of simple diction. Great foresight and care is required for 

preparing these glossaries. A.I.R. has compiled one for translating 

current affairs. It is meant for departmental news and features and 

has not been published. 

Hindi authors and translators of Science subjects lack confidence in 
their own understanding. Their entire scientific thinking is based on 

verbal images of English language. This habit coupled with inadequate 

attainment of Hindi compels them to stick closely to the English 

pattern of expression. 

Fortunately growth of General Science and popular Science literature 



is exercising a salutary effect on Science diction, which seems to be 
progressively relaxing its· horrid definitive terseness. This will give 
breath to the translator to evaluate the terms and employ alternative 
devices to make his narrative congenial, palatable and easily 

intelligible. 

I would now refer to the problems of translation of a different field. 
'The language of the law vies in antiquity with that of religion,' and 
so does the manner of translating the legal codes. Word for word 
and linear translation prescribed in case of the Bible in the early days 
is insisted upon even today. Laws of the British days and for that 
matter of the post-independence period in India, employ a host of 
Latin and other foreign expressions. Once, in England, a county 
member complained against this tendency. Another member replied 
with a straight face that he would examine the matter de novo that it 
was sine qua non that reports shoul·d be Intelligible, but that every 
Latin expression was not ipso facto un-intelligible'---·-The Com­
plaining member then replied "Will you inter alia form an ad hoc 
committee or would this be ultra vires?" 

This tradition of English legal diction has encouraged the Hindi 
draftsmen to perpetrate phrases and expressions from a language of 

parallel antiquity Q;<:'nrru, fcrfqrrr ~P:r~, Q;a-f~+r<:{ ~q; \3'tr<ffc:ra-, ~~T%, 

etc. 

The translators of legal and procedural codes feel that a jumble of 
clauses and subclauses, complex and compound sentences, is not the 
inevitable destiny of laws In modern Indian languages. Some sensible 
legal expert should disentangle himself and think anew as to how we 
can best bring out the provisions of law In a simple straight-forward 
manner. Perhaps law has nothing to do with epithets such as •simple' 
and 'straight forward.' I see no reason why-•whereas it is expe-

dient' need. be translated as :J;ffi: lfQ: 'ill:fr:q'f;:r ~ f<p and not as 

'"tf<fi" lf~ oT<fi or \3'f"fa- ~ fiii ...... or it is hereby enacted lfQ: t:!;ID~T 

:l;ffc:rfrr<rf+ra- fcti"<rT urmr ~ . ... and not ~ij~ GJf~Q; ~ ~fclfrrz:p:r crrrr<rr 
urrm ~ etc. 

Likewise why must we say \3'oiQ;, \3'0C!'Tt:!;, \3'ZT~ lf Cfi"H~ ~T, \3'0cfTi't it 
Cf.H~ ~) ? Why must we accept the hair splits of a human action as 
they are embodied in synonyms and cognates of English Language? 

Why 'thirty six calendar months' be 'ci'9trr ~ ~~·hr +rQT~ (and not 

Cl'Til qq) and "not less than" be ~ :l;fi'lJ:<f ? it all appears to me 
painfully fatalistic. 

There are several other problems of the translation which cannot be 
discussed extensively in such a short span of time. But I feel that 
those engaged in this activity have a responsibility of developing new 
usages and vocabulary, academic and popular styles during the critical 

period of development of Hindi and it would be better if they are made 

to think on the technique of their work, through seminars, group 

discussions, etc. Delhi University is running a regular certificate course 
for training prospective translators but very few are taking advantage 

of it. 
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language and 
identity 

S. H. Vatsyayan 

The japanese have no word for •Man'. The word they use is made 

up of two elements meaning •human' and •between' ; so that man Is 
merely the 'human between'. In Hindi-In the Indian languages gene­

rally-it may be said that there Is no exact equivalent for the English 
Word 'Duty' ; the words used carrying rather more the meaning of 
repayment of a debt. 

Now it is possible to conclude that the Indian, therefore, has no sense 

of duty; certainly Baden-Powell drew a similar conclusion from his 

assertion that 'the Indian languages had no word for honesty'. By the 

same token, one may conclude that the Japanese do not visualise 
themselves as men. But without carrying the point to absurdity one 
may consider how exactly •Man doing his Duty' would be conceptua­

lised within this Indo-japanese framework, '•The human between re­
trieving his debt." Between what and what ? Between whom and 
whom l Whose debt or to what ? 

Of course, there are answers. There generally are answers to ques­

tions of this kind. In fact one might even say that the more complex 

the questions the more elaborate the answers. But such answers are 

rarely easy ones and almost never very brief ones. And that is what 

makes language for any serious or sensitive user, an expression of 
identity. 



When I told a western friend that to the Japanese •Man' was only 

the •human between', he asked the inevitable question which I had 

also earlier put to japanese friends : •·Between what and what ?" For 
myself, I had vaguely thought that it might refer to man's position 
between heaven and earth, the human between joining or separating 

the divine and the mundane. To make this notion plausible an ana­

logy was available in the traditional japanese flower arrangement ; in 
it there are always three levels or directions integrating the 'three 

principles'-the sky-principle, the man-principle and the earth­
principle. But I was told by my Japanese friends that the 'between' 
referred to other human beings-other 'human betweens'-and that it 

emphasised the social aspect of man. I am not sure if this is entirely 

true-1 mean I am not convinced that the between-ness is to be un­

derstood as referring only to man's need of community, though 

certainly this must be one of the relationships connoted by the word. 
But if it were true, or even if it were true, the second question which 
again my western friend put to me would seem inevitably to arise: 
wasn't there a self-reference there-one which seemed to my west­
ern friend to be characteristic of the inscrutable japanese ? The 
•human between' between other 'human betweens': really, really ..... . 

The pursuit of the predicative part is no less mystifying. Retrieving 
a debt to whom ? Both the japanese and the Indian conceive of duty 
as part of a code of cosmic relationships in which one is endlessly 

incurring and repaying debts-debts to the gods, to the race, .to 
society, to the parent, to the teacher-in short to everybody With 

whom one ever has or has had anything to do. 

This is not a preface to an exercise in metaphysics. It is a preface to 

a statement about language. The point Is that when I say "Man 
doing his Duty", and when I say "the human between retrieving 

a debt", I am on the one hand making interchangeable and seemingly 

identical statements, translating one statement into the other; but, 
on the other hand I am simultaneously making two completely diff­

erent statements also-two profounder and more far-reaching state­

ments too. Each carries with it a statement of a world-view of which 
I may or may not be conscious, but which cannot be separated from 
the words in which it is expressed. The man who naturally talks of 

•Man doing his Duty' lives in a different world-order from the man 

who thinks of 'the human between repaying his debts'. 

It is through the language I speak that 1 choose the world-order in which 
I live or rather I am chosen by the world-order to which I belong : I 
am chosen, I am assigned a place, given a function, given the freedom 

to fulfil it. 

Language is the most powerful and the most effective instrument of 
culture, because it is the most important vehicle for the sense of be­
longing. It follows negatively, of course, that language can be a powerful 
divisive force. We would not have to go far to seek illustrations of 

this negative power. B Ut such power stems from an exaggerated 

sense of threatened identity. That sense of identity itself is wedded 

to language and a product of language in use. For, before one 

begins to belong to language, language must belong to him; and this 

belonging comes neither by birth nor by the study of grammar but 
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by use. The deeper, the more extensive, the more comprehensive 
the use of language, the richer it becomes and the more it enriches 
its users. And such a use of language is not an exigent or a concom­
itant use; not the use that an administrator, or a public relations man, 
a merchant or even a scholar might make. It is only when a com­
mitment to language means a commitment to experience in that 
language, that use of language is enriching; only language so used may 
be considered an instrument of culture and of identity. 

I am convinced that such a view of language and its contribution to 
the identity of the user is valid at all times and places. To say so 
could Imply that it need not be argued from time to time, or even 
asserted at all. We do not go about proving that two and two makes 
four. But it seems to me that there Is a present context in which we 
do need to re-assert this, a context In which we not qnly have to 
claim again that two and two makes four, but to try and prove it; 
because there is a very real sense in which it has ceased to be true. 
For the twos have continuously been whittled down while the fours 
have been steadily inflated. We will all remember George Orwell's 
wry comment about certain kinds of socialism In which •all men are 
equal but some are more equal than others'. 

While it would be my effort to concentrate on the writer's or the 
creative use of language and Its bearing on the defence or the achieve­
ment of id~ntlty, the argument cannot be limited to literature because 
It is impossible today to consider literature in Isolation. Politics and 
its techniques for creating mass opinion on the one hand, and the 
totally apolitical world of Big Business creating patterns of mass 
responses on the other, have set up Inflationary spirals in the world 
of language currency which a writer is pitted against. One need not 
mention journalism and state bureaucracy separately here ; they fall 
into their places in one or the other of the two categories named 
above. journalism may sometimes seem to belong in one, and at 
others in the other category, but Is seldom seen to be outside the 
ambit of both. On rare occasions when journalists or editors have 
shown a concern for language as an intrinsic value, they have been 
regarded as moving outside their proper field, or indulging in snob­
bism to Inveigle a particular kind of client, or just putting on airs! 
In short, It Is recognised that Politics and Business do and must 
destroy value in terms of language; the 'man in the street' tends also 
to accept this as inevitable and therefore somehow right: what is he 
to do anyway, if he Is in what turns out to be only a one-way streetl 

However acute the dislike of the writer today may be for the stance 
of a literary St. George rescuing the linguistic damsel-in-distress, 
there Is no escape from the realisation that the Rape of the Mind Is in 
essence the Rape of Language, and that anguage is today subject to 

the grossest violence and abuse all over the world. 

The writer resents having to strike heroic poses. It is not only that 
the temper of the times is against such an attitude, or that the 
Individual has been cut down to size (or perhaps to less than size) in 
a modern world and also been made so acutely conscious of his puny 
stature. It is also that so far as language is concerned, he cannot 
forget that language is not and cannot be his exclusive estate: that 



besides being the means for the creative pursuit of values and the 
communication of intrinsic experience, words are, have been and 
must continue to be the vehicles of countless ordinary, commonplace 
and even insignificant purposes and activities. Not only that: the 
writer cannot dismiss either these activities or such uses. For, 

besides thE1 fact that these are often the material of his own creations, 
in dismissing them he would run the risk of preciosity, and even 

incomprehensibleness. Thus, though he fights an enemy he cannot 

barricade himself against the enemy: he has to allow his defences to 
be infiltrated, to establish rapport and even a modus vivendi with the 
enemy. It need hardly be said that these additional compulsions do not 

go to make a situation palatable that was distasteful to begin with. 

Is there something new in the writers' situation today, or have these 
pressures always existed ? 

Language has, of course, always been the medium of commonplace 
pursuits: in that respect there has not been a fundamental change. 
But while in the past language so used still recognised precision, a 
certain congruence of word and meaning, as a value, it seems no 

longer the case today. I am not referring to the hypocrisies of polite 

intercourse, or even of orthodox diplomacy, where a set of known 

conventions enabled people to understand precisely what words stood 

for, even if they were made to stand for meanings other than 

established ones. In such use there was a substitution, but always 

within a framework of correspondence or equivalence : something 
that can no longer be said today. Meanings today become relative to 
the needs and purposes of the user-in this case the State, the political 
leader, or the business boss and these purposes are not made known to 
the other side-to the people on whom (I could almost say against 

whom !) words are used : there is no shared or known convention. 

Those of us who use cars or hope to own a car one day think of 

themselves as having a 'big' car or a 'small' car-some choosing on the 

basis of their needs, others on the basis of what they could afford. 

But if you are in the U.S.A. you cannot be sure any more, unless of 
course you share the American compuision to go for the biggest. 
Indeed you have to subscribe to it whether you will it or not : you 

have the choice of the 'big' car or the •biggest little compact' car­

never the 'small' one. There cannot be anything small in the 
American dream: or rather the things that are small cannot be 
referred to as being such. You are in a jumbo-sized rat-race, as it 

were: you may be allowed to be a "giant-sized midget", if you can 
figure out what proportions that gives you, but you cannot be just 
the ordinary little man. Regardless of the measure of your need, 
you cannot buy anything small: you have the choice of Giant, 
jumbo, Economy or Family sizes; you buy not at such-and-such a 
price but at so much 'off' what you therefore assume the price must 

be. So that everything offered to you seems to be relative to a 

standard or norm and bigger or better than that standard or norm; 

but you never really encounter such an entity because it does not 

in fact exist. You live in a universe that has been re/ativ/sed not just 

to an abstraction but to something non-existent. And you are deliber­

ately, calculatingly made increasingly dependent on this basis of 
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evaluation: all your judgments of value have to be referred to 
something which does not in reality exist, a fictitious something to 
which a value is assigned from time to time based on the business­
man's idea of what constitutes a fair profit-for him. How much 
better would be the simple self-reference of the •human between'­
even if that really were merely a self-referent term ! 

We know that an analogous situation exists in politics. It is not only 
the climate of the cold war that debases language as words of abuse 
are flung across sensitive geographical or ideological frontiers, 
whether it be a word-war between the East and the West or a mud-

' 
slinging match between the two colossi of the so-called East, or 

whether it be the counterparts of these antinomies within a country. 
We can recognise a double process going on all the time: words 
being used to mean what they do not ordinarily mean but creating a 
semblance of convention by maintaining a uniform level of aggressive 
violence or hysteria; and again words being used in a kind of code 

to which others have no key at all. Orwell talked of 'newspeak' 
and 'doublethink'; what we are witnessing is a super double­

doublethink. One of the obvious consequences is that while in the 
past we could fall back on a dictionary to find the meaning of an 

unfamiliar word or to discover unfamiliar recorded meanings of 

known words, today we run from one political interpreter to another 

discovering not meanings but theories regarding meanings-systems 

as elaborate and no less speculative than those perfected by compul­
sive gamblers. At school I had read the story of the Riddle of Countess 
Runa; it ended with what today seems a naive reassurance that 
"though a woman does not mean what she says and does not say what 

she means, yet she always does mean something when she says 

something." Today I would wonder if even the Countess could be 

quite sure of her meaning-or if she could even be sure of being 

Countess ! Wallace Stevens says: 

I am what is around me. 

Women understand this. 

One is not a duchess. 
A hundred yards from a carriage. 

(-•Theory', Collected Poems, p. 86) 

In India the debasement of language by politics and business has not 
gone so far. One might say that this is because India has not develop­
ed or advanced so far. "Viva for the under-developed countries!" as 
a friend once wrote to me, changing from paper napkins to real linen 

as she changed from an American airline to a South American one. We 
·h learn of these phenomena only through our acquaintance wrt 

English and what is being done to it and to other advanced languages 
around the world. An increasing knowledge of this debasement of 
language as a part of the West's progress-and in this context Russia 

Is as much • the West' for us as Europe or the U.S.A.-seems as 

inevitable a part of our education as English has been and continues 

to be. 

When almost fifty years ago, a number of Indian writers began to chafe 



against the inadequacy of the Indian languages, their impatience was 
with what was to some extent a real inadequacy. Words and 
connotations did not exist in these languages because the language 
had not been called upon to provide them. Scientific and develop­
mental advance opened up new avenues of thought which demanded 
a new vocabulary. Where and to the degree to which Indian languages 
were used to meet these demands they rose to them; after all it is 
only use that creates language. The Indian writers of the twenties 
were aware of the limitations of their languages and simultaneously 
removing those limitations. Amongst the major Hindi poets, for 
example, both Sumitra Nandan Pant and Suryakant Tripathl (Nirala) 
complained that the language they Inherited was inadequate; both 
at the same time enriched It by their use so that to us their protests 
might even seem excessive. They found, they created the language 
they needed for what they had to say. 

Those of my generation repeated the protest. The language we were 
Inheriting from •Nirala' and Pant and others seemed no longer adequate 
for our needs. Of course, we were making fresh demands on language, 
demands which were qualitatively different from those made by them. 
But in one vital sense we were together and shared the same concern. 
We did not, in our impatience with Hindi, consider that another 
language was or could be more adequate. In other words, our 
anguish was not that of a failure to translate, a failure attendant upon 
the inadequacy of the receiving language-our language. It did not 
even occur to us-it could not have occurred to us- that it might 
be possible for us to experience in one language what we were seek­
Ing to express in another. We struggled with our language, we fought 
It; in our anger and frustration we sometimes trampled upon it or 
tore it to shreds; but it was never anything but ours. Any 
hope of expression or communication we had could only be 
fulfilled through it. And so it was fulfilled. I have spent some 
forty-odd years being impatient with my language, an impatience 
I have frequently expressed in prose and verse, but I have never 
found the language Inadequate for anything that I felt deeply 
enough and wanted strongly enough to say. I continue to be impa­
tient; I continue .~o find the means in my language to say what I want 
to say. Each Impatient struggle had brought me something new, 
something beautiful, rich, significant for my growth and well­

being; with each has come added confidence that this is hew it can 

and must be. In order to make my language make me what I can be, 
I have to go on making my language what it can be. 

And thus I continue to have an identity, a sense of wholeness, of 
confidence that I om, that it Is I who am and that 1 am effective. 
I continue to have a language. 

Others have felt impatient too : younger people, people who should 
have been more confident and effective; people who, if they had the 
greater demands to make on langauge, had also a slightly better 

equipped medium at hand to serve their needs. Not all of them, 

however, have achieved the same relationship with their language. 

May I be permitted to observe that they have also not achieved the 

sense of identity or wholeness and that the two things are related. 

The reason for failure has been that they have not struggled witll 
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their own language hard enough, or with faith enough that it could 
rise to their needs. It may seem a cruel observation, and I should 
hate to be cruel to people younger than myself, but more and more 
of them appear to have been content with a situation in which they 
try to express in one language what they have only found possible 
to experience-what they believe can only be experienced-in or 
through another language. It is not language that has proved inadeq­
uate ; it is they themselves who have been content to remain 
Inadequate. 

I said that the observation may seem cruel: it is in fact only a sad 
one. The delusion of the hope, held too long, too pathetically, by 
~oo many people, of finding complete adequacy in a foreign 
language has at last brought full punishment. A society cannot begin 
~o live in a foreign language, the success of a few notwithstanding; 
It can do so even less when such an attempt is being made simultane­
ously with a struggle for freedom and for dignity in freedom. It must 
live in its own language-or suffer alienation and a loss of identity. 
The English-speaking West may dismiss this view as linguistic 
chauvinism: its opinion would be suspect, to say the very least. And 
against it there is a mass of historical experience: the experience 
of every country that has been through a comparable situation. 
Notable contemporary examples are the Philippines and Indonesia; per­
haps also several of the African countries could be quoted. The Phili­
ppines is perhaps the closest parallel; It provides aiso the most telling 
proof of my assertion. 

The most important feature of creative writing by the new genera­
tion in India, the generation of the •fifties and after', Is this 
very sense of alienation and loss of identity. And it is difficult 
to say that the reasons might be identical with those of similar mani­
festations abroad. The Indian citizen has not yet been reduced to the 
insignificance and impotence vis-a-vis the machine, the Establishment, 
the State, the soulless and inhumanly efficient Organisation of mass 
technology and industry which characterises western societies. Of 
course, the statement is relative and one can see the same Inexorable 
trends here, but it hasn't happened yet. So that, while there is reason 
for Indian apprehension of the fearful future prospects, there is none 
whatever for moans of present suffering. Either there is the simulation 
of western attitudes which deserves no more respect than the simulat­
ed labour pains that some over-sensitive husbands are said to suffer in 
sympathy with their wives; or the cause of the feeling of alienation 
and loss of identity is elsewhere. I suggest that it is elsewhere, and 
that it Is In an unsatisfactory, a barren relationship with language. 

j Almost a whole generation Is, if one may be permitted to put It thus, 
t living in translation rather than in original. And they are living In 

translation without knowing the original, and doubtful whether it 
exists or could have existed at all. Well might one exclaim with 
Shakespeare, "Bottom, thou art translated indeed!" 

Why should a writer, a creator, make such a mistakel Has 
he been duped or caught unawares? No. It cannot be that 
there is a decline in Intelligence; on the contrary it is probably 

true to say that there has been a continuous development of 



intelligence and that young writer is by and large more intelligent 
and alert than his precurs9r. It ts not a failure of the intelli­
gence that is involved; the question is one of a dysfunction or 
underfunction of sensibility. The young writer has been educated into 
an inability to feel rather than an inability to think: the loss of identity 
is an emotional failure rather than an intellectual one. That this diag­
nosis is correct is shown by the presence of all the symptoms that go 
with emotional failure: anger, bitterness, the rage of impotence, the 
violence of frustration, the flaunting of perverted attitudes, an almost 
infantile exhibitionism, an overweening contempt that might even 
have had some positive value if its ultimate object were not the sub­

ject himself. 

One may yet ask why. Why has the new writer allowed himself 
to be caught in this trap l And here, having made the cruel 
objective assessment of the malady, I want my view of his 
predicament to be a deeply sympathetic one. He will spurn 
sympathy, I know, and perhaps he should; but my sympathy is not 
something given to him, it is a recognition of experience shared at 
least in part. It is more; it is also a recognition that he is not entirely 
to blame. Indeed when the blame is apportioned It has to be admitted 
that he has been given less than a fair chance. 

First of all, the demands of the non-creative uses of language 
have grown immensely and with great speed. The problems 
that Pant and •Nirala' faced were of the language that they 
would use; the problems that we faced were also those of our 
language though the peripheral problems of more general needs 
kept forcing Itself into our consciousness. The writer today 
is all but swept off his feet by these problems-extraneous to 
creation in one sense but never to language and therefore on one plane 
not to creative use either. We all learned our language anew from 
day to day, but the young writer today has more to learn every day, 
and is more oppressed by the fear of being outstripped. Those who 
appreciate the pressures of modern education will easily understand 
the implications. 

Secondly, the people who set themselves to solve-or who 
were employed to solve-these problems were not creators: 
they were often not even intensive common users of the language 
they were set to build. Inevitably they adopted the brick-and-mortar 
approach: weren't they building a Janguagel Few, if any of them, had 
any real Idea of how language grows and develops, how unpredictably 
and illogically some words find acceptance and others don't. They 
were scholars, linguists, specialists in different fields: they were emi­
nently qualified to be invited to sit on committees. But when It came 
to making sentences, these makers of words were woefully inadequate 
and unspeakably dull. And I mean unspeakably dull: the dullness was 
sometimes relieved by the absurdity of their coinage, but the un­

speakableness was as It were a hall-mark. 

Thus we, with fewer problems, if never helped by experts, 
were never hindered. The younger writer with theoretically 
a much larger stock of words at hand, had In practice to go 
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back to foreign words, because such new coinage as was offered 
obviously did not have the value-content it claimed. Let down 
too often by counterfeit coinage, he appears finally to have resigned 
himself to an estrangement with his language. The values he 

U pursues seem to be found only in alien words; the words he is given 
t seem all to have alien meanings. It is thus that he lives a life in trans­

lation, out of touch with the original and in inevitable uncertainty 
about the rendition. 

The point Is that he need not do so. There is no inevitable reason why he 
should fall back on the sterile expertise of the specialist or drink the 
brew from the scholars' cauldron. The case for coining scientific voca­
bulary does not apply to literature or to the humanities; it does not 
even apply fully to the quasi-scientific disciplines with which the 
modern writer has to be acquainted. The writer has merely lapsed in­
to a habit of mind which looks to translation terminology. What is 
worse, he rarely reminds himself that translation is a two-way traffic 
and that finding precise and adequate English equivalents to Indian 
language terms is no less challenging and necessary a task. It may be 
that it is not his task; but that is not the point. The point is that it 
must not automatically be supposed-as all common Indian readers 
tend today to suppose, vitiating the climate and infecting also the 

writers' mind with their feeling of inadequacy and incompetence-that 
if there is a stalemate in translation the failure is necessarily that of 
the receiving language. I should refer also to the equally baseless if 

equally common assumption that if a stalemate in translation is being 
discussed, the translation in question must be from English into an 
Indian language-a tragic prejudgment of the capacities of Indian 
languages to which, unfortunately, too many young writers seem to 

subscribe, even if some only secretly. 

I have said enough: perhaps more than enough. And of course 
I have said less than enough, because I have somewhat 

simplified what Is really a more complex process, projecting only 
the language aspect of the sense of alienation which is a feature of 

writing today. But this was the subject I had set myself, and this is 
an approach to language as well as to literary criticism that has suffered 

much neglect, with depressing consequences for both. We need to 
look at language afresh, not as a political issue or an inter-State issue, 

but as a most important link with what is around us and as the 
means of self-recognition, Indeed of self-creation, for that is what a 

discovery of identity is. 

Perhaps 1 may now return to the Japanese word I began with: nin-ge~ 
the •human between'. Perhaps it is not necessary to become immedi­
ately involved with the second element and a better answer might be 
found in the first element. The crucial question is perhaps not what 
the human between is between, but what makes him human so that 
he can be between. It is not the between-ness that is man's distin­
guishing feature, it is his humanness that makes him unique while yet 

keeping him between. And it is language that provides the basis for 

both: language is the most precious attainment of human culture, and 

the most valuable tool of living in community-living between. It is 

the articulate human animal that is the human between: having 
language, man has identity. 
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five poems 

S. H. Vatsyayan 

if you don't have the 
words today 

THIRTY-FIVE 

If you don't have the words for me today, never mind : 
I will speak again tomorrow. 
You are a mountain, dense mass of sky-cutting rock; 
Weight this spring if you will. 
From the numberless fissures that flow through your body 
I will well forth. 

This throbbing in me Is your work 
A pounding of blood through my vessels; 
Instant by Instant I know this. 
Where every thing stirs, you are the final calm. 
It is In you I discover 
That cadence conceived with the life. 
Ask me what ever you want: I will give what you ask 
I will endure what you give. 

Not today-well, tomorrow then; 
Not tomorrow-then an age or so later. 
It is not only mine. 
Though reduced to my lack of power, 
This station of feeling: 
This foundation of reed and grass 
Which cannot support your profusion, unsparing giver ! 
I could not support it-even though others might. 
Not today ?-then may be tomorrow; 
How long can this blaze be confined 

To my being l 
If you don't have the words for me today, never mind, 
I will speak again tomorrow. 
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There is something more yet, not been said. 
A light beamed up, sprinted, spanned the horizon, 
A smile loaded with pain, hung from the tail of a poor man's eye, 
The child's delighted shriek ran through the fibre of 

Unformed, the happening was sudden. 
My hesitation was a wrap that wrapped me in, 
And my impatience drove me on. 

Mother's being. 

-But something remained still which could not be said. 
I have blandly watered deserts, 

And so what ? I have taken from the river, stream, 
And so what? I have flown, have run, the puddle, well, 

have swum, have crossed it all; 

Heavy with this pride 
I came, in dark, up 
I faltered, abashed; 
How could I move with such a vastness ? 
-And thus, something remained which could not be said. 

All words, it's true, are futile ; 

But only for this cause : what is said is more. 
Perhaps it's merely this: the pain that is 

Is much too great ; I cannot stand it. 

-That's why what still remained could not be said. 
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To one 

Words are gravel : 
Grind it, sieve It, pack it in boxes, 
Add a little scent; then in the press and surge of some fair, 
Pass it off as kumkum. 

To one 
Words are sea-shells: 
Turn over a thousand, a million, 

Perhaps in one you'll find a pearl. 
Others will admire, some even envy: 
You will become a connoisseur. 

To one 
Words are a temple- offering 

A portion returning 
To acceptance, to delight, 
To thankfulness: 

Benediction shared with all 
By him, the loving. 
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words & truths 

FORTY-ONE 

It Is not that I have never found the truth, 
Nor that I stumble upon the word only rarely, by chance; 

I keep running into them every so often. 

The question that abides is this: 
The wall that these two always have between them, 

How, when, catching them off guard 

Can I breach that wall 
Or blow it up with high explosive ? 

Let those who are be poets, let them keep doing what they do. 

My simple concern is this: 

These two who stand so rigid, one towards the other-

How, when, In what burst of light can I bring them together: 

These two, my friends, my comrades, my companions always. 
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the signs 

At ev.ery turn in the road, we were given signs 

Which we didn't even notice. 
The old ways of seeing blinded us. 
Surely we were not blind at the start, but the old ways of seeing 

Is dazzling, 
A blindfold of many colours. 

We kept on getting those signs: they were wordless: 
But we were rolling in words. 
•In the beginning there was the word, and It Is secret'­
•The word Is the thing in itself'-
And then we saw through the word 
And would sit stringing garlands of glittering words 
For a novel form. 
For this much we knew: 
Form was the thing. 

A silence was sweeping on past us. 
Sending up bubbles, 
Its secret signs. 
Each swell of a bubble thrilled us, 
Each burst was a state of pain. 
A thrill, A pain. 
Silent and secret signs. Mere shame! 

And we kept on getting these 
Wordless signs 

We kept on grabbing at form. 
But form is only the figure 
Of something, some signal, Just beyond words­

Some sign that living 
Has given from far underneath. 
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Words, 
Forms, 

Then signals. 

These signals on everyside at every turn of the road­
So many signs from living 

Which say beyond themselves 
What is meant ! 

How many walls round nothing are yet to beat down 
So the word, released, can leap through 
To take what is meant 
To itself! 

Will we ever command the sacred art to hold them as one l 

What is meant ! Give us that ! 

Don't rush us with a flurry of forms ! 

We know the sign that is given by living 
Carry us over : 
Not form, but what is essential. 

And so we found out our voice : we broke into speech. 

We know the words : words were exquisite 
And even true, and crammed with rich matter. 

But our words 

Did not comprehend the people. 
Because what was In us and opening out 
Was not of the people. 
Our fineness of feeling 
Kept us apart from the life we were in : 

The road we had opened 

Came out at nowhere. 

Is that the place we have finished ?Is it there, defeated, 

Our signature means the end ~ 
Has living used up the very last message 

In the chronic book of signs ? 

They may bend us under-that load of books­
The old ideas, the old ways of doing. 

Those massive manuals for living last year, 

But something ahead insists that we meet it. 

There is another turn in the road up there, 

But who is that seeming to signal just at the turn? 



tragic pleasure 
or 

the enjoyment of the 
pathetic sentiment 

Dr. Nagendra 

In Indian poetics, Tragic Pleasure or the enjoyment of the Pathetic 
Sentiment never assumed the form of a problem-as if the accompani­
ment of the word •Rasa' or 'aesthetic bliss' ruled out the very possi­
bility of controversy on the subject. Therefore, we do not come 
across any sustained discussions or well-argued positive answers to 
the question. Yet the Indian mind was vitally conscious of the enigma 
and has in its usual philosophical way made an acute analysis and 
suggested profoundly impressive answers: the solutions are, however, 
only Implicit and not explicit as In the West because the problem as 
such hardly ever arose. 

The general answer is that it is basically unwarranted to apply the 
natural cause-and-effect theory of normal human life to Poetry. 
Poetry is a peculiar unworldly phenomenon which cannot be defined 
in terms of ordinary human logic-it is an extraordinary creation of a 
supernatural-supernormal genius and as such the ordinary rules of life 
cannot govern it. Sorrow emanates from sorrow-fear proceeds from 
fear in usual life: but the poetic genius performs the miracle of afford­
ing pleasure from painful situations, of converting horror or terror Into 

pleasure: 

~ ~~qt~qff~r ~t~~Q; tt\tt 
m~~oo"'t ~"'tt \if'TlFcft OJm \iif~Cfir: , 

~~f~~f<I'~TCJtcr srr~: CfiT Cli'«P;;fli'TQ;II\911 

~~ ~GTJlffi ~: ijq"" ~sq-')fcr CfiT ~fer: 1 

"In the worldly life, well-known causes of pleasure or pain such as 
exile etc. (refers to Rama's exile) might lead to painful experience, 
but in poetry they assume a supernatural character. And hence, what 
is the harm in believing that in Poetry they cause pleasure invariably?" 

(The Sahitya-Darpana 3/6-7) 
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· This is one simple stock answer to the much-vexed question of 
Modern Poetics. I need hardly remind the students of Western 
critici.sm that this explanation anticipates in its own way all those 
theones of the Aesthetes like Bradley and Clive Bell of the 20th 
century who emphasize the specific character of poetic experience 
and claim complete autonomy for poetry and art. Jn the words of 
Bradley: 

"First this experience is an end in itself, is worth having on its own 
account, has an intrisic value. Next, its poetic value is this intrinsic 
worth alone ......... For its nature is to be not a part, nor yet a copy of 
the real world as we commonly understand that phrase, but to be a 
world by itself, independent, com pi ete, autonomous," 

-A.C. Bradley: Oxford lectures on Poetry, 
Page 5. 

These critics have, of course, used the word •experience' and not 
'Joy', but as I have explained in my introduction to Aristotle's Poetics, 
the aesthetes, directly or indirectly, believed In the principle of 
aesthetic joy. 

This answer underlines the supernatural character of aesthetic joy 
and naturally it stands or fails by that. This is really true that in 
almost every country the literary thinkers of the past have claimed 
that the poet's genius is a supernatural phenomenon and his activity 
also Is consequently supernatural. Plato himself believed in the theory 
of divine madness of the poet. But today, after all the advances in 
the Sciences of the Mind and the Matter, it is too late to revive or 
even accept the theory except in a metaphorical sense. Jt does not 
require a serious effort to prove that between Poetic genius and other 
genius or between poetic activity and the intellectual activities and 
consequently between poetic and other emotional-cum-intellectual 
experience, there is a difference only of quality and not of nature. 
Therefore, whereas it is not to be denied that the experience of poetl­
clsed sorrow Is certainly different from that of actual sorrow, it Is 
certainly not supernatural or peculiar in the sense that it cannot be 
defined in terms of the Science of Emotions. Without being a direct 
experience of sorrow, It still remains a psychic experience all right. 
And, hence this answer does not go very far to solve the problem. 

Another solution Is suggested by the •Theory of Universalization' 
propounded by Bhatta Nayaka in the 8th-9th century A.D. According 
to him, the poetic experience Is never personal or individual-it Is 
always universal. The emotional experiences are so portrayed In 
literature that they are freed from their personal limitations-they 
cease to be the experiences of the particular hero or the heroine and 
become the common experiences of all the receptive and responsive 
readers or play-goers. Freed from the limitations of time and space 
in this way, they are elevated and refined-their edges are rounded 
and stings lost. Thus, In their universalized form, pity and fear are 
both enjoyed. 



atm ~ ~ ~mm~T~'fiT~Ill:R<f~e=~ ~ om; it "fWcrtrr -

f~~ f.:rf~f'f'if~'fic:mf;;crr~fi:~T fcrm<nRIDf~­

Cfi~111TCil;n' mwmrtfu:o"\<rt~ ~OQ'Tqf{IJf <lfO!I''IlRl ~at---

The gist of this quotation is that-according to Bhattanayaka-the 
poet with the help of a certain functional quality called 'Bhavakatva' 
which is very much akin to 'imagination', lends poetic enchantment 

to the word and the meaning and presents the painful emotions like 

sorrow and anger also along with their subjects in a universalized 

form. 

-Hindi Abhinava-Bharati, p. 464-65. 

Thus, the poet has at his command two positive inter-related faculties, 
namely the imaginative faculty and the faculty for universalization­
they are interrelated because universalization also Is ultimately 

effected by the faculty of imagination. Under the spell of imagination 

•sorrow' loses its pecualiarity:-divorced from personal associations 
it is freed from the sordid attributes of common physical experiences 

and a sublimation ofthe emotion takes place. In terms of Indian 
philosophy we can explain this process all the more effectively. All 
personal experience Is limited and the feeling of limitation is by itself 
a painful experience. But when it transcends personal limits and Is 
universalized, it is converted into a veritable pleasure because the 
feeling of Universality is essentially pleasant. We find some vague 

indications of this answer in Aristotle's theory of Catharsis, only 
vague indications, mind you, and not the fullfledged explanation 

which has been offered by Prof. Butcher on behalf of Aristotle on the 

basis of the later advances in Western Criticism. "The sting of the 

pain,"-says Butcher-"the disquiet and unrest, arise from the selfish 
element which in the world of reality clings to these emotions. The 
pain is expelled when the taint of egoism is removed," (Aristotles's 

theory of Poetry and Fine Art p. 268). Butcher is himself conscious 

that he has overdone the job and adds by way of explanation: ''If it is 

objected that the notion of universalizing the emotions and ridding 

them of an intrusive element that belongs to the sphere of the acci­

dental and individual, Is a modern conception, which we have no 

warrant for attributing to Aristotle, we may reply that if this is not 
what Aristotle meant, it is at least the natural outcome of his 

doctrine". Bhatta Nayaka's theory, however, is as complete in itself 

as it is convincing. One of the most effective processes of sublimation 
according to Modern psychology is 'the socialization of the Ego'­
which is in essence the same thing as the •Universalization of the 

Personal Experience.' 

Allardyce Nicoll has spoken of the •Feeling of Universality' almost in 

the same context while discussing the various causes of 'tragic 

pleasure': "Part (of the tragic relief) too comes from that very sense 
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of universality-which has been stated to be the fundamental chara­

cteristic of all high tragedy-some form of contact with forces divine· 

if we are atheistic we shall say it is a contact with the vast, illimitabl~ 
forces of the Universe." 

(The Theory of Drama, p. 131 ). 

The third answer is implied in the Theory of Revelation-Abhivya­
ktivada of Abhinava Gupta who was possibly a junior contemporary 

of Bhatta Nayaka. Drawing on the philosophical treasures of Shaivite 
Philosophy, Abhinava Gupta has propounded that Rasa or aesthetic 

bliss is not created, but is only revealed. There is no cause-and-effect 

relationship between Poetry and aesthetic bliss: therefore, the question 

of tragic scenes giving rise to sorrow or fear does not arise. According 

to Abhinava who was a believer in the Vedanta School of Philosophy, 

the soul is an abode of eternal bliss-it is by nature blissful. But on 
account of its associations with the mundane life, its purity is tarni­

shed and a sort of moss gathers over the chrystal stream of perenniaJ 
joy. There are various ways and means of removing this mess and 

restoring the orginal purity and blissful state of the soul-such as the 

Yoga or devotion or other spiritual practices. As soon as the moss 

is removed, the stream of joy flows clear and chrystal again. Poetry 

is also one of these ways and means; although its effect is less perma­

nent, yet it does succeed in removing the moss. Thus, poetry does 

not cause or create bliss, it only opens the veil and lays bare the 

eternal bliss which resides in the soul : 

!~ftfif;:~ g ~~i:r<rFir~'Efi'fi1WcfT~ff I cr;r 'liT ~:~T~Cfil tifi'fii 

m'f f'<f;r?JHi~~ Ua~TCfilf~ffii'fTSlffti'T~: I 

i.e. "In our opinion the ever-blissful soul is enjoyed in the form of 

aesthetic pleasure; there is no question of pain. The emotions like 

love and pathos are only to lend it variety." 

-(Hindi Abhinava Bharati p. 507) 

All good poetry which succeeds in doing this leads to bliss-irrespec­

tive of its theme. The theme may be tragic or comic or romantic­

so long aS it is successfully poeticized, it must restore our soul to its 

essential blissful state. That's how a successful tragedy also lead to 
pleasure in the same way as a successful romance does. This is obviously 

a metaphysical theory and we find its echoes in critics like Coleridge 

and Croce in the West. 

Shardatanaya-a Critic of the 13th century, comes out with another 

explanation which is also based on Shaivite philosophy. According 

to him, this world is a mixture of good and evil, of pleasure and pain. 

Evil and pain are unavoidable in life, yet the soul by means of its 

certain permanent attributes enjoys it. (fhey are Raga, Vidya and 

Kala: I shall not confuse you with their detailed explantions). The 



impulse for bliss is so powerful in the soul that it breaks down all 
barriers and forces and painful elements also to yield bliss because 
bliss alone is the reality. By the same process the soul of the reader 

discovers joy even in tragic scenes. 

All these Critics have, on the whole, a pos1t1ve outlook-they all 
believe in the pleasure of pain. But there is another remarkable work 

on Sanskrit dramaturgy-the Natya-Darpana of Ramchandra-Guna­

chandra who flourished in the 12th century A.D. The two authors 
have boldly challenged the tradition and laid down in unmistakable 

terms that Rasa or aesthetic experience is not pleasant only, it is 

both pleasant and un-pleasant: ~@~:'31c11CfiT ~IJ: They believe that 

the reader or the play-goer takes delight In a poetic work or a drama 
not because the painful emotions portrayed in the theme are transmut­

ed into pleasurable experiences, but because he is charmed by the 
art of the poet and the actor and is deceived into finding a kind 
of enjoyment in the performance. The painful emotion remains painful 
without doubt, but the marvel of the poetic and the histrionic art 
fills him with a sort of rapturous astonishment in which the consci­

ousness of the painful element is merged for the time being. This is 

a fore-runner of the 'Formal Theory' of the West which propounds 

that the embellishments of poetry and stage lend enchantment to a 

tragic work and round off its painful edge:s. 

To quote Nicoll once again: 

"There is the presence of the creative artistic power of the dramatist 
himself, and, particularly in the Greek and Elizabethan plays, the 
rhythm of the verse, to reave away our minds for a moment from the 

gloomy depths of the tragedy. A more detailed consideration of the 
use and of the value of verse in tragedy we may leave till later, but 

here it may be observed that verse in many cases acts as a kind of 
anaesthetic on our senses. The sharp edge of the pain is removed In 
the plays of Aeschylus and Shakespeare and though it becomes more 
poignant in some ways, yet it is reft of its crudeness and sordidness 
by the beauty of the language." 

The note in the Natya-Darpana contains one more answer which 

is again implicit. It is said that the taste of a work of poetry or drama 
is very much like that of a saucy drink. just as in this drink a number 
of spices of all tastes-sweet, bitter, sour are mixed up and they all 
contribute to the •ultimate taste', in the same way in human life 
all experiences-pleasant and unpleasant are mixed up and contribute 
to the ultimate enjoyment of life. In ordinary parlour, the bitter, 
the sour and the sweet are all called Rasas or tastes-so also in poetry 
the pathetic, the horrible, the terrible, the humourous and the 
beautiful are called Rasas. just as the mixture of the bitter improves 

the taste of the drink, in the same way the mixing up of the tragic 
or the pathetic enriches the ultimate aesthetic experience. This 
explanation is more pragmatic than philosophical. But it contains the 
germ of the famous 'Interest theory' of Western Criticism. Human life 

is a mixed pattern of pleasure and pain-both of them are equally 
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inevitable and human mind is naturally interested in both: the funeral 
engages our attention as lil1uch as the marriage-may be a little more. 
By the same logic, man i-s attracted towards a tragic play-his interest 
In the Inevitable gloom of life Invariably draws him to a tragedy. It Is 
not for the lighter entertainmel'lt or the pleasure, but for the inher­
ent interest in life in all its vicissitudes, that he loves to read or 
witness a tragedy. We find echoes of this theory in Lucas: "Life 
Is fascinat:ing to watch whatever it may be to experience. And so we 
go to tragedies not In the least to get rid of emotions but to have 
them more abundantly: to banquet not to purge". (Tragedy p. 52). 

These are In brief the various answers suggested by Indian Poetics to 
the problem of Tragic pleasure. One more could be found in the realm 
of philosophy. According to the Buddhist philosophy, pain Is one of 
the Supreme Truths of life. The realization of truth is always a posi­
tive gain; it is a joyful experience in essence. Tragedy, which 
emphasizes the Supreme Truth in life, is a veritable means of this 
realization and ultimatly results in a happy experience. In Western 
philosophy, quite obviously under the influence of Buddhism, 
Schopenhauer has given the same explanation :-according to him 

tragedy lays emphasis on the 'serious and miserable side of life' and 

helps us to understand better the ultimate reality-namely 'the utter 
vanity of living'. Schlegel also offers a similar explanation although 

his argument is a little different. His belief is that In tragedy we have 

the consiousness of 'a destiny soaring above this earthly life and we 
find something consoling and elevating'. Such consciousness is not 
unknown in Indian literature-for ages the Indian mind has been 
deriving solace from the consciousness of a destiny soaring above 

earthly life: 

·•Inevitable are the ways of Destiny: 

A seer like Vasistha made all calculations and every thing was done 

most auspiciously. 

Yet Rama was robbed of his wife, lost his father and was miserably 

stranded in the jungle:" 

This problem has been tackled in a more optimistic way-possibly by 

Burke who explained that tragedy was enjoyable because of the 

atmosphere of nobility and magnanimity which pervaded it. There is 

a veritable fall in a tragedy but it is the fall of the mighty and the 
virtuous-which rouses not pity but admiration in the spectator. The 



hero suffers, but his suffering sublimates his character and the spec­

tator also shares this process of sublimation of personality. No poetic 

work illustrates this argument better than the Ramayana depicting the 

sufferings of Rama who personifies nobility. 

Such solutions, I may repeat, are found only in the realm of philosophy 

or philosophical poetry or ethics and ethical poetry: they are not 

accepted in Indian Poetics-directly or even indirectly for the simple 

reason that they are In contravention of the fundamental theory of 

Rasa which is based on the theory of •Ananda'. 

These explanations cover almost all the answers offered by Western 

Poetics. There are a few more given by Russo, and Hume etc., namely 

(a) that we find a sort of gratification in the distress of others or 

(b) that pleasure and pain are sisters and in meeting with one we 
discern the form of the other or (c) that we watch a tragedy to get 
out of boredom because it is better to be afflicted than to be 

bored. But they are not to be taken very seriously. The Indian 

critics have arrived at their conclusions independently, of course­

in most of the cases they have forestalled the theories of their 

Western colleagues. Their way of thinking is, without doubt, more 

profound and their arguments have sounder philosophical basis. 

They have at times mystified their explanations by using certain 
metaphysical terms or by starting on premises which the modern 
mind may find difficult to accept as such. But that is not enough 
to reject them as unscientific. A scientific, rational and psychologi­

cal reorientation is easily possible in almost every case and it has 

never caused me much difficulty in rationalizing them in the 
modern way. 

In this context, one is naturally reminded of the great Aristotle and 

the solution offered by him in his famous theory of Catharsis. For 
Aristotle, the experience of reading or watching a tragedy is a 

process of psychic purgation. According to him "by arousing pity 

and fear tragedy affects a purgation of these and kindred emotions 

with the result that the painful element Is extracted and the mental 

equillibrium is restored." The explanation is fairly convincing but 

it goes only the half-way. To the Indian thinker, such an experience 
is negative. It is only the extraction of the painful element and not 

a positive enjoyment. It only prepares the ground for the aesthetic 
bliss to blossom forth; As it is, it is only a sort of relief and not an 

enjoyment. Contrary to this, the experience envisaged in Indian 
Poetics has a positive character. It is not just a relief from pain. but 
a veritable enjoyment; it is a self-fulfilment and since it is achieved 

after breaking through the hurdles of pain and sorrow, it is all the 

more profound and powerful. And that accounts for the poetic out­

burst of Bhavabhuti who asserted that there is only one sentiment 

-the Pathetic 
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CONCLUSION 

Thus, for more than two thousands years, the Western and Eastern 
the ancient and the modern thinkers have been struggling to solve thi; 
problem. Yet, it seems to be where it was -at least we have not 
found a_ny unimpeachable answer which may be universally accepted. 
In the f~ght of the above discussions, we can safely draw the following 
conclusions:-

i) .Th.ere is a grain of truth almost in every answer-even in the 
~nnclpfe of malicious pleasure; the difference is only of the degree 
1• e. some answers are comparatively more acceptable than others­
that's all. 

ii) No single answer is complete in itself so as to meet all doubts 
and objections. If you believe in the existence of a soul which is 
essentially blissful, then Abhinava Gupta's argument should suffice. 
But this 'if'-this proviso is not so simple, because how many can 
have this belief today and how can they have It ? By the laws of 

general logic and general psychology, the solution given by Bhatta 
Nayaka, without its metaphysical concepts, seems to be quite 

profound: many a Western thinker has accepted or echoed it in his 

own way. This solution combines in Itself the principles of •artistic 
synthesis' and •universality' which are fairly convincing by 
themselves. 

iii) Therefore, we shall have to combine several arguments together 
in one to evolve an adequate formula-because in actuality also 
several conditions combine together to convert pain into pleasure 

in a piece of art: for example (a) the sentiment of sorrow depicted 
in a work of art is not a direct but imaginative experience and 
there can be no doubt that its sting is considerably minimized as a 
consequence. 

(b) In tragic poetry, pathos is mostly associated with the great and the 
noble-this association with greatness and virtue relieves sorrow of 
all its sordid elements and lends it a peculiar grandeur. The tragic 

scenes generally represent the dignity of the human soul at its climax 

and they invariably refine and sublimate our emotional responses. 

The personal sufferings of Rama, for example, in the Ramayana are 
adorned with a divine halo by his unshaken fidelity to social duty. 
Such scenes emphasize the grave and the serious side of life and help 
in the realization of the deeper truths of human existence. Realiz­
ation of truth is indeed an achievement which elevates the soul. Thus, 
the pathetic contents in a piece of art help us in the enjoyment of 

life in its fullness. 

(c) And lastly the artistic process removes the remnant of pain. 

Artistic creation is a process of synthesis: by effecting harmony in 

diffused elements, the artist creates a unity in diversity and imparts 

'form' to the formless and the deformed. This is called artistic unity 

In Aesthetics: it brings about secretly a harmony of emotional exper-



iences which in its turn gives comfort to the psyche. I cannot, in 

this context, resist the temptation of reproducing a quotation from 

one of my own earlier works: "Experience is composed of sensations 

and it is never one solitary sensation but a system or pattern of 

sensations. When the sensations are coordinated and harmonized, 

our experience is pleasant and when they are discordant and dishevell­

ed the experience is unpleasant. The sensations derived from art are 

not direct but reflex. This by itself relieves them of their sting to 

a considerable extent and besides, they pass through a process of 
coordination and systematization during the artistic contemplations 

by the poet. Thus, they are invariably reduced to a pleasant harmony, 

because the poetic contemplation is essentially a process of effecting 

unity in diversity which at the level of the psyche is, without doubt, 
a gratifying experience. In his way, the painful experiences of life, 

when their basic sensations are coordinated and systematized, are 

converted into a unified happy experience in art. 

This is how the paradox of tragic pleasure can be resolved: at least 

that is how I have been able to satisfy myself. 
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K. J. Citron 
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Few German writers have been so Intensively occupied with 
language as Robert Musil, who was rightly called by the Literary 

Supplement of the Times In 1949 "the most important German 
novelist of this era and at the same time one of the most unknown 
of this century." 

The precision of language was of utmost importance to him, so 
much so that you may calf him the mathematician of modern 
literature, who was almost never satisfied with his sentences and 
constantly rewrote the chapters of his books, with the result that 

some of them exist in more than 20 versions. 

Robert Musil was not eager to tell stories, become a traditional 

novelist, but he wanted to follow the strange meanderings of the 

human mind-the unknown paths of human thoughts-in order to 
analyse, through the medium of the language, the intricate pattern of 

emotion, thoughts and subconscious reactions. 

In the framework of this symposium, this talk on Musil might help 
to prepare the ground for the topic "Language and Literature." I 
have given my lecture the sub-title "Life as Experiment," as this is, 
in a way, the attitude of Musil's hero in his novel "Man without 
Qualities". Ulrich refuses to accept his life as it is; he plans to live an 

experimental life by taking leave from his previous existence in order 

to discover new human possibilities. Musil's Personage becomes the 

'Faust' of the 20th Century, without, however, any desire for a contact 
with the devil. 



Before trying to introduce you into the world of the novel, I would 
like to ask a question. "Who was this Robert Musil, who died 
In Geneva nearly 25 years ago, in April 1942, almost unnoticed by the 
general public?" During his lifetime he suffered from the paradoxi­

cal situation that his fame as an outstanding writer did not reach 

beyond a small intellectual elite. 

He was born In 1880 in Klagenfurt, Austria, son of an engineer 
who sent him at the age of 12 to the cadet-school, where Musil soon 

discovered his technical abilities. He studied engineering and became 
an Assistant Professor. A technical career, however, did not satisfy 
him, so he studied philosophy and psychology, wrote his thesis, but 

dissatisfied again, finally dedicated himself entirely to writing. 

His first novel, "The Confusions of Student Torless" had brought 

him early fame. This novel was recently made Into a German film 

which was widely acclaimed at European film festivals. 

The first world war saw Musil as an Austrian officer at the Italian 

front. In 1918, he lived through the downfall of the Austrian Empire­
an experience which was to influence him and other famous writers 

of his time deeply. 

The income he drew from various jobs during the postwar period was 
scanty, but he dedicated more and more of his time to the great novel 
which was t~ become his masterpiece. Though his literary fame 
Increased when he was awarded some of Germany's leading literary 
prizes, his economic situation remained shaky. In 1930 and 1933 the 
first two volumes of his giant novel were published. Simultaneously, 
he continued to be a keen observer of the political events which 
began to change the face of Europe. Disgusted with the Nazis, 
without himself being persecuted, he left Berlin and settled down in 
his native Austria. His diary notes on the reactions of the German 
masses to the Nazi take-over are of utmost lucidity and prove him a 
psychologist of a high order. He calls himself, In his diary, "Monsieur 
le vivi-secteur" (the man who dissects the living body). This qualitY 
Is depleted In his desire for precision, In order to describ~ the feelings 
and thoughts of human beings as accurately as humanly possible. His 
novel proceeded very slowly. It was only due to the fund-raising of 
some friends in Vienna, who founded a Robert Musil Society, that he 
subsisted. In 1938, the power of the Nazis overwhelmed Austria. 
Musil, who had vehemently protested against the anti-intellectual 
persecution of the Hitler regime, moved to Switzerland, where some 
friends helped him to settle down. But his situation was desperate. 
His works were forbidden in ·Germany and Austria and no Swiss 
publisher was willing to risk his money by publishing his books. All 
efforts by Thomas Mann and Albert Einstein to get him a United 
States visa failed. In 1942, when he died at the age of 61, few people 
listened to the memorial speech of a friend who remembered him as 

one of the foremost German writers. 

Musil belonged to that generation of great German writers who were 
born In Austria between 1874 and 1890 and who experienced the 
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tragic breakdown of the old order after World War I : Stefan and 

Arnold Zweig, Kafka and Max Brad, Trakl, Werfel and Rilke Hugo 
von Hofmannsthal and Hermann Broch. ' 

The novel "The Man without Qualities", the result of almost 40 years 

~f work, even though unfinished, is a masterpiece of linguistic and 
lrterary brilliance 1 E M ·1 L . · n urope, usr uas become the ideal subject for 
lrterary criticism sine tL E 1· L F • e ne ng rsu, rench and Italian translations 
were published. The man without qualities is Ulrich, the hero of 

the novel, who was originally to be called •Anders', the different one. 
As an 'homme d" "bl • rsponr e , he does not allow anybody to use him to 
mould him into a 'ty •. h ' . pe , e represents a programme and a protest 
agamst our world which insists on uniformity. At the same time 
the writer hints at th k . e wea ness of this lonely position; Musil, born 
rnto the troublesome heart of Europe had found out the hard way 

that the position of the individual, of the intellectual, who refuses to 
take sides is almost indefensible. 

We can divide the book into 3 main sections : 

(I) The parallel campaign (politics and ambitions) 

(2} The love between brother and sister 

{3) Crime and insanity 

The action takes place in the Austria of 1913; Musil calls his homeland 

Austria, with loving irony, Kakania, using the old abbreviation for 

the imperial and royal state (k and k-kaiserlich und koeniglich). 
Austria, the loosely built Empire of the Habsburg Monarchy, consis­
ted at that time of many nationalities, which tended, more and more, 

to break away from the super state, which had become unable 

to contain the centrifugal forces. The old structure of the Austrian 

Empire was not strong enough to resist the manifold pressures, such 

as the urge for Independence of the Slavic people, the message of 

the international ideologies and the many prophets of utopic dreams. 

In the novel, the Austrian patriots in Vienna are informed about the 

German project to celebrate the 30th Jubilee of the German Emperor 
Wilhelm II in the year 1918. The national pride of the smaller 

country Austria, which looks with a mixture of admiration and 

contempt at Prussia, is hurt and the patriots decide to organize a 

parallel campaign to celebrate In the same year 1918, the far more 

important 70 year Jubilee of their "Emperor of Peace", Franz Joseph. 

This is to prove to the world the leading role of internationally minded 
Austria by offering to the world a new idea for the furthering of 
international brotherhood. By selecting the year 1918 for the planned 

celebrations of the German and Austrian patriots, the same year indeed 

which was to bring about the downfall of the two monarchies and the 
world they represented, Musil proves himself the. master of tragic irony. 

The parallel campaign gives Musil the opportunity to Introduce 

to the reader representatives of the most heterogenous political 

movements, self-styled prophets of new religious movements and all 

kinds of lobbyists, all of them busy with trying to endow the 'parallel 

campaign' with their limited and outmoded conceptions. 



The hero of the novel, whose main characteristic consists in not 

being a hero in the traditional sense by rejecting every action, 
every quality for the benefit of other yet unproven possibilities, 

enters this world of yesterday and "sees with astonishment that the 

reality which surrounds him is at least one hundred years behind the 

thinking of his time." This confrontation leads Ulrich to a kind of 

intellectual stocktaking of his era. He is a mathematician, 32 years 

old, who, dissatisfied with his life, decides to live the next year of his 

existence hypothetically, thereby committing himself to the role of a 
human guinea-pig. He becomes the secretary-general of the •parallel 

campaign' without, however, taking this role too seriously. He 

assists without getting involved, restricting himself to the part of 

the observer who notes down how in their search for a new idea, 

the human marionettes around him get more and more lost. 

His counterpart is Arnheim, who represents in this novel the pro­
gressive forces of powerful Prussia and who "combines the talents of 
the businessman with the brilliancy of the aesthete in a very character· 
istic and peculiar unity". Musil paints in Arnheim an.lronic portrait 
of the famous industrialist, Walther Rathenau, the late foreign 
minister of the Weimar Republic. But neither Arnheim's philosoph­

ical attitude nor his belief in the combination of soul and business 

deceive Ulrich. He rejects the juxtaposition of outmoded ideas and 

requests the planners of the 'parallel campaign' to organize an intelle­

ctual stocktaking to allow mankind to establish a century plan or even 

a plan for a millennium in order to discover the law of perfect life. 

The man without qualities does not experiment with his own life only; 
the whole world should become "a great laboratory where the best 

ways to be a human bel ng would be tried and discovered". 

But Ulrich the moralist is not understood. The bustling activities of 

the 'parallel campaign' finish in empty talks-the funds raised would 
probably be used for armaments-all these contradictory, idealistic 

and pacifist movements seem to have no other result but war. 

These are but the broad outlines of part one. The second and third sec­

tions are linked with the first part through Ulrich who realises that he 
has to escape the narrowness of his own self in order to reach "another 

higher state'', a sphere of yet undreamed possibilities. The scientist 

Ulrich, tries to discover for himself the experiences of the saints in the 

world of irrationality. "Would it not be the only real adventure if we 

could notice the shadow of the coming of God?'' 

In the second part of the novel, Ulrich meets, by chance, 
his forgotten twin-sister Agathe. Brother and sister discover their 
love for each other and in exaltation seem to reach "another 
higher state" close to the state of mystic unity longed 
for by the mystics. The love between brother and sister, 

condemned by traditional morals, Is presented by Musil like a 

myth-brother and sister escape to an island in the Mediterranean­

the walls between I and Thou seem to break down-a very ancient 

dream, mentioned by Plato, seems to come true, but only for a few 

moments. The experiment to eternalize this extreme experience 

must fail-brother and sister separate, the outbreak of World War 
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One delivers Ulrich from his desperate search for 'absolute 
periences', the individual throws himself into the all-embracing 
of the war. 

ex­
fires 

In pa~t three we read about a murderer, who after having killed a 
prostitute, faces the court with his childlike innocent face. The case, 

which is widely discussed in Vienna, attracts the curiosity of Ulrich, 
who realises that even the murderer combines in himself all the 
possibilities of a human existence. Moosbrugger, the murderer, 
becomes for Ulrich a part of our paradoxical world. For a moment he 
even contemplates the thought of committing a crime, in order to 

escape the pattern of his life by burdening his existence with such an 
act. It is In consequence of this thought that he tries to set the 
murderer free and later falsifies the last will of his father, thereby 

following his conviction that nothing is unequivocal, neither Jaw nor 
mor~lity, health or insanity. He does not, however, Jose himself 
even' in these antisocial experiments; his thought, unremittingly, 
controls his acts. 

All the three actions finally lead to the war. The failure of the 

•parallel campaign' the sudden end of the high-pitched love of 

brother and sister, crime and insanity, all these phenomena of 

disintegration seem to explain why the European war was bound to 

happen. However, Musil never accepted the role of a pessimist or 

a prophet of doom. Like his hero Ulrich, he was constantly searching 
for a new moral, a new religion, based on the knowledge of the 20th 
century. He hoped that his novel would help us to cope with the 
problems of tomorrow. 

The ambitious plan of the novel and the multitude of ideas should 
not make us forget that "Man without Qualities" is one of the 

most important works of art of modern German literature. The 
writer succeeds in holding our attention for more than 1600 pages in 

spite of the lack of cohesion between the various parts. Musil does 
not want to tell stories, nor does he want to write a historical novel. 
He loves to write essays. The course of the novel is again and again 
interrupted; the main characters forget the very action and begin to 

reflect, losing themselves in long and profound discussions until the 

limelight reminds them of their role. 

The loosely knit composition of this novel, so rich in digressions of 
all kind, has, however, one center: the narrator, who appears again 
and again, mocking and smiling, among the creatures of his fantasy, 
probing with the weapon of irony into the world of reality and 
delusion. The many utopic ideas of Musil's novel would be impossible 
without Musil's irony, which, in a way, puts a limit to the boundless 

dreams of Utopia. It makes the reading of the novel an intellectual 

stimulant. Musil holds up to his era, the mirror of fools by writing 

the satire of a doomed world, a world for which he, however, felt 

sympathy and affection. It is this benevolent irony which unites him 

with Thomas Mann, his North German counterpart. His terms are steep-



ed in irony; the "parallel campaign'' clearly manifests the intellectual 

poverty of those who originally wanted to show off their indepen­

dent mind and seem only to be able to imitate others. 

The reader's attention is drawn to the chapter headings which, better 

than anything else, allow us an insight into the ironic mind of Musil. 

Note the self-criticism of the first chapter heading-"which remark­

ably enough, does not get anyone anywhere," or the seventh "in 

a state of lowered resistance, Ulrich acquires a new girl friend". In 

German some of these puns and jokes are naturally more effective, as 

in this last case-"in einem Zustand von Schwaeche, zieht sich Ulrich 

eine neue Geliebte zu"-der Spass liege darin, das man sich im 

allgemeinen eben nur einen Schnupfen, nicht aber eine Geliebte 
zuzieht. 

Musil is not interested in telling stories; he dissociates himself from 

the naturalists and refutes those who would like to associate him with 

James Joyce. He strongly criticizes James Joyce's way of representing 
the thinking process by merely reproducing the abbreviated linguistic 

expressions without allowing us to understand the process of 
thinking. 

Musil tries to elucidate the various processes by which our consciousness 

and our thinking work; he uses for this purpose a psychological theory 

which assumes that our thinking takes place in different levels or 

strata. "These strata of thought are of course something that is not 

to be taken literally, as though they were superimposed on each 

other like different strata in the structure of the earth, it is merely a 

convenient expression for something porous, flowing from various 

directions, which is the stuff of thought under the influence of strong 

emotional conflicts". Musil tries to analyse with the precision of a 
scientist, these various states of consciousness and subconsciousness 

and to determine the origin of the many images and associations, which 

seem to appear automatically in our mind. "One would think such 

random images were the most transient of things in the world, but 

there comes a moment when the whole of life splits up into such 

images, and they alone stand along the road of one's life; it is as 

though destiny did not take its bearings from resolutions and ideas, 

but from these mysterious, halfmeaningless pictures." 

Musil's novel is filled with such surprising image associations and 

parables. In his desire for precision, he seldom contents himself 

with one image or one comparison, but tries to differentiate, as much 

as possible, by a series of contrasting images or comparisons. He loves 

to use surprising and shocking metaphors and builds a series of complex 

sentences. With frivolous irony he draws comparisons between the 

most dissimilar objects. Every event becomes for him a parable, 

w,hich hints at the significance of the entire action. 

There is no bette.r way to enter Into Musil's universe than to read his 

books, or at least some chapters. Together with Thomas Mann and 

Franz Kafka, he represents the very essence of modern German 
literature. 
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SoME people remember situations 

to such an extent that even the 
words spoken are engraved in their 
minds, and yet others have vivid 
impressions of particular situations 
but the whys and wherefores elude 

them. They then have to resort to 

•recreate', i.e. the medium of fiction 

and give concrete form to it by 

finding the right words for it. The 

language of fiction is not pre­

planned, but rather a projection of 

the writer's mind, which is a 
treasure of memories and images 

gathered through a variety of ex­
perience. The problem, hence, is 

not of language, but of the intensity 

of expression, of an identification 

with the reader, which would 

enable him into active participation 

in the action. For, sympathy and 
appreciation are a result of self-
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participation only. So, for the writer 
of fiction, total communication and 
total expression are imperative 
and distinct parts of his technique. 

Between experience and expres­
sion, language is a third live and 
independent existence. It has been 
given to us by others; it joins us 
with others. According to Sartre. 
it is a public property which we 
bring into personal use. But those 
who consider language and words 

a purely public property like trains 
or buses, can never be identified 

with it and through unfamiliarity and 
mistrust, are jealous of others. 
•Words' are not dead fixtures; they 
have life in their meaning with its 
history, character, association, 
expansion and decline. We cannot 

~Frcrr 1 ~tr ~~-ij- if ~it ~1~ <f~r 'fir ~rrrr '·~f'ii'T 9ln: f~o~rrr" crn:­
crn:: zrR ~r ~r ~ 1 rrQf orrf=rcr 'fir cr~m, ~~ \3"tr orrfcfcr ij- ~<rRr ~~ccr~<:fr 
~) UfTCff ~ f\iffi'fir a<1m 'lfr UTT ~r ~ I ~qif-mq- if ~e=zr GT'ff ~ Cf~m, 
~f~~ <iiT ~rrr ~r ~err ~ fifl >;Trcr if urr ~fr >;Tq-i{ 'fiT GT(! ozrf'fcr rrr \3"~Cfir 

srfuf'ff'<f :rerrcrr ~, fug;r9Jr \3"~ ~r~ if l!i~T<R ~rffi~ >;Tcrif f~1iFi 'fiT ~~r 
~~'f.~~~ I~~. err ftn: ~cf ~ftr~ ~ ~iiFf m<:: lfii-~f<{'li" >;fli;fT 
crro '3"tr~ +fh:r<: '3"ill<:: ~~ CJiT ~. ~ >;T~ ~r ;;zrf'ferccr 'fiT ':scr~' crrrr 
~ 'fif ~ I 

fm:-~ ~f~~ ~ f'l' qffi '!:I"R cr~~ ~ Gfl'tf lfQf crrm:r >;ff~q'f ~ I =;ff'll 
~ crr13<::T ~ ~trf~~ \3"tr ~ ~if 'lHftrT ~T ~. lfif<:: m)~r 'll<::~ CfiT ~;:r 

;:r\;f~ +fr ~ 1 :qnr +rr rrQ:"f ~ 1 ~1il"f~~ \3"~ ~cr oTCfi-<rm<!l{· srf1irfe:rcr Cfi"<:a- ~. 
:rr"<:-crH ~ <r.m ~. r~~~~ ~ra- ~ >;J'h: 1ifrrr~ r~~'lr-+r"<: rr@ Cfi~ 
"<::@" ~ I lfif<:: lfQ: 'lfr efT ~q 'TGTTU rr~T ~ fCfi ~~f H.=~fcr ~~ ~Tftr~­

~;n: "'r "<:Q urrrr . • •• >;T;ircr ~'fi\r ~"{if ~ f;;r13~ TJ<::a- g~ >;Tr~qr ~r 'l!~ 

;;rr<r f'fi \ffl A;~ ~'!fm ~ ~ ~if 'fiT ~rr~ '!:fi1: ~U ~<::~ CfiT Cfi~T I!JT I f~ 

Cfif ~rfr 'fiT lf~r ~ ~e- Cfi~ \ii"T ~Cfiill ~ I 

~fct:;;; ~T, ~~ \li"Tftr~ ~ GTTCi GTiflfT ;;~r 1 ~ err \3"~ >;TT<: \3"~<til<t ~ \~T 

~ I >;TT~ ~T~~ ~~1if ffi9'i 6:\ ~C:T-~;:r ~T9'i-~~T fu~T "{Cf~T ~), ff'-1 efT 
~ •a=-rtft ;;:f"Rl1f1 CfiT +r<::)e- if f~r +rf \ifTlf -\3"B" GTT\lirlf~T cflfH fCfiZJT \ifTlf I 

crrrf \3"tr Cf'fC1 crzrr f{~ ~ ;:;rf<t"ifr urcr crr~n:r >;T~;:rr ~;; f<.1rrr lllfT, \ffl ~crrrr~­
Cfi~<::cr Cfi\T~ cf~ Cfi"<: furrr ifliT >;ff"<: Cf<f liTlfT fCfi ~~~ Cfi~T \~Cfi"<: 'l!~ 'lit 
~. ?A+rT r~~;;r m~ '1i{):qrrr ~. lfT fifl CfiQT CfiT{ ~·a.-1if ~ ~r ifQ:T I >;fq :q-q-it 
:q-rq- :q-f"<: ?Acrrrr <ti'll li\ fm: ~\if~r \~ ~, 9;!"Tf\H "'~ a.-a- ~-' 'iRNr), CfiQ 
~r fCfi ;;crr:r ~T~<r ~) "<::~ ~ I 'flH ~trr mr CfiT 'fi~~ ~ f~~ ~Cf~ ~ ;:rr~ 
tnT¥ "<::~ ~ ? -;;crrcr ?Ai"<:: ~f~ Gl"rrr <F.~~ra- ~ 1 ;;crrcr '1i!""T'ifff ~. l!t"Qrrcr ~iflT"<: 
ifl:ff I \3"'i:R \li"Tf13~ Cflf Cfi\d"T ~, "'1.1T~T 7fi'f'fif ~, ~f'llii ~frrif ~T a.-err~ 1 

?ACf f<fi13f ~ Uf~ CfiTI=f fq~ urntiTT I lR ti"TI!i ;;<nor CfiT +rf efT rfTI=f ~~T ~!" 
~ ~ m;:r crCfi cir ~\if -cfl:fT\T CfiT rr1~Cfi >;Tm)~ rrcrrcr ~rQcr 'fiT ~rrcrr 
~en ~~ '1.1Gf UT\T ~~~T ~~) 'cr)m ?ATG"lff cr\ ~f.~ ~) iflfT ~ :" it<:r Uf\T 
Cf'fa: GT"<:GT~ 'ii"<: f~rrr I g"it ftr~A-llifT~ i:f lt efT lfQf ~~ '1lff fCfi <ncr CflfT 
q~;;r q), ~ tt§'tfTrrr q) I oQ{ Of~, ip} ~) ~f<Tif ~'fi"<: ~~ ~) ~'TT f~~l;r Cfif 
~~Cf if if~T ~):(ITT " >;f<f ~~-<!"~ ij- ii<fTGT ~ff ~f~~ 'fiT :q-q;;r 12trTf~<r cr;;r 
~ma- ~. ~~ ~r >;fqi'f ~~1if ~<Ta- ~ qh lf~R ;:r~\1:~ Cfi"<:a- ~ 1 ~ij- CF~a- ~ 
~mf~cr if "?AJcl1-~re=rr~ "1 

;:rrcrt~f 'fir ~Cfi 'fi~rrr 'fir rrrflf'fir ~~ >;Tq"if 'fiT -sl;:r -cr;;r f~~'fi"<: ?;fqi'f er-a- tt"<: 
~r ~~err~ 1 

~f'!irr a:;~R e- ~~iTa- >;l"T\ ~'fij= frrlir"<:a- rrcrrcr ~or +rTff"<: crgcr ~r ~ff~r;;, f@"•rr 
m trt1irlii ~-lf(! ~1irfl1<ft;l];mf~cr f'fi~r f~;; fcr~)Q ;; Cfi"<: cr~, fCfiUT ~~=t 
ij- ;; \iff -fff~ I qrf@~ GfT~\r ~Rllf ~. CfiGf cmT orm ~~'fir ~)q~) ij- ~ 

\ifri:r ? ~ cr~~ ~trrf~::r ;.:rh: rrcrr:r -mQGr ~ q-):q 9;1";;~ qcr=t :;r~ "<::~ ~. ~rrrr 
<.fiT ~'li ~tft tt~ 'j:nffir rr@ ~' ~fCfirr ~rrr Q;Cfi ~trt 'fiT :q-q-rrr ~c;rij- f;;rif"<:r ~1~1 
Cfii?:~ 'fiT ll~~ ~ 1 mtr f~~ifT ~~ ;;crrcr ~ 'tf'f'fi"<: if ~CfiH :;r;:;rr \ifT "<:~T ~ 
'fir tfi'<flc 'fiT f\ifcr~ f~;; cF1T \ifT ~. ~ur if ~~r~ ~ 1 ff11"<: +rr g;rfu~ ?ATG"llr 

SIXTY-FOUR 



use them as we please; in doing so, 
In our own personal context, we 

either render them useless or 

imbibe them with true meaning. In 

the capsules of words alone 

we have received our entire 
history, culture, philosophy and 

thought-our entire civilization. 
One word like •Huzoor' is enough 
to bring alive an entire society, 
culture, time and civilization. Life 
cannot be Jived without words. 

But when the purpose and context of 
life change, then those very words 

which were brought into life to giv~ 
It meaning, lose their reality and 
truth. Today politics and 

commercialization, the controllin&: 
centres of life, have corrupted our 

whole language and hundreds of 
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words like Truth, Peace, Leadership 
Courtesy, Mission, Humanity, 
have fallen dead helplessly. Life's 
•cold wars' are all psychological 

wars, fought through the medium 
of words. At the •front' of war they 
either behave like puppets or turn 
into rebellion by betraying the 
•real meaning', i.e. the 'motive 
behind.' Language is the pulse of 
life; in the rebellion of words is 
the rebellion of life itself. 

Confronted with this confusion, the 
writer today is an extremely 
desperate and disillusioned being. 
He has neither foe nor friend. He 
is tossed around in the storm 

created by the various factions of 
modern society. The hero of 
Sartre's "Erostratus" says: "Even 
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the tools I used, I felt, belonged to 
them. Words for example; I wanted 
'my own words'. But the ones I use 
have dragged through, I do not 
know how many consciences; they 
arrange themselves in my head by 
virtue of the habits I have picked 
up from other• and It is not without 
repugnance that I use them in 
Writing to you." 

In the frightening anarchy of life 
and language, the pain is not 
in the 'belonging' but in the inabili­
ty to belong to either of them; of 
getting lost in a stampeding and 
crushing crowd from both the sides. 
This realisation of alienation 
and insecurity either turns a man 
into a self.pitying individual con­
templating suicide, or an amuck 
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who finds an outlet in destruction. 
But how does a writer realise and 
bear his dissatisfaction and sorrow! 
In what language does he find the 
•awareness' of the danger to his 
existence! Words as such have no 

meaning. It is the life, its circum­
stances and experiences of day to 
day, which gives them a unity and 
makes them a language. So, when 
we talk of the language of fiction, 
it is not of words but of the 
language of life we are concerned 
with. We cannot touch the life of 
fiction but we can feel it and live 
through the pain of realisation. 
Thomas Mann's Tonio Kroeger says: 
"Now for the word; it is not so 
much a matter of 'redeeming 
power' as it is of putting your 
emotions on ice and serving them 
up chilled ............ " 

fl:fflt-flim<fi\ wm'<Rf 7A~l <fiT ffi~-tii~ff \ifffi ~ I erR-om: CfiT ~ "Q;Cfi 
7Ar~ cronm ~ 9;1"11: ~\ c;qfui, ~ CfiT ~if 7A~ ~ ~ 1 mi'~T Cfl1 
'';;eft ~ g:)q'' Cfifcrnt CfiT WRT wnn it \3'U\ ~go~ iFt ~T <fi-srr Q;Cfi Cfif.rm 
m~r ~T 1 ~ ~1 Cfl1 ~" t:lfT <fir mnCfi ~fi'J"fi\ ~r ¥:IT f<fi ~ wR" 
qrq it ~ ~1 ~)ar, '~~:«T-"~~T ~r<rrU-!U'iff~T, ~-m~<fi, mflrq­
f.n:rfffq ~~ m <r~T-~ <fiT ~\ ~cr~ <fiT~ CRT ~at ~ I '3'~ fq-~q 
~rcr.:"CT I Olll<F~~, ~G:~, ~ 7AR 7A"Hiif it ~~if ij- ~1 mQl cr.Jar ~ '111\ 
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~fffllllTO::T ~ ll~ Q;Cfi~ ~cl srf<ifilfT ~ 1 
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<fiT ;;rrll, ~ ~ ;;r'h: q~ q'"{ @ "m<fi\ fu'fiaT ~' <flftf.li '3'~1 ~ ~ f~ 
'fir ma- I ~ff+iiff 9;JR 7Af-qoqfw ~ ~ 1 liT ~~ m ~ 1 

mm mm 'fiT Cfll=sr~ 1.fi\aT ~. ~+~ ~r~ 9;1"1\ ;;rrnif "PT ~~it 
~"i!rc1.fi\ 51"~~ Cfi~ar ~ 1 crm <fiT erg-~;; ~ffi \lfllf ffi", ~T \ii'T ~ ~' 
cr~ ~ ti~G:<rT Cfl1 icr~~~ it it~ ~1 ~ 1 it "~cr~-CfiT~r'' cr.~Cfi\ <tifcr 
<fiT ff~T Cfil1 "if ~m, ~f<fi;; l£~ ~~') ~ f<fi Cfifcr 'fiT 7Atmf ~~ q'"{ g;r~ 
~-'lT<rT fiil~ if; ~ q'"{ I Cfi~ f~T CfiT ~TCTT ~crrG: ~' cr~ ~~ 
:ql\ :a-~~ ql?§. CfiT f:;:p.:r ~ ~r ~T'fi\ <r~r crffiar, ~ mtfT it ~ 
;;fh: WiCfi\ tr~ f~~fu "PT m 9;JR !i=CT\ <r<raT ~ 1 ~trfu'~ Cfi!!JT -'lltff q'\ 

fcr:qn 'qfQ~T ~ ;;rrcrr\ q'"{ ~T<rT ~1 <r~T :qr~~. ~+CJ:vT ;;rf"+Toqf•m lfT c)~ 
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fq;~ ;;rrfa--it~-~:rr-'+lrm <fir ~ W'fiT ~gmrn Cfi\on ~~q;; ~-lfl 7Afcrm~ 
fcran-t 1 <n~ "Q;'fi QT ~ 1 f.litrr if, fqq)s-)"( ~~<~ liT q~ff ~iii<li if I CfiW qr 

fCfi cr.~T-"lllqr cr~ tfT~~T mm ~ f\il~~ ;_~~1m~ f~r m~ ~it ~TCfi8"T 
~ I '3"~ ~'f ;;f~ <fiT atrr ~ ~ ~T i'f «~, ~« ~\ "li\ "tr"lia- ~' g;rqif 
m~ f'fl\ ~ 'lfT «~ ~' 'flrtf<fi cr~t.!~= ~~ ~ ;g-rq-mq ma- m ~ ~q;rT 
~r f~G"ifT ~ 1 ~f :rrT~ CfiT 9;JtA"Tliif~\oT 7A'h: "'<rniWT, 'l~ ~ eqr;; ~cT 
liT ofcT ~' ~f Cfi!!fl'fiH ~'IT it <iif<r ~TffT ~ 1 'lltfT·fCfi'.TlfCfi ~faRCf~ f::q;:m 
Cfi!!JT'fiR ij" 7Af~ Cfif<r it ~TaT~ 1 f~~T ij J.l;r;:rrG" 7;1")\ ~TG'1 9;ffi ... lf :q-'\'"{ 

l!Wfr9" o;z:~~ ~~~~ ~ -fcr~or-mfQ:tlf it ~« mtrtr g;r)"( ci't~Tl£0f'f.1 1 

\ii'Tcr;; ~ "!fl111Jf 'fiT orm ~)~ eft \ifTlf m ~Cfi ~~ '+IT <r@ ~ f;;p «Tf~(lf i!iT 
\fl'~ff '+TTf.TT ~~ 'f.T Cfillf "SI"Tlf: <fif<r if ~T fCfil£1 ~' i3"ti"CfiT ~T~Cfi" ~lllif ~~ 
~T Cfi!!JT1.fil1: if f'fi'lfT ~) I 

<ii~T «rfQ('l <fiT f'i";:G'ii"T 1.fi) ~ ~ <r~r «Cfiff1 ~<ffl' 11~~ Cfi\ ~Cfia- ~' ~ 
~trHr CfiT \lfT trif.a- ~' ~« ~1.fi~llJi Cfi) c)~ lfr;; CfiT c)f;;q)-'ifiT~l]""{ \lffiiaT 
~I :mf~) ~TG' 'fiT CfT"fll ~: "ifl'3' lJiT\ ~ "Cf"i 1 ~c ~;ij;:c ~) 11'Cf Q: lie\ mlJi 
'fcitfqif-'tlcr~' Q:iiJ ~ ~>r ~TlJi ~feif q)\ ~l1)~~ m<f 'I"T~ "C!;l's trfcrl'f~ 
~f£ 9;Jtf f:q-~:s ... 

'+TTCf<if:l;fT CfiT <r9i ij \lffCT~ q~ Cfi"{ ~if <fiT q~ ~CfiG I ~"{ ~~Cfi" CfiT ~<::T 
~'fiG ~ 1 ~'+fer 'fi~if, «t:;ffi" CfiT "+TTtfT f~TCfiT\, iffalflf, tr\ll"Tcr 'JAR Cf¥T 
~T~T ~' ~ om qra<{f q ~~ ~<iT ~j\ f!fl\ lf~~~ Cfi\<rT f;;p \lff~ f.li~<rT­
~~ ~ \3fT ~~ ~ r 9;J'Tif CfiT ~+!.Tftifa Cfi~~ or~ ~ ~s:if ~ 5Tll~ii it ~ 
'+IT ~~~ ~c:a- ;;rri'lr 1 \lfT~ ~ ~;=crrG: CfiT ~G:T, "m'!ifalll 7AR 1F"T~T it 



Even this dialogue, often, gets 
disrupted in our world of today. 

We come In touch with a writer's 
thoughts through translation, 
Which does not always inculcate a 
'directness of intimacy', consequent­
ly a distrust prevails while we 
'read' and not 'live' a writing. It is 
looking at an object through do ubi e 
mirrors, which have their own 
textures and depths, thus groping 
always In a world of uncertainity and 
unreality. On its own, the original 
Work in itself is a translation of 
experience, done through an 
extremely complicated •creative 
process'. Translating the self into 
the language, which Is a foreign 
element and part of one's being 
at the same time, is a highly intrigu­
Ing job. In this process invari-
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or)~ iil"ifd"T ~ 'ffi~ srft:r ~ f.:r~zr-qf.r~:qzr <fiT 'q'JCf m~ CififT ~T ~ 1 

~f2T i!T \WCif GT czrfCfd"lfT it; ii"T"'" <fir li~r <fiT !ij"f~"{ ~) d'T ii Cfi~T ifi!T \'ii"Tif 
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ably, the precision for solidarity of 
word, sentence and paragraph, make 
the experience impersonal and the 
rapport between the writer and the 
reader is lost. In our society today, 
where :each individual speaks his 
own language and there is such a 
diversity in language, it is a great 
dilemma of the writer of fiction 
whether to give vent to the out­
pourings of his mind by adhering to 
his own words or to lose the •life' 
in his creation by trying to com­
municate with readers in the lan­
guage they live. Here, the problem 
of total expression becomes a pro­
blem of total communication, and 
on whatever level the writer 
may be rebellious, he cannot escape 
this dilemma. 

~)~ ~·h: fm ~T CfiT "{~f ~ I an~ if f~ a"~ 'iflt ~1 aru$ 
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~ 1 ~ lflailt aT ~ ~~ ~") ~") ~ I ~ cfifl~\1 ~ fmrii" ~CfiT"{ ifliT 
mr~r CfiT G:<f, o:n:;n: \ifraitcrnrr mffilrr ~ Gf~r ~ 1 r~r CfiT 'fliT qm f.fi l:!;Cfi 
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GI"T~ <fiT afiijit"T <fiT ~ ~~ ~1 ~ ffilfT m1t, ci~r ~ar ~1 ~ 1 ~fer~ 
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~ f<fi ~e-~ ~ Wfi~ tn: ~ f<fi~ ~ if ~ :onli1t, ~Cfiil ~~ <fiT m 
~ 'R m ~it ~11 ~ rrif ~-~) air ~~~~, CfiT 'l~Rtr f;:reiTf"{o 
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w ''m ~t(" CfiT ~1 mzTG: ~<fi'hr Olffiffitcr ~ ~r, m ~ m Gfl~afcr'fi" 
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the language of literature 

Lothar Lutze 

There Is no language of literature; at least descriptive linguistics will 
have It so. Even large-scale conscious attempts to produce literature 
in a language different from the common-the •vulgar'-ldlom, such 
as the •poetic diction' of Dryden's time, will be allotted a place some­
where on a register scale, which extends from extremely formal to 

extremely informal speech. In a purely linguistic analysis, the language 
of literature is just another set of speech varieties and thus robbed of 
its traditional prerogatives, 

And rightly so. For any analysis of literary writing which Is based on 
such prerogatives and dressed up in terms like 'intuition', 'Inspiration', 
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'genius' t · b d 
. . e cj Is . oun to be vague and subjective and to result in pre-

cipitate .eva uatlon-in short, it is no analysis. No serious contem­

porary literary criticism can afford to ignore the tools provided by 
contemporary 1· · · • . . . . mgU1st1cs, e. g. In Hmd1 writing 'Nai kavita' and 
'Na1 kahani' should b h b ' Y now ave een supplemented by 'Nai alochna'. 

But descriptive 1· · · . mgu1st1cs prov1des a foundation to literary criticism 
no 1 k ' more. t ta es you to the doorstep of the literary work of art 

an_d lea:es you there. There have been isolated attempts to go beyond 

this point using purely linguistic criteria. Samuel R. Levin (Linguistic 
Structures in Poetry, Mouton, The Hague, 2J964, p. 32) quotes two 
liroes from Robert Browning: 

Irks care the crop-full bird? 
Frets doubt the maw-crammed beast? 

In this example, 'bird' and •beast' are related I) by their position at 
the line- (and sentence- ) ends, 2) by similarity of sound (alliteration), 

3) by similarity of meaning. In Levin's terminology, such a concurrence 

of positional and phonic and/or semantic equivalences is called 

'coupling'. 

Quite significantly, •coupling' is a phenomenon of poetic language. 
Should 'language of poetry', i.e. verse, and •language of literature' be 

identical? In 17th century Europe this question would have been 
answered In the affirmative. Indian prose-writing has started its 

struggle for full recognition only In this century, and some eminent 
writers and critics can perhaps not be blamed for going to the other 

extreme and asserting the superiority of prose over verse. Shelley's 

statement that the "distinction between poets and prose-writers is a 

vulgar error", made early in the 19th century, makes these arguments 

appear like manifestations of an inferiority complex. 

What, upon closer inspection, is left of the difference between verse 

and prose? Verse has rhythm, and so does prose. True, verse is 

metrical and prose non-metrical, but what about •free' verse? Here, 
in non-metrical verse, as it should more properly be called, the line 
appears to be a fixed time-unit, pauses are counted, short lines are 

to be read more slowly, long lines more quickly, the rhythm is deter­

mined by emphatic syllables occurring at certain intervals. On the 

printed page, these relations are made visible by che relations between 

space filled and space left free. 

Obviously, these distinctions are of secondary importance and could 
certainly not serve as the basis of a theory, or a set of theories, of the 

language of literature. In this context, 'literature' has, of course, 

throughout been used in the restricted sense of German •Literatur', 
i.e. creative writing. At this point, however hesitatingly, the concept 

of the literary work of art has to be re-Introduced into the discussion. 

Like any other work of art, it may be defined as the arrangement of 

material (here provided by language) by a creative individual. Linguistic­

ally speaking, the specific nature of literary language may be deter­

mined by the degree of interference with majority language patterns 



for artistic purposes. In this statement, the term •artistic' is, of 

course, a non-linguistic interpolation. 

In a more striking formulation, Roman Jakobsen (0 cheshskom stiche, 
Berlin 1913, p. 16) calls poetry "an organized act of violence perpet­
rated on ordinary language". In this oxymoron, Jakobsen emphasizes 

I) the authoritarian status of the poet with regard to language, and 

2) the establishment of a new, a poetic order. 

Jakobsen's statement may be extended by assuming that this poetic 

order is based on principles of organization (Organisatlonsprinzipien) 

which, corresponding to the phonic and semantic dimensions of 
language1, can be placed somewhere between the two extremes of 
the purely formal on the one side and the purely functional on the 
other. These two extremes are only seldom reached. Rarely is ordinary 

everyday language (and a literary style Imitating it) organized on the 
functional principle alone; and extreme formalism in literature is 
still considered a resort of outsiders. The bulk of literary writing, 

especially so-called classical literature, will be in a position of balance 

between the two extremes. 

The organization of a literary work of art may also be bl'p 1 • · oar, 1.e., 1t 
may be organized on an Ironic combination of extremely formal and 
extremely functional principles of organization. The result may be a 

heightened intensity both of sound and of meaning, as In "Finnegan's 

Wake". 

Summarily, and perhaps somewhat pointedly, it may be stated that 
if ~her~ is a specific language of literature, it is language organized 
pnmanly on the formal principle. This, in turn, defines the role of 

formalism in the shaping of literary language. The Russian formalistic 

school of the first three decades of our century is an outstanding 

1 The optic or visual dimension (script) can be disregarded here. 
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example. Half a century ago, it worked for a renewal of literary 
Russian and anticipated much of what now, in the sixties, is still 
considered 'modern' or 'experimental' by the uninitiated. Moreover, 
It introduced into international literary criticism a number of terms 
which have since seemed indispensible, such as Majakovskij's emphatic 
verse and 'inaccurate' rhyme, his •zvukovaja instrumentovka', sound­
orchestration (cf. Wellek/Warren, Theory of Literature, Peregrine 
Books Y28, 3 1963, p.l59); Chlebnikov's 'internal declension'; 
Kruchonykh's •zaum', translntellectual language, a concept developed 
as a reaction against 'muki slova', the frustration of language. Some 
of the products In '"Akavita" (obviously a nonsensical name for some 
of the fairly conventional poetry included In the magazine) are faint 
reflections of these experiments In Hindi. 

In our days, with the advent of cybernetics, the process of de­
hu manlzation (Hugo Friedrich) of literary language has been initiated. 
New critical categories are being developed. On the basis of Max 
Bense's •statistical aesthetics', the Czech critic Josef Hlrsal (lmpuls 
6/ 1966) distinguishes between •natural' and •artificial' poetry. The 
"lyrical, personal ego" existent in •natural' poetry has disappeared 
in •artificial' poetry. Art has become artificiality, the artist has been 
replaced by the engineer. The machine can take over. 



3 reihungen 

Lothar Lutze 

ind isches 

wortspiele 

~bene 

a bend 

abu 

sonne sen[te sank 
staub stob starb 
ganges gangen 

krishna kreis kreuz 

radha rad ratten 

akbar achtbar nachtbar 

ashoka coca 

nehru nahr du 
stall stahl 
atoll atom 

bombay 

gier geier geifer 
as af3 aas 

ganges gangen 

an fang 

wort 

wortanfang 

wortfang 

ausbruch 

wort 
wortausbruch 
wortbruch 

witz 

wort 
wortwitz 

witzlos 

wort los 
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3 associative poems 

Lothar Lutze 

indishes 

wortshpiile 

SEVENTY-SEVEN 

transcription 

eebene 
aabent 
aabuu 

things indian 
zone zengte zank 
shtaup shtoop shtarp 
ganges gangen 

krishna krais kroits 
raad haa raat ratten 
akbar axtbaar naxtbaar 
ashookaa kookaa 

neeruu naer duu 
shtal shtaal 
atol atoom 
bombee 

giir gaier gaifer 
as aas aas 

ganges gangen 

an fang 
wort 
wortanfang 
wortfang 

ausbrux 

wort 

wortausbrux 

wortbrux 

wits 

wort 

wort wits 

witsloos 

wortloos 

word plays 

translation 

plain 
evening 
abu 

sun scorched set 
dust flew up died 
ganges gone 

krishna circle cross 
radha wheel rats 
akbar respectable nightclub 

ashoka coca 

nehru feed you 
sty steel 
atoll atom 
bombay 

greed vulture spittle 
ace ate carrion 

ganges gone 

beginning 

word 
beginning of word 

word trap 

eruption 

word 
word eruption 

breach of faith 

wit 
word 

word wit 

witless 

wordless 



2 

anfang war wort 
anfang wort wahr 

wort wahrt 
wort schafft 
wortanwartschaft 

wort wahrt 
wort wehrt 
wort wert 

wort schafft welt 

welt wird wort 
wort welt 
wortwirtschaft 

wort wirrt 

wort schafft 
wann wahn 

wort wo 

rott 
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2 

anfang waar wort 
anfang wort waar 

wort waart 
wort shaft 
wortanwartshaft 

wort waert 
wort weert 
wort weert 

wort shaft welt 
welt wirt wort 
wort welt 
wortwirtshaft 

wort wirt 

wort shaft 
wan waan 

wort woo 

rot 

2 

beginning was word 
word was true 

word preserves 
word creates 
word expectancy 

word lasts 
word defends 
word worthy 

word creates world 
world becomes word 
word world 
word mess 

word confuses 

word creates 
when madness 

word where 

rot 

I) •Continental' pronunciation of vowels. Long vowels are doubled in the 

transcription, ae=a in •bare'. English pronunciation of consonants, X=ch 
in Scot. 'loch'. 



principles of linguistic 
theory as a new basis 
of music aesthetics 

H. j. Koellreutter 

Whether art still arouses a vital, emotional or intellectual interest, 

as opposed to mere inclination, in the confined structural system of 
our technological world is an important problem on which discussion 

on art and artistic creation is centred. 

For many, art is the highest expression of Intellectual freedom. There 
is no doubt, however, that not all that enriches art and science 
corresponds to this concept. Wide ranges of intellectual creation 
cannot prevent the constrictions to which the intellect is subjected. 
The fact that these constrictions are continually growing Is evident 
from the development of art and science. This is especially the case 
with regard to science, of which the essential achievements consist of 
theories. The content of these theories is observed in nature and 
reproduced in technology. But even in the art of our age, which is 
linked ever closer with science, these constrictions are more and 
more noticeable. One often has the impression that the change irl 
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styles and aesthetic tendencies is the ex . f press1on o a repeated, 
unco~cerned exploitation of the old, traditional relationship of 
creat1on and freedom play d · h . e against t e newly emerging relationship 
of creation and constr tl h 
. IC on, t ereby resorting to theory i e to an 
Intellectual justification. It seems to me that th' d ~ . fi. 
• IS es1re or an 
.'"tellectual justification is already a sign of constriction from which 
Intellectual work derives 't 1 h I s creat ve c aracter in a technological 
world. 

At this point we are faced with the problem of existence of art in 
general and music in particular, the problem of place and function of 
art in a pragmatic, technological world. The fact that in order to 
maintain and promote this technological world scientific but no 

artistic creation seems necessary, raises the existential question 
whether art as a whole still can exist in our world as a reality or only 

schematically, creatively or only as an imitation, i. e. which function 
of art still remains in our epoch or which function it will be 
assigned. 

From the point of view of the modern theory of information and 
communication, scientific and artistic achievements (as far as the 
processes of creation and not the results are concerned) are at least 
principally and qualitatively the same, i. e. information, messages 

about something new which are transmitted from an expedient to a 
percipient in combination with something known; for without some­
thing known, something new cannot be transmitted. In a more 
specific definition applied to aesthetics only the New lil a message 
should be called information, the Known should be called redundancy. 

According to the theory of Information a percipient is informed 
about the events occurring from a repertoire of possibilities or from 
selections made by the expedient. If the number of possibilities, 
I. e. the repertoire, is large, the number of selections is large and 
therefore also the quantity of information : the probability with 
which the percipient could have predicted the selection is smaller, 
his surprise correspondingly greater. In a statistical approach, 
the concepts of Surprise, Novelty, Information, Improbability are 
Identical with the concept of Rarity. A rare event has a greater 
effect of surprise. a greater content of information than a common 
one; this principle is of great Importance in the evaluation of a work 

of art. 

Information is teaching. Accordingly receiving of information Is 
learning. Somerhing new cannot, however, as I have already emphasi­
zed, be learnt, I. e. perceived, independently of something known. 
Therefore redundancy, I. e. what is known must be considered as a 
complement of information. It makes the relationship between the 
expedient and percipient possible and without It conscious perception 
of something new is impossible. Learning, therefore, also Hearing 
and Perceiving, consist above all of the discovery and exploitation of 
redundancy. Something new is combined with something known, 

New and Known from the point of view of the percipient. A message 
about something new therefore also belongs to the nature of art. 
Retrospective artistic creation is impossible. Artistic creation can 



only be progressive, i.e. it must produce something new, inform about 

something new. One cannot go back to a period preceding the 20th 
century, the time before Debussy, Ravel, Mahler and Schonberg 

without losing some freedom and sincerity. 

From this point of view, the problem of the existence of art is 

primarily a question of creation of something new, of information. 

At the same time, however, information is communication, i. e. 

communication of information. Communication of something new. 

Every society, including that of the technological world, is interested 

in communication to the extent that the latter forms or maintains 

civilisation; for man has not only originated civilisation, in our case 

the technological civilisation (due to certain vital experiences and the 

resulting insight, perhaps also due to certain anthropological 

conditions of constraint) but beyond this is forced to maintain, 

improve and control this once established civilisation by continuous 
achievements of all kinds. 

That which is presented as Information, i. e. forming civilisation, is 

the intellectual sphere, plays the role of communication, i. e. main­
tenance of civilization, in the social sphere : 

Information ............... Creative Achievement ...... Forming Civilization 

Communication ............... Transmission ........ Maintaining Civilization 

In so far as art brings forth information and communication it has 
the function of forming and maintaining civilisation in our society. 
Accordingly music, as all art, must be regarded as a means of communi­

cation. Thus it becomes comprehensible that modern aesthetics are 
based on the theory of information and communication, the 
psychology of perception and sociometry. i. e. the study of the 

relation of sympathy and antipathy in society. For this affirmation it 
is decisive that the selective nature of aesthetic information can 

be understood only in relation to the complexity of the ability of 
perception of man and to the complexity of society. 

Thereby it is important to note that every civilisation replaces the 

"given" by the "achieved", i.e. that the world develops in the sense 
of it having been created by human beings, as it were an artificial 

world. This procedure especially characterises our technological 

world and presents itself as a continuous transition from an ontolo­
gical, I. e. abstract, reality to a semantic one i. e. reality referring to 

thought content. Signs take the place of facts, relationships the place 
of characteristics. Things that were once ascertained are produced. 

One does not comprehend as per content, but structurally, not 
extractively but constructively. 

In a modern theory of aesthetics music must therefore, as every 
language and every aesthetic reality, be seen and treated as a 

world of signs. In the world of signs we differentiate between real 

signs and communicative signs. A real sign shows itself, nothing 
else. A communicative !:ign refers to something other than Itself. 
Signs are the means of human communication. Musical signs such as 
chords, rhythmic and melodic formulae and structures, are to begin 
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with, real signs but become comm . . . . 
unrcatrve srgns rn a musical text. 

:very ~usi~al phenomena expresses itself as a sign. It emits an 
esthetrc strmul~s. And every aesthetic stimulus is based upon the 

power of attractron or repulsion of the sign. 

The world of signs develops in three dimensions which determine 
the structure of language and of modern aesthetics. 

I) Signs belong to discourses, to sign systems. They stand in 

relation to other signs. They are subject to a syntax. One can 
therefore say that they function In a syntactical dimension. 

2) Signs have meaning and significance. One says they function In 
a semantic dimension. 

3) Signs have an interpreter, an expedient and a percipient. For 
them they are valuable. Their value is relative. They are effectual 
only through this value. One says they function in a pragmatic 
dimension. 

other signs 

object 

... c ·z o 
I: ·~ 
.. c E ., ., E 
"" ;; 

pragmatic interpreter 
J---~--=--:----~ expedient 

dimension percipient 

The combination and putting into relation of signs from the point of 
view of time and space occurs through the Text. Chords, rhythmic 
and melodic formulae and structures are combined In a musical text. 
I have tried to formulate the basis of the combination of musical 
signs In a musical text, in a so-called Theory of the Musical Text. I 
have endeavoured to make this theory an objective, not a stylistically 
bound method of composition which permits one to regard the 

musical work of art of every type or style as a reality which is based 
on its own laws and to anafye it, as we do in the literary text theory 

regarding syllables, words, fetters etc., we designate chords, intervals 
rhythms etc, as elementary text material. Phrases. propositions, 
motives are complex text material. Generally we speak of sign­

sequences as linear or of sign-constellations as plane. Analytical text 
theory divides given texts into elementary or complex text material 
and characterises the signs, sign sequences or sign constellations 
according to numerical points of view. Synthetic text theory is 
composition. It does not analyse but synthesize. It derives musical 
texts from given materials. 



For the appreciation and analysis of the musical work of art it Is 

essential to know how many different kinds of signs there can be and 
the speed with which these signs can be transmitted through the 
system of communication. 

In other words : we must ascertain the necessary maximum capacity 

for the system. This stress on the capacity of the system leads to 

another definition of the word "information", i.e. to that of a 
measure for the number of transmitted signs. Thereby it is Impor­

tant that only the quantitative character of this definition plays a role 
contrary to the everyday meaning and use of the word which refers 

also to content and significance. 

Let us consider first of all a so-called "non-selective transmittal" 

because this Is easiest to analyse in a mathematical way. A non­
selective transmittal as per definition consists of a sequence of signs 
which are chosen one after the other, independently of ,each other, 
however, with the same probability out of the available repertoire, 
whether this is made up of letters of the alphabet, tones and rhythms, 

prints on a television screen or any other medium. The process of 

selection Is regular and statistical and builds the simplest example 
of that which we call stochastic selection. Over and above that, this 
non-selective transmittal has a maximum information content because 
the condition of the same probability allows no saving, as would the 
supposition that certain signs can only occur seldom or not at all. 
For this system R. V .L. Harvey, cybernetist and mathematician, 
developed the following equations under the conditon of equal pro­
bability in the choice of sign from a repertoire : 

lnformatlon Content : 

( Hn ) max=log2 N bits/sign 

where N=number of available signs, i.e. the available alphabet. 

Speed of Information : 

( HT) max=n log2 N bits/second 

where n=number of signs transmitted per second, 

Total Information transmitted 

Hmax =nT log2 N bits 

where T =transmittal time of whole transmission In seconds. 

In all these equations log2 Is equal to 3,32 Jog 10, the general loga­

rithm. 2 is the basis because the bit number is the basic unit of 
information in the theory of information. The binary numerical system 
consisting of the numbers 0 and 1 is used because one infers from the 
postulate that all decisions regarding the content of information go 

back to a bit choice, i.e. to decisions between "yes" and "no"· 

The example of playing cards is often used as an illustration. In a 
repertoire of 32 cards, 5 selections must be made In order to clearly 
name a certain card. One makes two heaps of each 16 cards and 
chooses one of them. This In turn is divided Into 2 heaps of each B 
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cards, one chooses, again makes 2 heaps of each 4 cards, chooses, 
makes 2 heaps of each 2 cards, chooses and chooses for the fifth time 
then, from the two cards which are left over. With 5 binary deci­
sions or with 5 bit the degree of improbability (or of information 
content) that the choice of one particular card has, is ascertained 

while every single one of all 32 cards could have been chosen with 
the same probability. 

As an example for the application of the Hartley equation let us con­
sider the 12 notes C, C sharp, D etc. to B, which make up the 

chromatic octave. If these pitches in order to win a trial of simple 
non-selective music are subject to random selection of sequences, we 

conclude that N=l2 and (Hn )max =log2 12=3, 32log10 12=3, 59 

bits/sign, in the Hartley equation. This is the maximum transmitta­
ble information of these 12 notes per sign. The speed of informa­

tion depends on how quickly we reproduce these notes, i.e. on 

rhythm, tempo and structural compactness of the music. 

Because non-selective transmittals are of relatively little interest, one 
becomes aware of Hartley's equations on Information content of non­

selective transmittals only 20 years after he had actually formulated 

them, when mathematicians like Norbert Wiener and Claude Shannon 
picked up Hartley's ideas and used them in all kinds of transmittals, 

no longer only in the non-selective ones. 

In his classical examination Shannon developed a number of basic 
equations for calculation of Information contents on the basis of the 
given probability of every sign-P1, I.e. probability of I, In a reper-

toire of N signs, wherein i =I, 2 ...... N is : 

HN =S Pi log2 p1 bits/Sign 
i 

where HN =Information per sign 

P; =Probability for each sign 

N =Number of possible symbols. 

From this follows Hr =nHN =speed of Information 

H =nTHN =total Information transmitted. 

where n=number of signs per second 

T =transmittal time. 

Thereby one has to note that 

S P; log2 P; =PI logz P2 +PN logz PN · 
I 

From these equations It Is obvious that the quantity Hn In a transmi­

ttal is not only dependent on the extent of the repertoire but also on 
the distribution of probability of the sign taken from the repertoire. 
Non-selective music as fully explained in the Hartley equation is 

•·chaotic'' or "completely disorganized" music. But what is "com­

pletely organized" music In our simple system which has only been 
developed from the point of view of pitch selection r Evidently it is 



a single and singular choice of a certain concept from the sign reper­

toire. If therefore the probability of the tone C means unit, i.e. 
certainty, so that Pc =I, then all other p; must equal 0 and H is 
equal to 0 bits/sign. 

The scale extends from maximum information content for complete 

disorder to an entire absence of information in complete order. 

maximum minimum 
information = information = 

complete disorder complete order 

All rules of organisation-like compositional principles such as counter­
point, harmony, 12 tone Jaws or serial principles-change the distri­
bution of frequency of element sequences and diminish the unexpect­
edness of the signs formed therefrom. Laws of organisation 
Introduce that which one calls redundancy. This is measured as 
follows: 

R 
Hmax- H 

Hmax 

Thereby one must consider that the factual information H is always 
smaller than the maximum information Hmax. 

Redundancy includes all innate or acquired organisation rules such as 
symmetry, equilibrium, counterpoint etc., apart from elements that 

have become known through continuous observation. Redundancy 
is very important, perhaps even more important than information it­
self. Redundancy characterizes the style of the work of art and it 

is mainly in close relation to that psychological concept that we call 
the intelligibility of the message. Intelligibility increases proportion­
ately to redundancy. A maximum redul_ldant message (R= I) would 
be fully intelligible but at the same time fully banal, for it would 
transmit nothing to the percipient-If Instead unexpectedness reach­
es its maximum value one can In no way forsee whether one ele­
ment of the repertoire is to be preferred to another. Information 
would then have its highest value but apart from the fact that such 
a message would be open to disturbances because every chosen ele-. 
ment therein would be irreplaceable, it would be impossible to com­
prehend, for it presupposes a capacity of comprehension on the part of 
the percipient, i.e. listener, which by far exceeds anything that could 
be anticipated, as per experience. Maximum information, i.e. complete 
originality and maximum redundancy, i.e. complete banality, both 
unappropriate to evoke interest, are the limits between which the 
artist endeavours to attain an optimum relationship according to his 
intention. According to the latest researches, content of information 
of a work of art should never exceed 10%. For every percipient and 
every sociological situation this optimum naturally changes. The 
limit of comprehension of the percipient is a function of culture and 
the socio-cultural environment of the individual. This environment 
is different for the connoisseur and for the layman. It is different 
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for the urban and provincial population. It is different for the 
western and the eastern cultures. 

Any musical composition, like any other work of art is mostly neither 
completely disorderly nor completely orderly, but it moves between 
extremes. This observation is also valid for the so-called "completely 
structurised" or "completely orderly" music of which so much has 

been composed in recent years .. The system used for the composition 
of this kind of music leaves to the choice an extensive scope in every 
case. A work composed according to this procedure would there­
fore be best described as a composition achieved "after planned dis­
tribution of probability''. This is also valid for the greater part of the 

so called aleatory music, which is also composed according to a planned 
scheme of distribution of probability. 

As long as the repertoire of signs (of which such music is composed) 
is held at the same level, the average remains the same from 

part to part. Each of its parts is statistically identical to every other 
part, so that they can be presented in any order, be shuffled, com­
pletely exchanged, without changing musical characteristics in any 
part of it. Therefore a change may only then be really aimed at, if 
one changes the extent of the available repertoire of signs. On the 

other hand one can expect from a generally more valid musical com­

position that not only does the average of Its information content lie 
somewhere between the two extremes, between chaos and absolute 

order, but that it shows variations of Information content over a 
period of time. Among the possibilities of musical structure it is 
only in the exceptional case of non-selective music that the 
information content remains constant from beginning to end. 

Through a very Interesting analysis that was made in the Studio for 
Experimental Music in the University of Illinois, I shall show you 
how the information content changes continually and a dialectic play 
of information and redundancy so to speak, defines the style of the 

works and their composers. 

The analysis referred to 4 sonatas by 4 different composers from 
different periods of style. The compositions were Mozart's C-major­
Sonata KV 545, Beethoven's Sonata op. 90 in c-mlnor, Hindemith's 
Sonata No. 2 and Alban Berg's Sonata op. I. In the examination 
all pitches In "the parts of the exposition chosen from the first move­

ments of these four compositions were connected in two ways: 
Firstly, all examples for the note C, C sharp etc. were registered 
regardless of the duration of the note but under the condition that 
there is an equality of octaves. Secondly, every counted pitch was 
examined for Its duration in order to include the relative duration of 
time during which the pitch arises. In this way one ascertained the 
data for counting of frequency on the basis of the structural model, 
which takes for granted that all probabilities of former choice in the 
transmittal are independent. Thirdly, in both these processes the 
probability of each pitch was calculated for every part of the exposi­
tion, i. e. for the first theme, the transition, the second theme etc. 
Fourthly, Information· content and redundancy were calculated from 

these probabilities for every single part as also the average information 

content and redundancy of each of the four expositions. 
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The information content for the first calculation will be weighed 
against the time lengths indicated by bar marks. 
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Information Speed 

To begin with one can see from the average Information content of 
every complete exposition that Mozart's music shows the greatest 
redundancy and transmits the least information content persign and 
that Berg's music comes relatively close to non-selective music from 
the point of view of this analysis. Thereby one supposes that the 
pitches which follow each other are each counted independently 
of one another. 

The results accord with the fact that Mozart's music is strongly 
directed towards diatonic keys whereas Berg's music with its continous 
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chromatic modulations for the 12 notes of the scale produces a 
considerably larger number of equal probabilities. 

If one considers parts of the sonata expositions all four compositions 
show oscillations in the information content. But Beethoven's Sonata 
contains the strongest and most rigid change from one movement 
to another. Berg's music on the contrary shows the least. Altogether 
the results seem to correspond so far to the subjective experience 
of the listener. 

All data thus ascertained were used in the calculation of speed of 
information in bits per second, a measure which considers the density 
of the note and the tempo. 

One may note that a text theory and aesthetics of music based on 
linguistic principles and information presents the scheme of musical 
message In the form of a series of informational values which can 
be divided into two main categories, depending on whatever position 
the percipient wishes to take with regard to the message.-lnforma­
tional values and corresponding values of redundancy are principally 
as many as there are fields of consideration. One speaks of infor­
mation of frequency, chords, colour, instrumentation as well as of 
melody, harmony, rhythm etc. According to the period of time to 
which the percipient gives his attention the different values of inform­
ation are a resu It of the consideration of the repertoire, the exten­
sion of which is defined through the psychological characteristics of 
the individual. These In turn are functions of the musical knowledge 
of the Individual, they can however be defined objectively, and in a 
statistical manner. 

The two main categories into which the values of information and 
redundancy can be divided correspond to two fundamental modalities 

of perception : 

I) To a rational modality of perception which i nciudes all that exists 
in the field of norms, of the objectively definable, logical, and can be 
expressed in a universal language. In the world of musical signs this 
modality corresponds to the score, i.e. standardized phonema put 
together in a universal language, i.e. notes. 

2) To a supra-rational modality of perception which consists in 
surpassing the limit that the musical message causes with regard to 
its rational aspect and logical expression (e.g. its score). The gene­
rally accepted opinion is that the score only represents a scheme 
of operation, a logical abstraction, the translation of a musical reality 
that surpasses it and that on Its own is subject to certain laws and 
ways of order. These however refer to one Individual and are in no 
way generally valid; they take expression in degrees of freedom which 
are granted by the score and thereby often transmit a very great 
originality (i.e. weak redundancy) as opposed to the generally 
diminished information in the scope of a rational modality of 
perception. 

So one could say that both categories of informational values stand 
for an intellectual, reasonable field and for a sensuous and sensorial 



one. At the same time one must consider that the limited capacity of 
perception of the listener for originality or offer of information deter· 
mines the intelligibility of the musical message and simultaneously 
delivers the rules of composition for a music that should be 
completely understood. 

I summarize: Every modern aesthetic must fulfill two conditions which 
are fundamented In general, statistical and Informational aesthetics : 
firstly that the so-called creative process becomes comprehensible in 
the sense of realization, of Making, and In the sense of innovation, 
originality and finally only as aesthetic category. Secondly that this 
aesthetic category Is only effective as a statistical one and can only 
thus be described. A musical text is also basically a musical work of 
art only to the extent that it realizes and transmits aesthetic informa· 
tion. And it does realize and transmit it by being based upon a 
degree of order that can be described statistically, upon a selective 
complexity or upon a distribution of used elements according to 
their frequency. How far such a text-even If It contains a minimum of 
aesthetic information-can function aesthetically over and above its 
semantic and pragmatic dimensions Is a question of comparative 
analysis and Interpretation which, as In the case of statistic values. 
also has to consider conventional norms. 

NINETY 



two poems 

Ka Naa Subramanyam 

situation 

NINETY-ONE 

Introduced to 
the Upanishads 
by T. S. Eliot ; 

and to Tagore 

by the earlier 
Pound; 

and to the Indian 
tradition by 
Max MUller 
(late of the Bhavan); 

and to the Indian 
dance by 
Bowers·; 

and to Indian 
art by 
what's-his-name; 

and to the Tamil 

classics by 
Danlelou 
(Was he Pope?) ; 

Flesh nor fish 
blood nor stone 
totempole; 

Vociferous In 
thoughts not 
his own ; 

Eloquent in 
words not 
his own 
(The age demanded ... ) 



three strains 

2 

Arab 
mongol 
tartar 
three strains 
go to make 
this jade 
dragging the jutka 
grazing 
on the tar-macadam 
of madras streets. 

Three sangams 
and twice three 
go to make this 
tamil language 
I handle 
and speak 
and manhandle 
and teach 
derived 
from of old. 

The strains are weak 
wearing out : 
arab or mongol 
or tartar elements 
are rarely 

to be recognised 
in this 

tottering 

but willing 
jade. 

NINETY-TWO 



language 
and 

literature 

report on a writers' 
symposium on language 

in present-day society 

Ka Naa Subramanyam 

NINETy-THREE 

The language we use to-day is subject to pressures of various kinds, 
and linguists, politicians, musicians, writers and others approach 
language in a manner all their own, each distinct and different from 
the other. Add to this the fact that modern language faces possibi­
lities of being made by machines as well; the science of cybernetics 
is advanced enough and both translations, as well as original writing, 
can now be done by machines. The universities and other academic 
bodies approach language In a formalistic manner, while the writer 

can claim to approach it in a creative way. 

It is time that various conscious users of language got together and 
explored the possibilities of language In present-day society. The 
South Asia Institute of Heidelberg University, headed in Delhi 
by Dr. Lothar Lutze, gave them the opportunity to come together 
and debate points of language-but the writers failed to turn up at the 
session of linguists and the linguists retorted by not turning up at 
the writers' sessions. "Is linguistics a science at all?" asked Dr. 
Pandit presiding over the session of linguists, but the debate did not 
go very much beyond the posing of the question. Various linguists 
contributed to the debate, though the approach was mainly historical 

instead of critical. 



Dr. Namvar Singh and other Hindi writers and scholars who spoke at 
the Symposium were generally general and avoided particularization of 
issues. The language situation in India lends itself to generalizations 
of a broad kind, though it calls for formulation of specific problems 
and speculation about solving them, in so far as it might be possible 
to solve them at all. The Writers' Symposium can be congratulated 
on having brought together people who are aware of the problems 

of language; this was a pioneering attempt in itself. 

Though there is more airing of the politics of language in India and 
less awareness of the way politics have affected our use of language, 
the necessity to take note of the language of politics is on us, and 

Dr. Namvar Singh postulated and spelt out the position. Visiting poet 
and critic of Germany's 1947 Group, Hans Magnus Enzensberger, told 
the audience of the use of language in Germany during Hitler's 
time to spread the great lie. He gave instances of words and coinage 

debased to suit the politics of the day. The Hitler experiment in 
the use of language was more thorough than anything that had 
happened before or even after, as for instance during the days of 
the Cold War. 

The seeking and the establishing of identity was the theme of Sri 
Vatsyayan's paper, which again was too general, though when he 

read his poems in Hindi and in English translation he began to 
particularize issues. One of his observations in the course of his 

speech requires comment, for it is indicative of a rather conservative 
reactionary spirit which is all-too-evidently with us. He claimed that 
he and his elders in Hindi poetry had solved the problem of 
establishing identity through language, while the younger generation 
of poets had not. This would merely seem to indicate that 
Vatsyayan's claim that he had once been an experimental writer, 
implying that he no longer is, is correct. 

The session devoted to the reading of the poetry of Hans Magnus 

Enzenberger and five other Hindi poets-Shrikant Verma and others­
was wholly worth-while. It elicited the comment from Enzensberger 
that modern poets all over the world are trying to do the same 
thing, use language in the same manner. High compliment for the 

Hindi poets Indeed from a critic of such perception as Enzensberger. 

A brief session on translation-of scientific as well as poetic material­
was not very profitable. It was productive of the usual generaliza­
tions of the kind to which we d II 1 dt"a now. in are accustome a over n 
the past fifteen years In . f h nt f translation . · sptte o t e amou o . 
subsidtzed and done in India today in the various languages, it ts 
certainly not a great age of translation In quality, it will have to be 
confessed. The area of discussion was limited to Hindi and the 
participants demonstrated the fact that Hindi translators and 
translations face the same problems as other languages do in India. 
Translation of poetry into ano h 1 is impossible asserted t er anguage • 
Shrikant Verma, though, he conceded, It was necessary, and re-
creation of a sort was what we called translation. 

Rajendra Yadav read a paper on his use of language in his stories. 
Robert Musil's novel, The Man Without Qualities, which is 

NINETY-FOUR. 



NINETY-FIVE 

perhaps one of the greatest novels of the twentieth century in the 
German language, was Introduced to an audience which was generally 
not aware of Musil and his work. Dr. K. J. Citron's paper was 
all that an Introduction should be - it was perceptive and It did not 
claim or say too much. The passage from Musil he had selected 

for reading was also representative and revealing. 

I did not attend Prof. Dr. H. J. Koellreutter's lecture on the 
"Principles of Linguistic Theory as a New Basis for Music Aesthetics", 
but the title suggests possibilites that are worth-while exploring 

along the lines ably indicated by Dr. Koellreutter. 

Dr. Lutze's concluding remarks about there having taken shape in 
Hindi a movement for New Poetry as well as for a New Story but no 
movement towards a New Criticism was pertinent in the context of 
a study of language being the base from which such new literary 

criclcism can take off. He further observed that while there were 
In the West creative writers who also did criticism _thus making 
literary criticism also creative_ the dichotomy between critics and 
writers in India, especially in Hindi, was very evident and ~as 
symptomatic. A study of lang•Jage, formalistic as the academician 
would Insist on or non-formalistic as the writer can make It, was a 
primary need in India as well as elsewhere In the world. Towards the 
realisation of the urgency of this need, the South Asia Institute 

Writers' Symposium on Language made its valuable contribution. 
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