A CRITICAL STUDY OF IMAGERY
IN THE ADI-GRANTH

, A THESIS
SUBMITTED TO THE PANJAB UNIVERSITY
FOR THE DB“Q";E OF
Doctor of P”htllOSOphy
IN THE FACULTY OF LANGUAGES

Jagglt Singh Bagg1
M.A. (Eng & Pbi.)

HEAD OF THE DEPARTMENT OF ENGLISH

' L.L.R. GOVERNMENT COLLEGE
DHUDIKE

Supervisor

Dr. S. S. Kohli
- M.A. (Eng. & Pbi.), Ph.D.

HEAD OF THE DEPARTMENT OF PANJABI
PANJAB UNIVERSITY
CHANDIGARH



‘The following study is an att
ideology of the saint-poets i‘ the ti Movement in
Indian Iiterature ,-,g the angle of imagery. Adi-Granth
not only propagates a unique religious phi 1wphy, but it
teaches a ismctiﬁ:al way of life also. I’his humble atte@pt
1s to make the delicate, subtle and un

empt o understand the

ntangible spiritual
experiences of these aaint poets of the medieval times,
vividly clear so that the ordinary man can have an easy
~approach to its ldeology. It 1s a great treasury of f
philosophy which is universal in appeal and also transcends
the limits of time and gpace. ' - ' -

I have devoted more than five years on this research

this work is only made passibl@ by the help
of mny wellewi shers and friends. l

I acknowledge, wholeheartedly, and with thanks the
guidance and inspiraticm received from my Supervisor,
Dr. S.S.Kohli, Head of the E.artm@nt of .?an;jabi and
Dean of errsity Instruetion, Panjab Un ‘
This s@ft-spaken gentl

versity, Chandigarh.

man gave me affection and consolation

in many critical moments during the perlod of my research.

I am thankful to the University CGrants Commissien,
New Delhi for a book-grant of k. 800/-.



(11)

' Dr. Harbhajan Singh (lhi University), Dr. Ravinder
singh Ravi (Punjsbi Unlversity, Patlala), Dr. Jagbir Singh
(Delhi University) and Professor Harbhajan Singh (L. L.R.
Govt.College, Dhudik

@) deserve gratefulness for thelr

timely help and enthusiastic interest in my work.

" In preparing reference cards, I vas assisted |
by S. Bagga Singh (Dhudike), 8. Jaswant Singh . (Takhanwadl,
Dsljit Singh & Parminder Singh (Threeke) and Tejpaul, my
daught er. I feel indebted to them all. |

I ove mueh to Mr. Lal and the staff (Panjab Hniversity
Extension Iibrary, Ludhians ), Mr. Surrinder Singh (Librarian,
Khalsa College, CGurusar Sudhar), Mr. Satwinder Singh
(Iabrarian, Govt.College, Ludhiana) and the entire staff

of L.L.R.Govt.College Iibrary, Dhudike, for being generous
in issuing me necessary books as and when needed.
Many near and dear ones were constant sourcesof
inspiration and encouragement for me. I request them
scept my warm gratitude.

chan Singh, M.A. (Panjab University,

- Chandigarh) helped me earnestly in the preparation mf the
final draft and in giving the final touches t@ ny theais.
I acknowledge, with thanks, his thaly help.

Jag g9 wges (2971
9.y 14717 (Jagjit Singh Baggi)



II

I1I

CONTENIS

IHTRGBUCTION ce o
dl Granth « its contributors - brief
biographical sketches and contribution -

the gystem of the ordering of poetry =

the history of the eompilation - its

language - the atudy as an attempt to
understand the contents from the angle

of imsgery « the dis’cribution of

chapters. ¢oe

LR N ]

Definition of Poetry - The poem as

" heterocoam ~ Pgychological interpretation

of images ~ Image in art and literature =-
Imaglst school of Poetry - Definitlon of
Peetie Image. The Image and Image -

The Meking of sn ima.ge w- qualities of an
image - "I‘he function of Imagery -

Elements of an image = Image and simile -
Image and Mataphor - Image and symbol - Image
and ME - Image and Imaginatisn‘ sus

SOURCES OF_THE_IMAIERY IN THE ADI-GRANTH ...
Image and t gmat, genersl division:
(1) Nature (ii) Human Society

(111) Animal World (iv) Mythology and
History (v) Miscellanecus. oo
GENERAL CLASSIFICATION OF IMAGERY o v

Craham E.Victor's scheme of |
Classification = Caroline Spurgeon's
Classification ~ the elassification

in the present research work. coe

PAGES

1= 19

20=-112

113« 125

126=133



IV

Vi

ViI

| Kalidas - Bhai Maghar &l
‘Ram - Bhal

IMAGI.'BY FROM NATURE coo

The importance of nature as a source

of Imagery - Water Imagery: Sea, river,
tank, pend,rain, persian wheel, waves,
whirlpools etc. Vegetation Imagery*
woods, trees, crops,seasonse., Sea

lifez animals birds, insects. Mayas

and night - temperature, games,
battle-field, shackles - light and
darkness, oo

INDOOR IMAGBS ‘.o e
Occupations - kitchen - nectar and

poison - house -~ fire - birth and

death, blind - disease - fort,

township, parts of the human body-
learning - husband and wife mlatien- -
ship ~ separation - embelllshment. voe

NYTﬂOLOGICAL RELIGICUS AND .o
MISCELLANE OUS IMAGES |
Wthelo r and history - Religion =

dirt and dust - metals - path.

colours - muslic~ Heaven and Hell =
machine and other miscellaneous

imag@ Se eew

IMPACT OF THE IMAGERY OF THE ADL GRANTH, . »
ON PANJABI POETRY

General impact, the causes of the
transformation of images, Anclent
Sanskrit Iditerature « Impact on the
Panjabl Poetry with special reference

to Jalan Jat - Guru Gobind Singh -

‘Bulleh GShah~Mugbal - Hasham Shah =

Ghulam Faride Shah Hussain - Shah
Mohammad - Mehram Shah, Fazal Shah-
Bhagwan Singh -« Bhal &wr Qin%g

la Daulat

2l Vir Singn - Thon! Ran Chabrik-
Pritam Sin I. Safeer ~Mohanjit - Bawa
Balwant - me. Mohan Singh -~ Amrita
Pritam - Dr. Harbhajan Singh - Santokh
Singh Dhir - Harnam Singh Naaz -
Sant Singh Sekhon . Sukhpal Vir Singh
Hasrat - Jasbir Singh Ahluwalia -
Shiv Kumar Batalvi -~ Sati Kumar -
Paash - Om Parkash Shama - Jagjit. one

(iv)

134241

242-356

357-429

4301465



(v)

'CONGLUSIONS . 466473

o O O O O



INTRODUCTION



INTRODUCTION

The Adi Granth - the'saered.book of the Sikhs -
presents the essence of the Indian cultural, literary and
religious heritage of the medieval period from twelfth to
seventeenth century. Jaldev, a Bengéli saint poet, belonged
to the twelfth century and Guru Gobind Singh, the unparalled
hero of the people, wrote in seventeenth century and in the
first decade of the eighteenth century. As only one hymn
of the Tenth Guru is included, we fix the end of the seventeenth
century as a 1imit. The great compiler and editor, Guru Arjan
Dev ( proportionate credit goes to the scriber and assistant
editor, Bhai Gurdas who is one of the greatest religlous
poets of Panjabi literature), sensing the necessity of the
hour completed this monumental task of compiling the Adi Granth
in 1604, Guru Gobind Singh included 59 hymns and 56 shalckas
of the ninth guru and also one of his own. Dr. 8.8, K.ohli,1
feelg that there is every possibility that the manuscript copy
of the first or second recession might have been provided to
the guru by some devoted Sikhs for the purpose of preparing

the third recension.

The scholarly guru-poet, Guru Arjan, transcending
the petty regional, parochlial or factional prejudices and
narrow-mindedness and ignoring the heinous and 1ll~raputed

claims of caste and creed, concentrated whole-heartedly on

1. A Critical Study of Adi Granth, p.17.
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the selection giving the only conslideration of ideological
likemindedness. Bhal Gurdas, not only gave the seleclted
material a written fonm but also helped the guru in sorting
out the precious verses., Some poets like Shah Hussaln, Kahna,
Chhajju and Peelu came to Guru Arjan at Amritsar with the
request to include their hymné‘in the sacredlteXt. But
because of the ideological differences, théir verses were not
included in the Adi Granth. The mystery why the 'vars'of

Bhai Gurdas were not accepﬁed remains a mystery¢2

The hymns of the following aaiht poets are found in
the Adl Granth:

] « Pre-~-Nansk Saints

Jaidev was one of the five known poets at the court
of Lakshman\Dass, the king of Bengal. He belonged to the
village Kenégizw;n the district of Birbhum, Bengal. IHis |
greatest and immortal literary achievement is the Sanskrit
classic - "Gita Govind", which is rendered into English by
Professor Puran Singh, a distinguished'Panjabi poet, His
contribution to the Adi Granth consists of two hymns.

. —— oA AT

2. Merely blaming Bhal Gurdas of egoism is doing great
injustice to the devoted scholar who was nomlnated
by the great Guru to produce in black and white the
verses of the great prophet-poets of the medieval
perlod:s From this charge of egoism on Bhal Gurdas,
crops up another question - Was not Guru Arjan so far-
sighted as to understand the real nature of a man whom
the great honour of being the first scriber was to be
bestowed. Moreover, his poetry is known, revered and
honoured as the key to the Adl Granth. One fails to
accept the charges of arrogance and egolsm on such an
enlightened soul. |




(2P Sheikh Farid (1173 A.D. = 1266 A.D.) :

Sheikh Farid, the disciple of Khwaja Qutab Bukhtiar
Kaki of Delhi and the guru of Khwaja Mizam-ud-Din Aulia, was
born at Khotwal, and dled at Pakpattan situated in Pakistan,
He is considered as the first great Sufi and also the most
influential muslim-saint under whom thousands and thousands
of Hindus embraced Islam. His contributioh is of four hymns
and 130 shalokas. Among these shalokas are studded at propef
places, three shalokas of Guru Amar Dass and elght of Guru
Arjan Dev. ’

(3) Namdev (born 1270 A.D.) :

He was born at Narsi Bamani in the district of Satara,
Bombay. This Maharasshtrian saint, the son of a calico-printer,
visited Panjab and a memorial is erected in his memory at
village Ghuman (District Gurdaspur). It is sald that he was
SO complétely devoted and thoroughly sincere in faith that
God had to come to him in physical form to accept his offerings.
Mohammed Bin Tughlak ordered his death by throwing before
an enraged elephant as Namdev did not perform the miracle of
reviving the dead cow.3 But he was saved by God. His verses
are found in 'Abhang' as well as in the Adi Granth. There
is some change in words of the same hymns included in both
the sacred,tekts. His contribution 1s of 60 hymns.

L S AR L




(8) Ramanand (born between 1299-14%10) 2

He was born at Mallkot between 1299 and 1410 in
the famlly of arrogant Gaur Brahmans. Ramanuja had set up
the idol of Vighnu at that place. Under his influence
Ramanand started observing various ways of keeping himself pure,
He dld not even accept any disciple of the lower castes: But
it was Kabir, the greatest religious iconoclast, who shattered
'the very basis of his false thinking by being his disciple.
From thence he willingly lncluded Pipa, Saln, Dhanna and
Ravidas in the 1ist of his disciples. His mind, after roaming
abvuéZ%he devotional and meditational pursuits of Krishna and
Radha and then of Rama and Sita, concentrated on the religious
philosophy of the Mrguna school of meditation, His contribution

is of one hymn.

(9) Tohanna (1419 A.Deeves) ¢

Thanna, Jat (peasant) was born at Duan in Rajasthan.
This simple-minded but utterly devoted idolator forced God
to appear from a stone for accepting his offerings. In the
later part of his 1life he became a monotheist. Others of
delicate nature wrote "Artis", but Dhanna in his traditional
tJat! style wrote 'Aartal. He contributed four hymns,

(10). Pipa (1425 A.Dieess)

‘Pipa was a king of Gagaraungarh in G'ujrat;~ He

was, at first, a worshipper of Durga. He became a disciple

5. A Cultural Survey of Guru Granth Sahib., p.25.



of Ramanand'énd came into the Nirguna school of religious

worship. His contribution is of'one hymn.

(11). Sain :

Saln was also‘a‘disciple of Ramanand. He lived
in the last years of 14th Century and the beginning of the
15th Century. He was a barber by profession and worked at
the court of Raja Ram, the King of Rewa. Once he, absorbed
in the service of the saints, dld not attend his dutles at
the court. God, disguised as Sain, served in his stead.6

One hymn of Sain 1s included in the Adi Granth,

(12) Kabir (1398 A.D. to 1518 A.D.) :

It was Kabir whose attack on the wornout Hindu
traditions, formalism, rites and ceremonies was the sharpest.
This iconoclast was a great wit of his times. He was born
of a Brahman widow who, fearing the attacks of the Hindu
society, threw the child by the side of a tank near Banaras.
Mru and NMima, a Muslim weaver couple, saved him from death
and brought him up. From the very childhood, he had a saint
like bent of mind and became, tactfully, thé disciple of
the Brahman Guru, Ramanand, Sikandar lLodhi, a fanatic Muslim
king, tortured him by throwing him before an elephant, Inétead
of trampling him under the foot, the elephant bewed,before’

him,7. Thus he escaped all the ordeals. This founder of

6. Bhail Gurdas, Var No.10.



a religious sect, Kabir Panth, died in 1518 A.D. at Magahar,
the accursed place according to the beliefs of the Hindus.

His verses are found in 'Bijak' and 'The Adi Gréhth'. We

find that the same hymn in 'Bijak' is a bit different from the
one included in the Adi Granth. One can suppose that a

hymn travelling from tongue to tongue naturally undergoes

some change., 292 hymns including Pauris of 'Bawan Akhari,
Thittin and 249 sghalokas are included in the Adi Granth.
Amongst them are found one shaloka of Namdev, one olf Ravldas,

one of Guru Amar Das and four of Guru Arjan Dev.

(13) Bayidag _to 1514 A.D.) ¢
Ravidas, the cobbler was the diseiple of Ramanand,

The Harijan Community worshiphim as thelr Guru and temples
are constructed everywhere in his memory. He was born at
Banaras, the known pilgrim station of the Hindus. BRavlidas
had to bear tortures at the hands of the Brahmans. There is
a belief that the great queen Mira Bal of Mevata and queen
Jnall of Mewar accepted Ravidas as their Guru.8 His contribution

in the Adi Granth is of 41 hymns.

II - Sikh Gurus

(1) Guru Nanak Dev (1469 A.D. to 1539 A.D,) :
The founder of Sikhism was born at Talwandi (Nankana

Sahib) in Pakistan. After serving the Nawab of Sultanpur

as a store-keeper, he devoted his whole life in the search of

——— o S AT AR

8. Dr. Mammohan Sehgal, A Cultural Survey of Guru Granth
Sahib, p.27. |



With the purpose of preaching truth to the Muslims and
Hindus alike, he went on the four religious tours of India
and abroad. DBoth the communities accepted him as their own
holy saint., He criticised in his verse, the formalism and
ritualism of Hindus; religious fanaticism of the Muslims;

- the egoism and arrogance of the rich feudalAlordsAof his

times, He contributed 974 hymns including pauris and shalokas.

(2) Guru Angad Dev (150% A.D. to 1553 A.D.) :

He was born at Saraili Matta in Ferozepur District in
the family of traders. Before becoming the Guru, his name was
Lehna., Like Pipa, he was, at first, a worshipper of Durga,
but changed his views after coming in contact with Guru Nanak
Dev.. His slincerity and selfless service earned him Guruship

in 1537. He contributed sixty-two shalokas.

- He was born at Basaﬁke in the District of Amritsar.
He was Vaishnava by faith., But the personality of Guru Angad
fascinated him and he became his disciple. His faithfulness
and devoted service won him Guruship in 1553 A.D. 907 hymns
including pauris and shalokas of this guru are found 1in the
Adi Granth. |

(4) Guru Ram Das (1534 A.D. to 1581 A.D.) :
Lahore was the birth place of this great Guru who
began the construction of the tank and temple at 'Guru Ka Chak'

which became famous as Amritsar. He contributed 679 hymns



ineludlng pauris and shalokas.

(5) Guru Arjan Dev (1563 A.D. to 1606 A.D.) :

Guru Arjan was the youngest son of Guru Ram Das. He
had to face a strong opposition from hié brother Pirthia and
his allles = the '‘minas'’. He eempleted.the construction of
the Golden Temple at Amritsar. He’was the editor and compiler
of the Adi Granth and the majority éf the verses are composed
by him alone. It consists of 2218 hymns including pauris
and shalokas. He is consldered as the first martyr of the
Sikh Community. |

(6) Gury

The Ninth Guru, the son of the Sixth Guru, was born
at Amritsar. Saving religion from fanaticism and narrow-
mindedness of Aurangzeb, he attained martyrdom. Guru Gobind
Singh added 59 hymns and 56 shalokas of Guru Tegh Bahadur
in the Adi Granth. '

(7) Guru Gobind Singh (1666 A.D. to 1708 A.D :

After the martyrdom of the NMinth Guru, he became the
guru at the tender age of nine. He transformed the saintly
disciples of the nine Nanaks into fearless soldiers and named
them 'Khalsa'. He, himself, changed his own name from Gobind
Rai to Gobind S8ingh. He 1s the proud father of four sons who
laid down thelr lives for a great cause and also the lueky
son of a father, who, alongwith his flawless followers, happily
greeted death. Though the authorship is not mentioned, but we
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find one of his shalokas in the Adi Granth which is cocmposed

in response to a shaloka of Guru Tegh Bahadur. It—3is—the

, . : . y - : e 3. P . e gt 30 e el B e
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Granth; He himself passed on guruship to the Adi Granth,

| | to
So, no follower could dare/add his verses in the Adi Granth.
The only effort~dcne by Bhai Manl Singh was not welcomed by

the Sikh Community.

III - Other Salnts and Bards

(1) Bhikhan :
Bhikhan was a sufi saint of ILucknow District. Two
of hls hymns are included in the Adi Granth,

Sur Das of the Adi Granth is not the blind Sur Das,

the author of immortal "Sur Sagar. He was a Brahman by caste

and a saint by temprament. As the governor of Sandila Province,

he squandered the revenues of the State on the saints.
Fearing the displeasure of the king, he fled away but was
arrested, After imprisomment for sometime, he was released
from Jjail. Two hymns of this carefree saint are found in
the Adi Granth,

(3) Sunder :

sunder was one of the grandsons of Guru Amar Das.
He composed a 'Sad' in Ramkall depicting the death of the
third Guru and it is included in.the Adi Granth.
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(4+) Mardana :

Mardana, the great musician, was a companion of
Guru Nanak in all the four religious tours. He contributed
three shalckas.

The other poets whose verses”are included in the
Adi Granth ares | |
(5) Kal eee 49 (46 swayyas and 3 sorathas)
(6) Kalsahar ... W swayyas

(7) Tal ees 1 swayya.
(8) Jalap eeo L swayyas
(9) Jal ess 1 swayya
(10)  Kirat .ee 8 swayyas
(11) Sal ees 3 swayyas
(12)  Bhal ves 1 svayya
(13) Nal e 6 swayyas
(14) Bhikha ... 2 swayyas
(15) Jalan eee 1 swayya
(16) Das X 14 (7 swayyas, 3 Rad and h.jholﬁay)

(17) Gayand} ve. 5 gswayyas
(18) Sewak ... 7 swayyas
(19) Mathura ... 10 swayyas
(20) Bal " ees 5 swayyas
(21) Harbans ... 2 swayyas

(22 & 23 ) Satta and Balwand:
They contributed a var of 8 pauris. The first five
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paurls were composed by Balwand and the other three by
Satta.”?

The order of the Poetry given in the Adl Granth is
as followsle | |

I. Jupji - of Guru Nhnak - the morning Prayer.

II. Rahiras « the evening prayer - containing the following

order of hymns

1« So Daru Raga Asa 5. Gujri Mahla 5.
| Mahla 1.

2. Asa Mahla 1 6. So Purukh Asa Mahla 4,
30 Asa Mahla 1. | | 79 - Asa M. b,

4, Gujri Mahla L. 8. Asa M., 1.

9. Agsa M, 5,

III. Sohlila « the bed-time Prayer - contains the hymns in
the following order.
1. Gauri Dipki M. 1 k4. Gauri Purbi M. L.
2. Asa M. 1. 5, Gauri Purbi M. 5.
3. Dhanasari M.1.

IV. The Ragas which are in the following order :-

1. Sri Raga | 5. Gujri

2. Majh - 6. Devgandharl
3. Gauri | N | 7+ Bihagra

4+, Asa ;.‘ | \ 8. Vadhans

9. Dr. Manmohan Sehgal, A Cultural Survey of Guru Granth Sghib,
. | | p'3 .

10, Dr. S.S.Kohli, A Critical Study of Adi Granth, pp.9-11.
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9. Sorath 21. Maru
10, Dhanasari ‘ 22. Tukhari
11, Jaitsri 23. Kedara
12, Todi 24, Bhalro
13. Balrari ‘ 25, Basant
1k, Tilang | 26, Sarang
15. thi ~ o 27.' Malar .
16. Bilawal 28, 'Kanara )
17, Gaund | 29, Kalyan
18, Ramkall 30, 'Prabhati and
19. Nat Narain 31, Jaijavanti.

20, Mali Gaura
In these Ragas the following order of hymns is observed:

1. Chaupade, Dupde, Tipde, Panchpade or Chhlpade
with thennmber_of the musical notation of the
Raga in serial order and the number~0f‘Mahla in

- gserial order.

2. Ashtapadis with the number of musical notation
of the Raga in serial order and the number of
Mahla in serial order.

3. Solhe, if any, with the number of Mahla in serial
order.ﬁ |

4, Poems with special sub-headings with the number
of Mahla and musical notation in serial order

which do not come under 1 and 2.

5. Chhants with the number of musical notation and
the number of Maghla in serial order,
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., Vars of the Gurus in serial order followed by
» var written by bards, if any.
7. The hymns of the saints mostly beginning with
Kabir féllowed'ﬁy Namdev and other saint-poets.
V. Shlokas and Swayyas are given in the following order:
1e Slalokas Sahaskriti
2. Gathsa
3. Fhunhay
L, Ghaubolay
5. ©Shlokas of Kabir
6. Shlakaé of Sheikh Farid
7. Swayyas of Guru Arjan
8. Swayyas written by bards as panegyrics on the
first to fifth Gurus in serial order.
"9, Shlokas in excess of Vars by the first, third, fourth
and fifth Gurus in serlal order.
- 10, Shlokas of the Ninth Guru.
11. Mundavani or the seal consisting of two shlokas.

VI.  Ragmala.

The first recension of the Adi Granth was completed

by Bhai Gurdas in 1604 A.D. and was'installed by Guru Arjan

at Golden Temple, Amritsar. Now, it is in the possession of

Dhirmal's descendants at Kartarpur. ZIhe second recension was

got prepared by Bhal Bano when he took the first recension for

binding to Lahore. The third recension was got scribed by



195

Guru Géﬁind Singh'from various handa-‘written copies of the
first two recensions in parts'or;ih full, collected from
various sources because Dhirmasl bluntly refused to give the
Guru the first recension. This third recension is known

as 'Damdama Wali Bir'. Guru Gobind Singh added the verses
of Guru Tegh Bahadur in it and also one of‘his own hymns
which is attached with one of the shalokas of the Ninth Guru,
In this age of printing, the third recensionis popular and

is availa‘ble everywhere 1n the printed form.

The Adl Granth is a volume written in several languages
and dialects. The saint-poels were the bards of the masses.
They sang in the language which was understood by them. So
the saint-language, which was widely understood, became
"the medium of their paetry. Poets like Kabir, Sain, Dhanna,
Pipa, Parmanand, Ravidas, Surdas, Beni, Sadna and all the
guru-poets used the saint language in their verses. Guru Nanak,
Guru Ar;;an and Beni(in one of his hymns of Rag Parbhati)
used Sghaskriti. We also find some changes in the use of this
salnt language by different saint poets. The reason belng
that the saint poets ¥K® belonged to differel;zt parts of the
country and the sé.int-language eould‘ not escape the influence

- of thelr regional 1anguages.11

Dr. Trumpp finds the beauty of Adi Granth in its
being a rich treasury of Indian ‘1anguages and dlalects.

A

11. Dr. S.S.Kohli, A Critical Study of Adl Granth, p.21.
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In his words, "The chief importance of the Sikh Granth lies
in the linguistic line, as being the treasury of old Hindul
dialects." 12

Jaldeva uses a queer mixture of sanskrit and the
vulgar tongue vof the masses.13 The language of the Sshaskriti
Shalokas is the admixture of Sanskrit and Western Apabhramsa.
It was a sort of, immitation Sanskrit used by the Pandits
of the time. In it, the use of Persian words has been
intentionally and carefully avoided. One finds that in the use
of Sahaskriti a deliberate attempt was made to Sanskritise the

L - Besldes Sand{rit; Eastern

Apabhamsa of the period.
Apabhramsa, Western Apabhramsa, Marathl, Hindl, Panjabi,
Sant Bhasha, Lehndi, Sindhi, Persian and Arablec are also
used in Adi Granth. It is the only available store house of

- the medleval Indlan languages and dialects.

There 1s a view that Adl Granth interprets Vedas in
the folk language. But a eritical study reveals that the
saint poets especially Nanak and Kabir, rejected sharply
the authority of the Vedas and all the various sacred texts
of Hinduism, These salnt poets of the Bhaktl Movement

U s TS

12.Dr., Earnst Trumpp., Introduction to Adl Granth.

13.F.Kielhorn, A Grammer of the Sanskrit language.
1%.Dr. S.S.Kohli, A Critical Study of Adi Granth,
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which was a reaction against the formalism and riﬁualism
of the prevalent religions, gave a different gospel befitting
the changed circumstances. Dr. 5.3.Kohll quotes Hughes —
Dictlionary of Islam « "A careful investigation of early
Bilkh traditions points strongly to the conclusion that the
'religion of Nanak was really intended as a compromise between
Hinduism and Muhammedanism, if it may not even be spoken of as
a religion of a Mohammedan seet."15 The idea of comprami se
between Hindulsm and Islam has been emphasized by several
writers such as Cunningham, Monier Williams and others. But
there are some like Macauliffe, Dorothy Field and Greenlees
who think that Sikhism is an independent religlon having its own

distinct features.16

In this research work, the object has been to study
Adi Granth from the artistié angle especially to discover
the beauty of the imagery used in it., As Adi Granth is a
classic of Indian literature and the golden treasury of Indian
medleval thought, an attempt was made to study it according
to the principles of Indian poetics. The study of great
Indian critics like Anandavardhana, Bharata, Dandin, Vamana
and others reveals no clear definition of the image. No
aﬁcient Indian critic gave the image its due importance and
place in hls theory of poetry. Even the concept of image,

15. Dr. S.S.Kohli, A Critical Study of Adi Granth, p.22.
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as enunciated by the leaders and poets of the Imagist

School of Poetry like id not serve

our pui. - o .ng clear cut,
dried and a .n their poetry
because it served theil Gux | f ﬁurp@selessness.

Caroline Spurgeon, in her study of the Shakespearean Imagery
considers similes and metaphors as images. So to find a
proper definition of poetic image, the critics of the socialist
school of Reallsm were studled.

While judging the poetry of Adi Granth, according to
this new definition of the poetic image, one has to give a
sympathetic treatment to the verses of tﬁe salnt poets, so
that the real beauty of the literary art of the poetry did
not loose its luster because of 1ts study according to the
allen norms. But there was also a similarity between the
two.  The socialist realist critical theory and the
poetic creatians,of the saint-poets are written with special
purposes. Many a times, one finds that the images of the
saint-poets, especlally Guru Nanak and Kabir are quite
successful according to the standards of these critics. Our
definitionJof the poetic image is reached after struggling
through every concept found anywhere among the Sanskrit,
~ English and Russlian criticism and examining on the touchstone
of the truth of poetic creation. The critical theory is not
the mother but the child of poetic creations.
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The first chapter is an attempt to define poetry-image
and poetlc-image. The second chapter concerns the sources
of the imagery of the Adi Granth, Ihe third chapter concerns
the general classification of imagery, the fourth with nature
and outdoor images, the fifth with indoor images and the
sixth with images from mythological sources, religions and
other miscellaneous sources of imagery. The seventh chapter
concerns the impaet of the ﬂmagery in Adi Granth on Panjabi
poetry up to the modern times.,

- O= O= O
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CHAPTER I

POETRY - IMAGE . POETIC IMAGE

POETRY :

The question 'What is poetry?' - is so much discussed
in literary theory that every body has a ready made definition
of poetry. Even the 11literates say with ease, "The poem is
a metrical composition." Whatelay also confirms this view
when he says, "Any composition in verse, and none that is
not, is always called, whether good or bad, a poem, by all
who have no favourite hypothesis to main.tain."1 Almost
everyone who starts the study of literature starts from
poetry; every one who 1ls in a mood to test the power of hils
pen, composes a poem; he who starts performing the duty of
a horse f1y2 engages himself at first in the criticism of
Poetry. |

As to the definitions, we find 'poetry-like' definition
of poetry. "Poetry is the morning dream of sweetl minds, "3

Rene Wellek quotes the Horation formula - 'poetry is dulce' and

N

tutile!, Scholars 1ike the anclient Indian Sanskrit critics

1. Whatelay, Elements of Rhetoric, III - (iii) 3.

2. Pushkin, "Selected Prose"...'Critics are like horse flies;
they hinder us in our work.'

3. H.Colour, Iiterature and Criticism.
4, Rene Wellek, Theory of Iiterature, p.30;



21

Bhamah, Dandin, Rudretta and ViShwan stréngly emphasise
upon the element of beauty in poetry., Edgar Ellen Poes

and Shelly6 thought ef,paetry as the creation of poetic
beauty which satisfies our aesthetic hunger. BEven Holmes
whose stress 1is on imagery and imagination wants the poet

to be gulded by hiS‘aesthetic sense‘7 Courthope defines
poetry aé the art of producing pleaéure,gand Goleridge'wants
pleasure to be the soleiabject of poetry.9 But, while
discuséing fanciful and ﬁmaginative poetry, Coleridge himself
says that poetry whieh merely gives pleaéure is fanciful and
poetry Whieh continues the giving of pleasure with the
discovery of truth is imaginative. Dr. Johnson considers
poetry the art of combining pleasure with truth. One thing
is very important about his definition and that is giving

the first place to reason,Whose hand.maid is imagination, 10

5. The Poetic Principle, "The rhythemical creation of beauty",

6. Defence of Poetry, "Poetry mskes immortal all that is
best and beautiful in the world.

7 Hblmes quoted by Pritchard, Criticism in America, p. 12k ¢
"The poet 1inks the most remete objects together by the
slender filament of wit, the flowery chailn of fancy, or
the living pulsating cord of imagination, always gulded by
his instinct for the beautiful."

8. Courthepe The liberal Movement in English Literature,
"The art Qf producing pleasure by the just expression
of imaginative thought and feeling in.metrieal language. "

9., Coleridge, Biographlia literaria, Chapter xiv, "Poetry 1is
the antithesis of science, havin for its 1mmediate
object pleasur@, not truth.

10. Dr. Johnson, ILife of Milton " The art of uniting pleasure
with truth by calling imagination to the help of reason."



11.
12.
13.

s

15.
16.
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What do we mean by the truth as expressed in poetry?
"By poetic truth we mean fidelity to our emctibnal '
apprehension of facts, to the impression which they make
upon us, to the feelings of pleasure or pain, hope or fear,

n11 Supplement-

wonder or religlous reverence, which they arouse.
ing this view E.A.Greening Lamborn says, "Art has'nothing
to do with absolute truth; it shows truth coloured by the

artist's mood seen through the medium of artist's mind. " 12

Some critics are inclined towards the element of music
in poetry. In poetry music 1s produced by the rhythm, the
rhyme-scheme and the metre. Hudson thinks of metre as a
powerful agent in the emotionalisation of thought - the
process which brings the whole knowledge of the objective
reality and the philosophical speculations of the Divine
affairs, into the field of pcetry.13 Carlyle, conslders
poetry as musieal thoughtzk and Dryden thinks of poetry as
the music produced by words which are meaningfully :‘:x::'ranged.“5
Ghatfield defines it as the musicvof thought conveyed through

16

the medium of musical language. Hudson also favours the

PR

e

Hudson, An Introduction to the Study of Iiterature.
E. A, Greening, lamborn, The Rudiments of Criticism.

Hudson, An Intreduction to the Study of Literature "Metre
is a pewerful aid in the emotionalisation of thought.....
Metre, like muslic, makes in itself a profound appeal to the
feeling."

Carlyle, Hero and Hero-worship, lecture - 111 "Pbetry - we
will call musical thought."

Dryden, "Poetry is articulate music."

Chatfield, "Poetry is the music of thought conveyed to us
in the music of language."
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the use of 'regularly rhythmical language or metre' which
1s the source of producing a musical effe—ct.w Carlyle
defines poetry as harmony created by man and nature

becoming one by merging in each other.18

Because nature is
a continuous and spontaneous influence on the poetic sensibility
of the artist, almost,all the poets aspire to create intense

and intimate relationship with it.

Pritchard lays more-amphasis on,eﬁotions.19 Wordsworth

considers that 'emotions recollected in tranquality' become

the mother of the baby~poetry.20

21

For Mill poetry is

emotionalised thought. Watts Dunton is of the view that

in poetry we use emotional and rhythmical language for the

22  pven Milton thinks of

expression of'the poetic imagery.
poetry as the expression of’imagery'and passion and poetry,

for Leigh Hunt, is the expression of passions.23 Hazlitt

I S e e

o ; - —

17. Hudson, An Introduction to the Study of literature,
"Poetry is a particular kind of art that arises only
when the poetic qualities of imagination and feeling
are embodied in a certain form of expression. That
foim 13, of course, regularly rhythmical language or
meuvre,

18. Carlyle, "Poetry is the harmonious union of man with nature®.

19. Pritchard, Criticism in America,"Poetry, as a rule, 1s
the expression of the emotions at their highest pitch."

20. Wordsworth, "Poetry is the spontaneous overflow of
powerful feelings. It takes it birth from emotions
recollected in tranquility.:

21. Mill, "What 1s poetry? but the thought and words in which
emotion spontaneously embodies itself(Thoughts on Poetry
and its variety - in Dissertions and discussions,Vol. I).

22, Watts Dunton, Eneyclopedia Britannica, "The concrete and
artistic expression of the human mind in emotional and
rhythmical language."

23. Leigh Hunt, Imagination and Fancy, Chapter I,"The
Utterance of a passion for truth, beauty, and power

Cont do ‘"o
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considers it as the language of passion and.imagination,2u

25 26
Shelley and Ruskin define it as the expression of imaginatlon

alone,

In short, we can say that poetry is the emotionalised,
imaginative and spontaneous expression of the multi-dimensional
and varied experiences of the poet « his own inner tensions
and struggles and the elernal striving of the man to achieve
higs 1deals. All these are stored up in the memory of the
poet like the frozen snow on a mountzin., The hot sun of
inspiration becomes the cause of the melting process and
the comforting and consoling cool water of verse starts its

rhythmical and melodious flow.

According to M.H. Abrams,"a poem is a disguised
self revelation in which its creator 'visibly invisible',

at the same time expresses and conceals himself." 27

23 GOntvd. »e

e embodying and illustrating its conceptions by
Imagination and fancy and modulating its language
on the principles of variety in unity."

24, Hazlitt, Lectures on English Poets, Chapter I, "Poetry
is the language of the imagination and passions.™

25. Shelley, Defence of Poetry, "Poetry .... the expression
of the imaginaticn."

26. Ruskin, Modern Puint@rs, Vol.II1I,Part IV., "Poetry is...
the suggestion by imaglnation of noble grounds for
noble creation.®

27. M.H.Abrams, The Mirror and the Lamp, p.272.
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28 29
Victor Hugo and W.R. Reeches with their views add to the

| beauty of the above statement. Bul after giving this
definition, Abrams wants to show that the poet is God. God
creates the universe and the poét creates the poem. There
is a parallel between God's relation to His world and the
poet's to his poem. From this he concludes that poetic
statement and poetic truth are utterly diverse from
scientific statement and scientific truth, A poem is an
object in itself, a selfecontained universe of discourse,
of which we cannot demand that it be true to nature, but
only that it be true to itself. In order to cement his
hypothesis, he quotes Christoforo landino, a Florentine
writer effifteenthcantuny,3o Scaliger, a lLatin writer of

31 32
sixteenth century and Tasso.”

28. Victor Hugo, "like God, the true poet 1s pregent in all
parts of his woyk at once.

29. W.R%Reedhea,“EWary writer writes his own autobiography.“

30. Christoforo Landino, "God is the Supreme Poet, and
the world is His Poem,"

31. Sealiger, "The poet represents another nature and
varied fortunes and in so doing makes himself, as it
were, another God. Because the poetic art fashions
images more beautiful than reality of those things
which are as well as images of things which are not."

32. Tasso, "The operations of art - ‘'appear to us to be
almcst divine, and to immitate the first Artificer'...
‘*The poet of excellence «ses 13 able to form a poen' -
whlch is like a little world."
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He bases hié hypothesis on a good ground that the
artist7isvalways étriving for'the seemingly impossible'§3
He says that poetry is - an imitation of the whole creation
not only in the real, but also in the possible and further
quotes Bedmér, a Swliss scholar, that the task of the poet
is not merely to 1mﬁitaté‘rea1 natﬁre, but to imitate the
power of nature in transfering the’pessible into the conditions
of reality. So, the poet finds his materials of its
imitations from the possible and not from the existing
world. The poet, also, has a supernatural world to range
in. In so doing he tries to create a poetic world which is
a world quite differént from our world that is full of
chaos. Goethe says, "The artist, grateful tdthe nature
which produced him, glves baék to her a second nature,
but one vhich has been felt, thought out, and humanly

pe:l:'f‘ec."«;ecl.3‘)+

We-differ from the'fOllowing conclusions of Abram -
(1) The real and poetic worlds alike become self-originating,
autonomous, and self propelling,and both lend to grow out

into their organic f@rms.35

(11) Every poem is a microcosmos, a discrete and independent
universe with i1ts laws provided by the poet; his decision is
absolute." 3° o

33. Geerge Thamson, Marxism and Pbetry, P«70.

34, Goethe, quoted by Henry Hallam, Introduction to the
Literature of Europe (15th to 17th Century).

35. M.H. Abrams, The Mirror and the Lamp, p.282.
36, Ibid.
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These are two misleading statements., We admit
that the poet is the God of his poem. But there is a world
of difference between the God of the World and a god in the
world. The poetic world of the poet is dependent upon the
objective reality around him. It can never be autonamous.
The structure of a poem 1s always created on the ground of
the accumulated experiences of the poet concerned. The
creator himself is a social being with his own limitations.
Ruskin says, "One cannot go on singing in a burning house."
The poet like God, cannot claim to be an isolated and
i1ndependent being. And these 'possible','seemingly impossible',
'the 1deal' - are not alry nothings. The ideal is nothing
else than the material world reflected by the human mind
and translated into human thought. Hudson says, "All art
grows out of life; it is fed by life; it reacts upon life. n37
Ben ansogSand qule39 also confirm our view that the poet
1s a responsible citizen of his stete and B&EKAX being a
conscious and conscientious human being has certain duties
to perform. Rene Wellek andAAustin Warren Say, "The poet
‘himself, is a member of society, possessed of a special |
social status; he receives some degree of social recognition

and reward; he addresses an audience, however, hypothetical."

37. Hudson, An Introduction to the Study of Iiterature.

'38. Ben Jonson, "Poetry 1s a dulcet and gentle philosophy
which leads on and gulides us by the hand to action
with a ravishing delight and incredible sweetness."

39. Doyle, Lectures on Poetry, "It is the expression of
'dissatisfaction with whaé is present and close at hand."

40, nga Wellek and Austin Warren, Theory of Literature,
P89
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The poet has to create identification with the
objective world around him. He expresses through the medium
of language which is a soclial creation. So in order to
give a definite aesthetic ideal, he cannot free himself from

the bondage of the objective reality around him.

41
So we agree with Mathew Arnold :-

(1) "yeo poetry is at bottom a criticism of life; that
the greatness of a poet lles in his powerful and beautiful
application of ldeas to life, to the question : - How to
live?"

(i1) It is , "a criticism of life under the conditions
fixed for such a criticism by the laws of poetic truth and
poetic beauty.™

Dr, V.Raghvan suma up this whole discussion in a
very beautiful and 3imp1é definition of poetry, "Poetry 1is
nelther pure emotion and,thcught nor mere manner. A beautiful
idea must appropriately incarnate itself in a beautiful
o 42 |

expression, "

Image 3 |
Hudson admits the importance of imagery in poetry
when he, while discussing the revealing power of poetry

41, Mathew Arncld,'Essays in Criticism,Chap. The Study of
Poetry.

42, Dr. V.Raghvan, Some Concepts of Alankara Shastra.
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which is one of its c¢hief elements, says, "It opens our
eyes to sensuous beauties and spiritual meanings in the
world of human experience and of nature to which otherwise

we Should;ramain.blind.”QS

To become the subject of poetry ewery object, event
and experience is to be transfonmed;from its dull and
monotonous existence into the blooming, shining and sweet
scented image. This change occurs when it 1s dyed in the
life-giving elixir - imsgination, After passing through
this process, "the truth shapes itself into living images
which kindle the passion and affections, and stimulates

the whole man, " says Hu son. el

It reveals the importance
of imagery in the process of poetic creation. It 1s a
confirmed view of all the known critics of the world that
'the poet in all ages and cultures, prefers images to

abstractions, the sensational to the conceptual.'us

The word 'image' covers the whdle field of human life
and everything related to 1t, William Blake goes to the
extent of saying : "Everything possible to be believed is an
image of'truth."45 ”IMages are representation of likeness

] A ———

43. Hudson, An Introduction to the Study of Literature,p.90.

. Toid. N.Frye(ed)
45. Romanticism Reconsidered,/Chap. 'The Drunken Boat,p.9.

46, William Blake, quoted by C.Day Lewis, The Poetic Image,
P.27. | - |
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of an animate and inanimate Object."hV

In the realm of psychology the term 'image' is
defined in many different ways and from many different
angles. As the human mind is divided into three parts viz.
conscilous, sub-consclous and unconscious, the psychologists
of wvarious schools of psychology explain this concept in
various ways. Let us start from a gimple definition by

ntt8 It is

Marry Stuatt: "Image is a mental experience.
a mental plcture perceived by the human mind ;hrough the five
senses, as the word 'experience' means the sensuous empirical
reflection of the external warld by a particular man, In
the words of William Macdougall: "The faint experience of
sensory qualities are what commonly called as images.," 49
"Images as the term is used by Psychologists, are represent-

ations of sensations," 0

In the gbsence of the object, in question, our minds
form a picture. But wa?ggt consclous of it because of the
very presence of the object. So the image is "a mental
picture of somethihg not actually present".51 Flaborating
this concept, Thorndike says, '"Images are feelings of things,

- qualities and conditions of all sorts as not present.“52

47, Encyclopedia~Britann1éa, Vol. 14, p.328.

48, Marry Stuatt, Modern Psychology of Education.,
49, Willliam Macdougall, An Outline of Psychology.
50. DNorman Callan, 'Poetry in Practice', p.128.
51, Webster's Seventh New Collegiate Dictionary.
52, Thorndike, Elements of Psychology.
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C. W.Bray defines images as, “Images are conscious
memories which reproduce a previous perception in whole or
in part in the absence of the original stimulus to the
zzreeptions.“53 C.,W.Valentine's definition is very simple
and one can easily understand it: "When I close my eyes
and form a mental picture of an absent friend, I get a
visual image, When I get a mental replica-of his voice,
that is an auditory image," Defining primary-memory-image,
Dr. J.B.Singh observes, "Such a representation of the object
by an effort of the will, when the stimuli ceased to act
on the senses and when the excitation too no longer exist,
is called a primary memory image ....= It may be noted that
thé image in this sense refers to the revival, however,

partial or imperfect of a perceptual experienee.“55

There i1s another dark but mysterious sduree of
images, i.e; personal unconscious and collective unconscious.
"In addition to our immediate eonsclousness, which is of a
thoroughly personal nature and which we believe to be the
only empirical psyche (even if we tack on the personal

unconscious as an appendix, thare exists a second psychie

53. Encyclopedia Britannica, Vél.12, p. 103.

5%. C.W.Valentine, Paydh@logy and 1ts Bearing on Education,
P. 23. |

55 Dr. J.B.Singh, A Critical Study of Shelley's Imagery
and Revaluation of his poetic Art, p.3.
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system of a collective, universal and impersonal nature
which 1s identical in all individuals. This collective
unconscioué does not develop individually but is inherited.
It consists of pre-existent forms, the archetypes, which

can only become conscious secondarily and which give definite
form to certaln psychic contents,"Eé Explaining the
dichotomy in imagery, Harold Hugg writes : "We have noted

how our conscious non-conscious ccntinnum projects a
corresponding dichotomy in imagery - the reality imagery of
conscious perceptual experiences contrasted with autistic
imagery based on earlier perceptual experience which has been
reconstructed in the uncongecious. ... All human experience

is 1lived not on a dual conscious non-consclous continuum,

but that three regions are not distinguished wupon it ...
two end sections, the conscious and the unconscious, connected
by a dynamic transliminal ante-chamber in which the creative
57

flash occurs.

Before proceeding to the discussion of premordial
images, we try to understand the dream-images or compensatory
images as they are sometimes called. Harold Hugg says,

"By far the most important form of austic imagery involved

in creative work is the dream~imagea... 3econd to the dream

56. C.J.Jung, Collected Works, Vol.9th, Part I, p.43.
57. Harold Hugg, Imagination, p.293.
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as a rich resource for creative work we must recognise the
hypnoi.dal (hypnégogic and hypnoponipic) imagery which
includes hallucination, eidetic images, crystal images and
such images of distortion as synaesthesla, diagram forms and

body schema. 78

In dreams, the bewildering sequence
of the images thrown up by the sleeping mind is due to the
processes of interaction between erotional disposition
lacking the customary control. Herbert Read quotes Freud
as saying that the dreams as remembered are always fragments.,
If we try to bridge the gap between the experience of the
dream and its expression by translating immediately the
dreams into thelr verbal equivalents, the possibility only
lies in doing it in a trance or automatism, e.g. the composite-
ion of the poem 'Knbla Khan' by Coleridge. In such a state
the images of the dream draws words from the memory very
much as a magnet might drawv ﬁeedles from the saystack.
In dream (even in day-dreaming) éampensatory images are
created. According to Jung, 'if, within the conscious life,
in relation to a parent, only reaction of admiration and
affection are reGOgnized, while other reactions, of hostile
charactery,excited within the brain are repressed, these
latter that tend to present in dreams a parent figure as
objeet of violence or contampt'(tﬁé figure of the hated
father was fashioned from the energy of the repressed

hostility.

58. Harold Hugg, Imagination, Chap. IV., p.69.



Meud Bodkin defines pre-mordial images, or archetypes

following in the foot-steps of Dr. C.G.Jung. According to her:

"Dr. C.G,Jung dlscusses the significance to the stirring in the

reader's mind, within or beneath his conscious response,

of unconscious force which he terms 'Pre-mordial Images'

or archetypes.... These archetypes, he (C.G.Jung) describes

2S e.eeo 'Psychic residue of numberless experliences of the

same type, experienceswhich have happened, not to the

individual, but to his ancestors, and of which the results

are inherited in the structure of the brain, 'a priori' .

determinants of individual experiances."'g C.G,Jung,
himself, defines these archetypes or premordial images as
the unconscious images of the instincts. He says, "There
are as many archetypes as there are typical situations in
life, Endless repetition has engraved these experiences
into our psychic constitution, nbt 1n.thé form of images
filled with content, but at first only as forms without
content, representing merely the possibility of a certain
type of pereeption and action, When a situation occurs
which corresponds to a given archetype, that archetype |
becomes”actiVated-and a compulsiveness appears, which, like
an instinctual drive, gains its way against all reason andﬂ
will, "ees.. Yet instincts are impersonal, universally
distributed,.hereditary factors of a dynamic or motivating

59. Maud Bodkin,‘Aréhetypal Patterns in Poetry.
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character, which often fail so completely to reach
consciousness that modern psychotherapy is faced with the
task of helping the patient to become conscious of them ....
they form very close amalogies to the archetypes, so close
in fact, that there is a good reason f or supposing

that the ar@hetypes are the unconsclous images of the
instincts themselves, in other words, that they are patterns

of instinctual behaviour."®

Image in Art and Iiterature:

During the last fifty years, we see a decline in
the discussion of,the'ccneept of imagery. The follovers of
Soclialist Realism in literature, no doubt, are struggling
hard to get the artistic image back its lost ground. They
understand and propagate that image determines the nature
of art and giving way to the dangerous and fatal tendencles

of modernism, is leading to the deterioration of art.

The Western aestheticians know it well that conslidering
imagery as an essential characteristic of art would lead
them to dlscuss the ideologlcal significance of art and
with it the problem of the commitment in art and literature.
In an effort tc‘justify the dehumanisation of art, they
are somersaulting in a. vain effort to play tricks in the
field of art and 1iterature. In the words of Mikhail
Ovysannikov: ”;.; there‘hashbeen a tendenqy in bourgeois

e ‘ ] OSSNt I i e

60, C. G. Jung, Collected Works, Vol.9th,Part Ipp.L3-lk.
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aesthetics to renounce the analysis of this concept (the
artistic image) on the grounds that thinking in terms of
artistic images is not a specific characteristic of art.
The existence of nonpfiguratiﬁe,_i,e.,uabstract or, more
precisely, non-objective art is quoted in support of this
argument. Instead of the analysis of the artistic image,
bourgeols aestheticians put forward the problems of the
structure of a work of art (phenomenology, existentialism),
artistic or aesthetic language (neo-positivism, semantics)
or the creation and preception of artistic works (neo-
 freudism and the modern forms of experimental psychological
aesthetics influenced by information theony).”61

Harold Bugg also admits that imagery is ignored by
the western critics and the psychologist of the twentieth
century: ".... nineteenth century students of psychology
pald close attention to the indispensable role of the image.
During the first half of the twentieth century, however,
under the mechanigtic influence of Pavlov and Thorndike and
the parallel positivistic climate in Philosophy the concern
about imagery and other constituents of the imagination
sharply declined. "62

n

C.Day Lewis establishes the supremacy of image :...the
image 1is ﬁ%@iccnstant in all poetry, and every poem is ltself

an image. Trends come and go, diction alters, metrical

61, Mikhail Omysannikov; Problems of Modern Aesthetics,p.221k.
62. Herold Hugg, Imagination, Chap. IV, p.70.
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fashionsv_change, even the elemental subject-matter may
change almost’out of reeognition, but metaphor remains the
life-principle of poetry. n63 | -

The problem of the artisticimage as the central
concept in art and literature has become very obscure,
confusing and controversial., A world war 1n the realm of
art and literature is going on. We find that truth is
on the side of Sidney, P.Gurry, George Whalley, A. Lunacharsky,
Belinsky, .Chernyshevsky, E.L. Mascall, Mikhail Ovsyannikov
and C.Day lLewls. Mikhalil Ovsyannikov obéervess "Art is
incapable of renouncing imagery because imagery is its very
soul, its essence and its main characteristica Art; loses
its essence to the extent to which 1t ceases to constitute
the comprehension of the real world through artistic images.
True art capé.ble‘ of reflecting the infinitely complex
changing patterns of the modern world., muét be figurative. f
The process of thinking in terms of images has deve].c::péd
over many centuries ’a'nd its cuitural achievements are
indestructible no matter what form of attack may be 1aﬁnched

against them,"&*

Sidney says, "It is not rhyming and versing that
‘maketh a poet... but it is that feigning notable images

of‘ virtue, vices or what else." 65

63.C.Day Lewis, The Poetic Image, p.11. v o
6k4.Mikhail Ovsyannikov, Problems of Modern Aesthics, p.Z15
65.C.Day Lewis, The Poetic Image, p.48.



It does not matter that Sidney thought of the
poetic image as an instrument only, as an allegorial device
or, as he himself writes that image is a speaking picture,
with this end, to teach and delight. Using the words
'to teach' reveals that there 1s a purpose behind the
use of images. The image is not»a distorted reality but
a selective, chiselled and created slice of life with
a view to propagate this or that ideology~though it is not
naked but and is carefully veiled. C.Day Lewis says that
the poetic image conveys to our imagination something more
that the accurate reflection of an externzl reality and
it looks out from a mirror in which life percives not so
much of its face as same truth about its face. "... the
image ceases to be artistic when it falls to pronounce a

verdict on reality,uéé

67
P. Gurry discusses the importance of imagery in

poetic creation and its contribution to poetry. He is of

the opinion that thils quality of precision, of clarity, of
definition, is one of the vital contributions which imagery
makes to poetry. Without imagery, poetry would be

abstract and it would lack those qualities which raise it

above clear and loglcal expression. It is lmagery which
vitalizes such expression, infusing it with coplews suggestions
of weights, buoyances, textures, sounds, movements, shapes

and colours. But there is, too, an awakening of emotion,

without which an experience would be dead, and also a
66. Mikhall Ovsyannikov, Problems of Modern Aesthetics,p.225.
67. P.Gurry, The Appreciation of Poetry.




39

directing of emotion, without which the experience would
be warped, confused and unshapely. A. Iunacharsky,
considers that the flow of thought and emotions in
literature is always in the form of images or it is linked
with them: "It is especlally evident in literature that

it i3 the artistic content ... the flow of thoughts and
emotions in the form of images or connected with images ...
which is the decisive element of the work as a whole. n68
He goes to the extent of saying that 'literature is the art
of 1lmages. 169 George Whalley is of the opinion that it

1s the welling up of the images from the mem'ory of a poet
which makes him a poet. But when this flow is checked,

the poet falls to write even a single line. In his words,
"wWhen a poet breaks down as a poet and ceases to write ..
it is because the images cease to constellate and to well
up from memory, the»‘im:a;gination has falled at its primitive
and secret source.s”70 Belinsky and Cheryshevsky agree
with A. Iunacharsky when he declares that an 'artist talking
about things 1s explaining them not as concepts but as
images. E. L. Mascall also confirms thelr view that the
typlcal instrument of communication in literature is not

the concept but the image. n? 1

68. A. lunachrsky, On Art and Iiterature, p; k.
69. Ibid., p.19.

70. George Whalley, Poetic Process, p.83.

71« E,L.Mascall, Words and Images, p.109.
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Makhail Ovsysnnikov has very beautifully tried to
analyse this essential question regarding the importance
of imagery in art and literature. While assessing the
tricks of theSe shrewd western jugglers in the arena of
art and literature, he guestionsg, "Can one really accept
the view that modern;art has made a radical break with
imagery and it should be based on new principles? The
experience of the last fifty years provides the answer to
this question., How many different versions of "non-figurative™
art we have been « fered : expressionism, symbolism,
tachisme, optical art, kinetic art and so on and so forth.
But all these "isms™ have burst into nothing like soap
bubbles."72 "e.oeThe artistic image is an integral quality
of true art and that the decline of art is first and
foremost the disintegration of the artistic image,"73

he concludes.

8

Imagist School of Poetr

Every llterary movement is a reaction and a revolt
against some worn-out llterary movement which fails to
answer the soclal, political, economical and cultural
questions posed by the given socliety. Every soclety is in
a continuous process of change and every change is, in some

way, for the betterment of the particular society.

72. Mskhall Ovsyannikov, Problems of Modern Aesthetics, p.215.

73 Ibid«»’ p0226¢ .
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| During such a transitional period, literary dogmas
and traditions faii to check the awakened consclousness
of the people. Thus a new movement in the field of
literature, takes birth., The Romantic Movement in English
literature was a revolt agaiﬁst the Neo~classical literary
tradition of Dryden, Pope and Dr. Johnson. It stood
for the liberation of the individual spirit from the
shackles of social authority. Under the influence of
German Romantic Movement and the Progressive doctrine of the
French Revolution, the Romanties (Wordsworth, Coleridge,
Byron, Shelley, Keats, Crabble, Shengtone, Elliot, Clare
and others) made the poetry of the period replete with
the love of liberty, the worship of nature, the hatred of
tyranny and the idealisation of the life of the 'Solitary
Reapers'. As 'Romanticism is an escape from realism',74
Medievaliam,‘ﬂellenism and Supernaturalism found expression
in the poetry of this period. 1In short, it was the poetry
of the airy flights on the wings of imagination. Because |
of its being overQenthusiastic about the'extravagance in
feeling, thought and taste, its feet only occasionally

touched our earth.

The poetry of the Victorian Era shows its
increased interest in the scientific and the socialistic
ideas and also in the rapid growth of the democratic spirit.
The spirit of human sympathy inspired some poets to plead

74. Tolstoy, What is Brt?




the causé of the down-trodden. For example, Thomas Hood's
'Song of the Shirt', Elizabeth Barrett Browning's 'The Cry
of the Children', Tennyson's 'Lockersley Hall;' etc. The
discoveries of science and its influence on the life of
the people started to colour the poetry of the period.

In the words of Crompton Rickett s "Tennyson treats Nature
as an imaginative man of science; Robert Browning is often
more like an analytic chemist than an artist;A Methew Arnold
arid Arthur Hugh Clough are largely occupied with the
discrepancies between scientific and religi“ous faith, n?3

As a protest ’agaiiast intellectualism, Pre~Raphaelites
ralised their heads. They brought pictorialism, symbolism,
medievalism, archalc diction and sensuousness in poetry.

In the words of Saintsbury: "Coleridge's supernaturalism,
Keats's}, sensuousness, Shelley's mysticism, Wordsworth's

concern for "the meanest flower that 'blows" «sss+all merge
into the poetry of the Pre—-Raphaelite:s.“76 Dante Gabriel
Rossetti, his sister Christina Rossetti and William Morris

are some of the poets of this movement.

The last years of the nineteenth century were the
years of confusion. Many forces were at work to pull down
the edifice of Victorianism. The most prominent poets

of this perlod are Stephen Spender and Robert Bridges

75. Crompton Rickett, A History of English Iiterature,
76. Saintsbury, A History of Nineteenth Century Iiterature.



(Traditionalists), Francis Thompson and Alice Meynell
(Roman Catholic Poets), Rudyard Kipling and W.H.Kenley
(imperialists) and Thomas Hardy, John Davidson, Earnest
Dowson and A,E.Houseman (Pessimists)., There was a civil
war in the field of poetry. In these chaotic conditions
prevailing in the English society, no literary tradition
was respected. It was a ripe time for experimentation.
Two Satanic figures of the early years of the Twentieth
century, Ezra Pound and T.S8,Fliot, had a tremendous shaping
influence on the poetry of this period. So Imagism,
Surrealism, Vorticism and the so-called ‘'Apocalypse’
school of poetry appeared.

Imagism (an Anglo-American school of Poetry) was
started by T.E.Hulme, the theoretician and the first
Imagist poet, through his lectures and talks in the meétings
of his 1908 & 1909 clubs. Among others, these meetings were
attended by Ezra Pound, who propagated and developed
Imaglism in England and America. “Imagism; an anti-romantic
movement in English and American poetry, had a brief but
extensive vogue among advance-guard writers of the period
1910-17. Its doctrine was developed by the American poet
Ezra Pound from the aesthetic theories of T.E. Hulme ....“77

T,E. Bulme was opposed to the Symbolistsg's traﬁéendental

view of external reality and wanted to restrict the

I e —

77. The American Peoples Enecyclopaedia, p.10-951.
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materials of art to the objective world" ™ and to reproduce,

without metaphysical implications, its impact upon the
readers by using vivid, hard, chiselled and concrete imagery?g
I.E. Hulme says, "It is the physical analogies that hold me...
not the valn decorative and verbal images of the ordinary
poets.... The process of invention is that of gradually

0
making solid the castles in the air‘a

About the contribution of Mr. Ezra Pound in
propagating imagism, Coffman writes : "In the summer of
1912, he had first referred to a poem an 'Imagiste! and in
November he published his 'Ripostes' with the appendix
containing Hulme's five poems and the prefatory note which
introduced 'Les Imagistes' as descendents of Hulme's
1909 club. In the Spring of 1913, he presented the first
Inagiste Manifesto."81

N

78. Stanley, K. Coffman, Imagism, p.82 : "Hulme denied
to poetry the right to use in any way with the
absolute or the unknown, inslisting that the poet
confines his vision to the revelation of new
analogies between objects of ordinary perception.
Hls analogies were based upon the physical because
that 1s what man can easily apprehend avoiding
the search for the unknown and seeking instead
freshness of individual feeling, he employed imagery

- which had no symbolic value and argued for a poetry
that would not attempt to transcend reality but place
it in new and original perspective.™

79. T.E.Hulme, Speculations, p.134.: "Images in a poem
'endeavours to arrest you, and to make you continuously
see a thing, to prevent you gliding through an
abstract process.".

80. T.E.Hulme, Notes on lLanguage and Style,p.276.
81. Stanley K.Coffman, Imagism, p.138.
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82 |
Ezra Pound formed a group of Imagist poets which

included Aldington, Hilda Doolittle, Flint, Amy Lowell,
Cornell, Williams, Upward, Cournos and James Joyce. He
wrote that the principles of this literary movement were

83
mainly the following?:

1. Direct treatment of the "Ihing" whether'subjective

or objective.

2. 'To use absolutely no word that did not contribute

to the presentation,

3. Regarding rhythm : to compose in sequence of the

musical phrase, not in sequence of a metronome.

The next phase of the Imagist Movement (1914=17)
was under the leadership of Amy Lowell, who got the three
Tmagist Anthologies ( *Some Imagist Poets' 1915, 16,17)
pUbliShedmsh
were ¢ Aldington, Hilda Doolittle, Flint, Fletcher and D.H.

The other contributors to these anthologies

Lawrence. These six,Englishmen and Americans,formulated

gix tenets of their ereed,85 Thegse were:?

82. Harold Monme "The Ima 131:93", Poetry and Drama,
- Vol. I, No.2(June) 1913. |

83. ©Ezra Pound, "Imagism", Poetry, Vol.I. No.6(March) 1913.

8k, Stanley K.Coffman,Imagism, p.31. : "The anthologles
' testifying for the first tim@ to the existence of a
specific body of Imagist doctrine as well as to a
group of at least six members whose work attempted
to 1illustrate the doctrine, were made possible by the
tactful, yet capable and efficient leadership of
Miss Iﬂowello " ,

85. Adventures in American Literature, p.280.
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To use the language of common speach; to employ
always the 'exact' word, not the merely decorative
word.

To create new rhythms as the expression of new
moods.

To allow absolute freedom in the choice of
subject.

To present an image and not to deal in vague
generalities;

To produce poetry that is hard and clear, never
blurred or indefinite,

Finally, most of them believed that concentration
is the very essence of poetry.

- This movement had a wi@eapread influence upon

modern poetry. Even the American painters tried in their

paintings to express the soul of any one or all the tenets

of the Imagists. For example, Morgan Russell's "Eldes 23",

Man Ray's "Mime", Georgia O'Keeffe's "White Barn", Charles

Sheerler's "Church Street ELl" and Thomas Benton's "Chilmark?".

After the publication of the last anthology 'Some

Imagist Poets' (1917), Amy Lowell, Fletcher and Hilda

Doolittle were of the opinion that they should not publish

any more ant.holegy.

86

86.

y Lowell, Tendencies 1n Modern American Poetry, p.255.
"These 1ittle books are the germ, the nucleus of the

school; its spreading out, its ampllfication.must be

sought in the published work of the individual members

of the group."
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Concludingly, it ean be said that 'the immediate
beginning of the Imagist movement came from the English
poet and critic T.E.Hulme. In America the movement was
given publicity by Ezra Pound, and was supported by the

purse and prewess of Amy Lcwelle,87

What ig Poetic Image? :

"Iife is a heap of broken images.“ss These broken
images are transformed by selection and creation in the
hands of a genulne poet with hils intellectual and
imaginative faculties into poetic images, which one can
sensuously perceive. These poetic images become units
in the creation of a poem which, itself, is an image - a
péttern‘Whidh emerges from the whole structure of the
poem, Hmotionally arousing our human sympathies and
feelings, the Image appeals to our aesthetic sensibility
and by suggestion pronounce a velled verdict on reality
with the purpose of making our world better to live in. So
imagery 1s not only the soul but the whole of a poem.

To prove this statement, we are again to start from the
world of arts What 1s Art? "Art, a specific form of social
consc¢iousness and human activity which reflects reality

in artistic images and 1s one of the most important means

of aesthetical comprehension and portrayal of the world".89

88. T.S3, Hilot, Selected Prose.
87. John Paul Pritehard, Criticism In America, p.212.

89. Rosenthal and P.Yudin (ed.), A Dictionary of Pnilosophy,
pt_31o ‘



Human labour, in all its forms, is the basis of
the artistic creation and it shapes man's aesthetic
sentiments., The sub‘jechmatter of all art is man's
aesthetical relations to the objective warld around him
and its development is conditioned by the development 4in
the soclio~economic structure of the society. In the
primitive soclety, poetry (in the form of a song) grew
spontaneously with dance and music. Christopher Caudwell
explains it very beautifully: "Poetry is characteristically
song and song is characteristically something which, because
of its rhythm, is sung in unison, 1s capable of being the
expression of a collective emotion....this collective
emotion organised by art at the tribal festival, because it
sweatens work and is generated by the needs of labour, goes
out agaln into labour to lighten it. The primitive conducts
such collective tasks as hoeing, paddling, ploughing,
reaping and hauling to a rhythmic chant which has an
artistic content related to the needs of the task, and
expressing the collective emotion behind the task.... These
emotions, generated collectively, persist in solitude so
that one man, alone singing a song, still feels his emotion
stirred by eollecti?e 1mages.“90 These c¢ollective images
were the source of sesthetic pleasure for all the members
of the soclety. So through a spontaneous process, images
were created by the primitive poet by imposing his wish on

the process of production and the changing moods of Nature.

90. Christopher Caudwell, Illusion and Reality,pp.15-16,
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The western critics also share this view to the
extent of saying "The poet, in all ages and culture, prefers
images to abstractlions, the sensational to the conceptual.“91
Bliss Parrey has also confirmed this view: "Poetry is
imagery and imagery is sensation."92 Stephen Spender
gives his opinion that the image 1s the basic unit of
péatr?? "Abgsolute poetry 1s the concrete and artistic
expression of the human mind in the emotional and rhythmical
1ang9age.9l+ As poetry is the artistic expression of the
human mind, we are to see whal is lying in the dark
recesses of the human mind. "The human mind 1s not, as
phllosophers would have you think, a debating hall, but a
picture gallery.™ 95"Our sensation; our consclousness 1is
only an image of the external 'wr«::b:t"lc.‘l.""g"é and its expression
1s best possible only through images. "Artistic Image, a
gspecific method employed in art for reproducing objective
reality, in a living concrete, segfgggga directly perceivable
form in terms of a definite aesthetic ideal... Il represents

an inseverable, interconnected unity of the sensuous and
bl

91. N Frye(ed), Ramanticiﬁm Reconsidered, p.9.

92. Bliss Parrey, A Study of Poetry, p.u8.

93. Stephen Spender, 'The Struggle of the Modern', p.111.
9%, T,W,Duntton, Ency.Brit., Vol.18, p.106.

95. Dixon Machiece, quoted in the World of Poetry, p.210 .
96. V.I.Lenin, Collected Works, Vol.1l, p.69.
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logical, concrete and abstract, immediate and mediate,
individual and universal, acclidental and necessary,
external and internal, part and whole, appearance and
essence , form and content. The dialectical unity of
these oyuposite aSpects,.effeeted;by'methods pfOper to
each art, produces images of characters, events and
circumstances expressing lofty ideas and amﬁtions."97
C. Day Lewis, agreeing with the above statement, admits
that the romantic image is a2 mcde of exploring reality
just as art -~ romantie, realistic and naturalistic -
is a specific form of the reflection of reality. "The
romantic image is a mode of exploring reality by which the
poet is in effect asking imagery to reveal to him the

meazning of his own eXperience.“ga

Discussing the scope

of image, Henry E.Garrett is of the opinion that it éovers
all the fields of knowledges "Images are mind pictures
difficult to define precisely but familiar to all of us.
An image is a personal experience of an object, person,

or scene once actually seen, heard or felt. Memory - images
are conditioned responses evoked by a name, a picture, a

virtual account, or a description. Visual images are most

common, though many people report vivid auditory images.

97. Basegthal and P, Yudin, A Dictionary of Philosophy,
p.207. |

98. C.Day Lewls, The Poetic Image, pp.58-59.



Ideas - that is, concept and other abstract verbal and
mathematical formulations (for example, government, mankind,
x® and /2 ) - are images from which the sensory assoclates
have been as completely eliminated as possible.“99

Neal Frank Doubleday accepts allusions as complex
types of images: "... allusion is closely connected with
imagery; indeed, a literary allusibn may be a complex kind

of image. n100

And he also establishes that rhythms are
also a kind of imagery : He says that it 1s often
convenient and proper to think and speak of rhythms
as a kind of imagery when they are representational and

' there is an easily describable response to them. Dancing
rhythms, galloping rhythms and vmarehing rhythms are of

this kind.

(a) Galloping Fhythm. Example :~ Robert Browning's 'When
They Brought the Good News' and Walt Whitman's

Ploneers ! O Pioneers /!*%

| (b) In Sidney laniers - 'Song of the Chattahoochee! the
rapidity of the rhythm is the sound image of the
hurrying river.

(c) In Tennyson's - 'Break, bresk, break
| - On thy cold gray stones, O Seai
And I would that my tongue could utter
| The thoughts that arise in me,!
99. Henry E,Garrett, General Psychology, p.352. |
100. Neal Frank Doubleday, Studies in Poetry, p.73.
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Here the rhythm is an image of the sound of the

sea, and combines with a visual image.

From the above discussion we conclude that !'Imagery

is not only the soul but the whole of a poem.

Literature, a soecial institutlon using language,
a soclal creation, as its medium, is itself an expression
of society. "The poet, himself, is a member of soclety,
possessed of a special social status: he receives some
degree of social:recognition and reward; he addresses an

audience, however, hypothetical.1o1

The poet creates
identification with the objective world around him. ‘Ih
order to give a definite aesthetic ideal, he by cheselling,
selecting and creating to heighten for the reader his
understanding of the reality, presents his sensory
pereeption in images. "The ldentification of the poet
with objects which appeal to his senses is the initial

steps 1n image making.“102

"Properly cpeaking, an image is a word which arises
ideas of sensory perception.”103 Prescott calls the images
the eye of the mind, the mental or ideal counterpart of

the bodily aye.10h

Ronald Pecowk, writing on the importance
of imagery in drama, says "Image is a revival, a reproduction

by memory in the mind, of some sensual experience, undergone

AP

101. Rege Wellek and Warren Austin, Theory of ldterature,
P.09.

102, C.Day Lewis, The Poetic Image,p.67.
103. Roblin 3kelton, The Poetic Pattern, P«91.
104, Prescott, Poetic Mind, p.188.
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in part inecluding, in visual,guditive, tactile and other
impetition assocliated with it."‘105 "To psychologistis

and to any critie imagery in poetry 1s expression of.
sense-experience channelled through sight, hearing, smell,
touth and taste, impressed upon the ’mindand set forth
inverse in sueh fashion as tb recall as vividly and

faithfully as possible as the original sensation. "‘106

From all these definitions, we find that image 1s
a sensuous word picture. But the definition of an image
1s not that simple. During the centuries, the structure
of our society has become so complex. With the change in
| ecenmnic relations,"the whole superstructure also changes.,
As a result of it, the complexity of emotlional assoclatlons
common to all, has been increased. With it the poetic
image, which expresses our emotional complexity, also
undergoes some change., We do not now think of images as
ornaments which are studided over the surface of a poenm.
The image is the gene which is the basis of the birth and
growth of the organism of the poem, C.Day Lewis, himself,
does not limit his definition of image to 'a sensuous
word picture. It is his starting point. He says, ''Have wé
perfected the definitlion if we say that the poetic image

is a picture in words touched with some sensuous quality?

105. Ronald Pecowk, Art of Drama,
106. Fogle, The Imagery of Keats and Shelley, p.3.




Quite clearly, not. The journallist and the advertising

copy-writer often create sensuous word~pictures."1o7
On the other side, it does not mean that we can do without

the element of sensuousness. John Press comblines the
intellectual element with sensuousness. "Often the imagery
is neither wholly visual nor entirely symbolic but a
fusion of pictorial images with sensuous and intellectual

n108 We have to be cautious of the other

associations.
extreme of considering image as the product éf intellect
alone. "The literary image is not a product of intellect
except in so far as intellect 1s involved in that creative

operation of the whole mind which is imagination."'"?

Imagery in poetry is an appeal to the senses through
words. Ihrough the senses the emotions and intellect of the
reader can be swiftly stirred. "Too much importance has always
been given to the sensory qualities of the images.

What gives an 1lmage effieaqy is less'its vividness as an
image than its character as a mental event peculiarly
connected with sensation."11o "Imagery may be defined as
words or phrases devoting a sense perceptille object....
but some other object of thought belonging to a different
order and category of being. The sense perceptible object
or image in question becomes a medium for conveying to the

mind some notion regarding that other object of thought.

e

107. C.Day lewis, The Poetic Image, p.19.

108. John Press, The Fire and Fountain, p.154%.

109. Frank Kermode, Romantic Image, p.47.

110. IARichards, Principles of Iiterary Criticism,Chap.xvi.
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The image is momentarily a substitute for the object.
This substitution may involve a comparison or it may

nct,“111

From the above definitions, we find a hint that
imagery also deals with 'some other object of thought' or
'an idea'. In a Dictionary of milosopg;;f Vthought is
defined as 'the highest product of the brain as specially
organlsed matter; the active process through which the
objective universe 1s reflected in concepts, judgements,
theories ete. Thought does nét exist in the life of each
individual as a purely intellectual process, but is
inseparably linked with other psychological processes.

It has no existence isolated from man's consciousness
which is the highest form of reflection of objective

- reality inherent only in man. It is through eonsciousness'
that man.realises'his relationship to the objective world
around him and exerts a purposeful action on the untamed
forces of nature with the aim of subordinating them to the
needs'af the man.‘ As the sensory images of objects fom a
part of the human consciocusness, thought can not exist as a
purely intéllectual process by transcending the objective
reality as it has no existence isolated from man's

congciousness. Any sensory image of an object, any sensation

111. Stephen J.Brown, The World of Imagery, p.2.

112. Rosenthal and P.Yudin, A Dictionary of Philosophy,
pp.91-92. |



56

is part of consciousness in as much as it possesses definite
meaning in the system of knowledge acquired through social
activity. So the thought is not free from the sensory
images of the objective reality.

An idea is a sensory image that arises in the mihd
as a reflection of sénsory objects. The Advanced Learner's
Dictionary of Current English defines idea as a 'thought or
a picture in the mind.' So sense perceptible expression
vhich appeals to the amotional,inteilectual and aesthetical
side of thewman fonﬁs a poetic lmage. Caroline Spurgeon
helps us to reach its exact definition: "... the little word-
picture used by a poet or prose writer to illustrate,
illuminate and embellish his thought.- It is a description
or an ldea which by comparison or analogy, stated or
'understeod, with some thing else, transmits to us through
the emotions and assoclations 1t arouses, something of the
‘wWwholeness', the depth and riehness of the way the writer
views, concelves or has felt What he is telling us.". "The
image thus gives quality, creates atmosphere‘and gonveys
emotion in a way no precise deseription, however, clear

and accurate, can possibly do," 113

113. Caroline Spurgeon, Shakespearean Imagery and What 1t
tells us, p.9.



57

From the above discussion we r-eachythe conclusion
that a poetic image is the aesthetically dhiselled,
sharpened and imaginatively particularised artistic
expression, in rhythmical and heightened language, of the
sense perceptlble word-picture concerning a perfect
fragment of an experience charged with emotions or passions,
concerning some lofty ldea advocating some aspect of the

poetic truth in order to pronounce, however, tiny, a veiled

verdict on reality.

The greatest contribution of Hzra Pound to the
philosophy of Imagism is his differentiating the concept
'Image! from the image. In order to make it more clear
for us we take the example of "To the Autumn" by John Keats.
This poem 1s rich in sustained and purposeful imagery. The
whole poem 1is divided into three parts. But we find a |
structural unity in the poem. If 1t starts from the morning
of the autumn seésen,it passes through the noon and
completes the whole circle of the day. It gives, in images,
1ife in action and thus creates a pattern, a design, a
complete whole - 'the Image' from its constituent parts -
the lmages. S.H. Burton has very beautifully summed up
the wey 1in which imagery 1s used in this poem, in a few
lines. "The images in ve<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>