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drives her actions and decisions. Her arrival in the mining town disrupts
the monotonous and controlled temporal flow imposed by the King,
injecting a sense of hope and renewal among the workers.

Narrative and Husserl’s ‘Time’

The play’s narrative structure also mirrors Husserl’s idea of the
“time-constituting flow of consciousness,” which involves the interplay
of retention (the past), protention (the future), and the primal impression
(the present). According to Husserl, retention refers to the way past
experiences are retained in consciousness, influencing the present
moment. Protention, on the other hand, is the anticipation of future
experiences or events, a forward-looking aspect of consciousness that
shapes expectations and actions. Tagore’s use of flashbacks and the
characters’ reflections on their past lives before coming to the mining
town illustrate Husserl’s notion of retention. These memories, laden
with emotional and experiential content, significantly influence the
characters’ present actions and fuel their aspirations for a better future.

In Husser!’s framework, protention is critical because it demonstrates
how the future is constantly being prefigured in the present consciousness.
It is through protention that individuals anticipate what is to come,
allowing them to prepare and respond to future possibilities. This
anticipation is not merely a passive waiting but an active, intentional
stance towards the future. In Red Oleanders, Nandini’s memories of
freedom and beauty from her past life serve as powerful retentions that
inspire her present actions. These memories not only shape her current
outlook but also enable her to envision and strive for a liberated future
for the miners. Her forward-looking vision, or protention, embodies the
hope and determination to achieve a better future, thus driving her
actions in the present.

Nandini’s actions are a vivid illustration of Husserl’s dynamic flow
of consciousness, where past, present, and future are intricately
interwoven. The retentive memories of a freer, more beautiful past
provide a foundation upon which her present consciousness builds a
vision for the future. This vision, in turn, influences her current actions,
creating a continuous temporal flow where each moment is connected
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to what has been and what is anticipated to come. For example, when
Nandini says, “The flowers are not dead, they have just fallen
asleep”(Tagore 39).She expresses a belief in renewal and future
possibilities, driven by her retentive and protentive consciousness. Tagore’s
narrative structure, with its emphasis on flashbacks and future aspirations,
effectively embodies Husserl’s concept of the time-constituting flow of
consciousness. This interplay of retention and protention not only enriches
the characters’ inner lives but also underscores the transformative power
of human consciousness in confronting and overcoming oppressive
external circumstances. Through Nandini’s journey, Tagore highlights
how the subjective experience of time, with its blend of past memories
and future anticipations, can be a source of strength and resilience
against dehumanizing forces.

In Rabindranath Tagore’s Red Oleanders, the oppressive regime’s
rigid control over time symbolizes the mechanized and dehumanizing
effects of industrialization. The King’s obsession with gold and absolute
power imposes a static temporal order on the workers, reducing their
lives to monotonous, repetitive labour. This externally imposed objective
time, which Husserl critiques, is devoid of individual consciousness and
meaning, effectively stripping the workers of their humanity. According
to Husserl, “objective time is an abstraction, whereas the lived experience
of time is concrete and embedded in the flow of consciousness” (Husserl
198). The King’s regimented schedule turns the workers into mere cogs
in the industrial machine, disconnecting them from their subjective
experience of time and trapping them in a continuous cycle of labour.

Disruption of Temporal Order

Nandini’s arrival in the mining town represents a significant disruption
to this imposed temporal order. Her actions embody Husserl’s notion
that true temporal understanding arises from the subjective flow of
consciousness, which integrates the past, present, and future in a dynamic
interplay. Nandini’s vibrant consciousness, infused with memories of a
freer past and hopes for a liberated future, contrasts sharply with the
static time enforced by the King. Her resistance to the regime is not only
a fight for physical freedom but also a reclamation of subjective time
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consciousness, which the regime seeks to obliterate. By reintroducing
the workers to their own memories and aspirations, Nandini revives
their internal time consciousness, fostering a sense of individual identity
and collective purpose.

Through Nandini’s character, Tagore emphasizes the importance of
subjective time consciousness in reclaiming humanity and freedom. As
she states in Red Oleanders, “The earth may be dark, but the sky is full
of light” (Tagore 115), Nandini suggests a temporal potentiality and
renewal, challenging the finality and rigidity of the King’s imposed order.
Her belief in the cyclical nature of life and the possibility of rebirth
disrupts the static temporal regime enforced by the King. This aligns
with Husserl’s assertion that “the flow of consciousness is inherently
temporal, characterized by a constant interaction between retention and
protention” (Husserl 202). Nandini’s influence leads the workers to
remember their past lives and envision a future beyond their current
oppression. Her actions and beliefs re-establish a dynamic temporal
flow, integrating hope and resistance into the workers’ consciousness
and challenging the oppressive temporal order imposed by the King.

In a similar vein, Henri Bergson’s distinction between ‘clock time’
and ‘lived time’ further elucidates this dynamic. Bergson argues, “Clock
time measures discrete moments in a sequence, but lived time is indivisible,
a continuous flow that shapes our inner experiences” (Bergson 129).
The King’s regime enforces a rigid clock time, which fragments the
workers’ lives into discrete, dehumanized units of labor. Nandini, by
reawakening the workers’ lived time, restores their sense of continuous,
meaningful existence. Her actions disrupt the external temporal structure
and reintroduce a subjective temporal flow, where the past informs the
present and the future is filled with possibilities.

Furthermore, Hannah Arendt’s reflections on freedom and temporality
provide additional insight. Arendt posits that “freedom is inherently bound
to the capacity to begin anew, to initiate new processes in time” (Arendt
169). Nandini embodies this capacity to begin anew, catalysing change
by reconfiguring the workers’ relationship with time. Her disruption of
the King’s static order restores the potential for new beginnings, liberating
the workers from their temporal and existential stasis.
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Space and temporality

The town of Yakshapuri epitomizes the oppressive manipulation of
temporal and geographical space, profoundly illustrating Husserl’s notion
of time. Yakshapuri is depicted as a town enslaved by the King’s insatiable
greed for gold, where the miners’ lives are dictated by a rigid, externally
imposed temporal order. This regime enforces a static, mechanized
notion of time, reducing the workers’ existence to repetitive cycles of
labor, stripping them of their subjective time consciousness. Husserl’s
concept of “objective time” imposed externally, as an abstraction devoid
of individual meaning, is evident here; he states, “objective time is an
abstraction, whereas the lived experience of time is concrete and
embedded in the flow of consciousness” (Husserl 198). The oppressive
power structure in Yakshapuri transforms the temporal dimension of the
town, creating a space where time is experienced as a monotonous and
endless cycle of exploitation.

This manipulation of time and space in Yakshapuri is also reflective
of Michel Foucault’s theory of disciplinary power. Foucault argues that
power operates through the regulation of time and space to control
bodies and behaviors, stating, “The control of time through timetables
and schedules is a fundamental aspect of disciplinary power” (Foucault
149). In Yakshapuri, the King’s strict schedules and regimentation of
labor exemplify this form of control, creating a temporal landscape
where the miners’ lives are tightly regulated, leaving no room for
individual temporality or freedom. The town becomes a physical
manifestation of temporal oppression, where the natural flow of time is
interrupted and restructured to serve the King’s economic interests.

Nandini’s presence in Yakshapuri challenges this oppressive temporal
regime. By rekindling the miners” memories of their past (retention) and
inspiring hope for a future free from tyranny (protention), she disrupts
the imposed temporal order, reintroducing a subjective and dynamic
flow of time. Her actions embody Husserl’s belief in the fluid and
interconnected nature of past, present, and future within the flow of
consciousness. As she states, “The flowers are not dead, they have just
fallen asleep” (Tagore), Nandini reawakens the dormant potential within
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the miners, symbolizing a temporal awakening that challenges the King’s
control. Through this reconfiguration of time, Nandini transforms
Yakshapuri from a site of temporal oppression into a space of resistance
and potential liberation.

Conclusion

Red Orleanderresonates with Husserl’s assertion that “every temporal
object presupposes a subjective time-constituting flow of consciousness”
(Husserl 201). The miners, initially depicted as mere cogs in the industrial
machine, gradually reclaim their individuality and subjective consciousness
through Nandini’s influence. Their transformation underscores Husserl’s
belief in the centrality of subjective time in shaping human experience.
The play’s climax, where the workers unite against the King’s tyranny,
symbolizes the triumph of internal time consciousness over external,
mechanized time. Tagore’s play serves as a compelling narrative that
aligns with Edmund Husserl’s theories of time, particularly his notions
of retention and protention. The play demonstrates how the interplay of
past experiences and future anticipations shapes the characters’ present
actions, reflecting Husserl’s dynamic flow of consciousness. Nandini’s
struggle for freedom and dignity for the miners illustrates the profound
impact of subjective time consciousness on human actions and resistance,
offering a deeper understanding of the temporal dimensions of human
experience as explored by both Tagore and Husserl. In conclusion, Red
Oleanders by Rabindranath Tagore, when examined through Edmund
HusserlI’s theories of time, reveals a profound critique of industrialization
and a celebration of human consciousness and freedom. Tagore’s
narrative, with its rich interplay of past, present, and future, aligns with
Husserl’s notion of internal time consciousness, highlighting the importance
of subjective temporal experience in shaping human actions and resistance.
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Humanitarian Disseminations and Hierarchy Dissipations
in Rabindranath Tagore’s Chandalika

Debarshi Arathdar

Abstract

Rabindranath Tagore’s Chandalika critically explores the profound
themes of casteism, the subaltern experience, and spiritual humanism.
The play narrates the journey of Prakriti, an untouchable woman, who
grapples with societal exclusion and internalised discrimination. Her
transformative encounter with Ananda, a Buddhist monk who requests
water from her, serves as a pivotal moment that challenges the deeply
entrenched caste norms. Through Prakriti’s evolving self-awareness
and defiance against societal hierarchies, Tagore critiques the
dehumanising caste system and underscores the potential for personal
and societal transformation. The play also highlights the intersectionality
of caste and gender, offering a nuanced portrayal of Prakriti’s struggles
and aspirations. Ananda’s character embodies Tagore’s ideal of spiritual
humanism, advocating for the intrinsic worth and dignity of every
individual. Symbolism, such as the act of giving water and the
metaphorical significance of Prakriti’s name, enriches the narrative,
emphasising themes of purity, renewal, and human equality. This article
examines these themes, elucidating Tagore’s vision of an inclusive and
compassionate society that transcends social and religious boundaries.

Keywords: Casteism, Subaltern, Spiritual Humanism, Dehumanisation,
Chandalika, Social Hierarchies

Rabindranath Tagore’s play “Chandalika” is a profound exploration
of the interplay between casteism and humanism. This two-act dance
drama not only depicts the struggles of a marginalised woman but also
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serves as a powerful critique of the rigid caste system in India. Through
the character of Prakriti, a girl born into the Chandal caste, Tagore
addresses issues of social discrimination and the quest for human dignity.
This essay delves into the thematic elements of casteism and humanism
in “Chandalika,” drawing from various scholarly sources to highlight
Tagore’s advocacy for social harmony and universal humanism. Tagore’s
“Chandalika” is set against the backdrop of the oppressive caste system
in India. The protagonist, Prakriti, is acutely aware of her lowly status
as a Chandal, a caste deemed untouchable. The play opens with Prakriti’s
deep sense of inferiority and her internalisation of societal prejudices
against her caste. Her mother, Maya, reinforces these beliefs, further
entrenching Prakriti’s self-loathing. The turning point in the play occurs
when a Buddhist monk, Ananda, requests water from Prakriti. This
simple act of kindness, coming from a member of the higher caste,
awakens Prakriti’s sense of self-worth and dignity. However, this
newfound realisation also brings about internal and external conflicts.
Prakriti grapples with her desire for acceptance and the societal norms
that have long suppressed her. The caste system, as depicted in
“Chandalika,” is a tool of social stratification and oppression. It perpetuates
a cycle of discrimination and dehumanisation, denying individuals like
Prakriti their basic human rights. The play highlights the psychological
and emotional toll of such a system on marginalised individuals, showcasing
their struggles and aspirations for equality.

Humanism in “Chandalika”

Tagore’s “Chandalika” is not merely a critique of casteism; it is also
a powerful statement on humanism. The character of Ananda embodies
the ideals of universal humanism that Tagore espouses. Ananda’s act of
drinking water from Prakriti signifies a rejection of caste-based
discrimination and an affirmation of human equality. Humanism, in the
context of “Chandalika,” is the recognition of the inherent dignity and
worth of every individual, regardless of their social or caste status.
Tagore’s portrayal of Prakriti’s transformation from a self-loathing
individual to one who recognizes her own humanity is a testament to his
belief in the power of humanism to transcend social barriers. The concept
of universal humanism is central to Tagore’s philosophy. It advocates
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for the respect and recognition of every human being, irrespective of
their differences. In “Chandalika,” this is reflected in the way Ananda
treats Prakriti with kindness and respect, challenging the entrenched
social norms of caste discrimination. Dipesh Neupane, in his study
“Social Harmony and Integrity: An Advocacy of Universal Humanism in
Rabindranath Tagore’s ‘Chandalika’,explores how Tagore uses the play
to advocate for social harmony and universal humanism. Neupane argues
that the play highlights the need to overcome social prejudices and
embrace a sense of solidarity and respect for all individuals, regardless
of their caste or social status (Neupane, 2021). Sushil Ghimire’s review,
“Identity in Spirituality: A Review of the Play Chandalika by Tagore,”
examines the spiritual and existential awakening of Prakriti. Ghimire
emphasises that the play is about Prakriti’s realisation of her own humanity
and the rejection of the notion that her caste determines her worth. This
spiritual awakening is facilitated by Ananda, who represents a more
inclusive and humane worldview (Ghimire, 2019).

Dehumanisation and Social Ostracism

Tagore’s Chandalika vividly portrays the dehumanisation and social
ostracism faced by those born into lower castes. Prakriti’s initial portrayal
as a subjugated and humiliated individual highlights the psychological
trauma inflicted by caste-based discrimination. The play exposes the
irrationality of casteism, which reduces human beings to mere symbols
of purity or impurity based on birth. Tagore’s depiction of Prakriti’s
mother, who has internalised the caste norms and perpetuates them,
underscores the pervasive and insidious nature of this social evil. Ananda’s
encounter with Prakriti serves as a critical turning point in the play. His
act of accepting water from an untouchable challenges the deeply
ingrained caste prejudices and signifies the possibility of a more humane
and egalitarian society. Tagore uses Ananda’s character to embody the
principles of humanism and compassion, standing in stark contrast to
the rigid and exclusionary caste system. This moment of recognition
and validation is transformative for Prakriti, igniting her sense of self-
worth and desire for liberation. Prakriti’s journey from subjugation to
self-assertion is central to Tagore’s critique of casteism. Her desire for
Ananda’s love and acceptance is symbolic of her broader quest for
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dignity and respect. This journey is fraught with internal and external
conflicts, as she grapples with her identity and the societal norms that
seek to confine her. Tagore emphasises that true liberation requires the
courage to defy oppressive structures and assert one’s humanity. Prakriti’s
ultimate realisation that her worth is intrinsic and not dependent on
societal approval is a powerful statement against caste-based
discrimination (Tagore, 1938).

The Subaltern Experience in Chandalika

Tagore’s portrayal of Prakriti and her mother offers a poignant insight
into the subaltern experience. The term “subaltern” refers to populations
that are socially, politically, and geographically outside of the hegemonic
power structure. In Chandalika, the Chandalas represent this marginalised
group, whose voices are often suppressed and whose existence is
rendered invisible by dominant social narratives. Tagore’s decision to
centre the play around an untouchable girl challenges the audience to
confront the harsh realities faced by the subaltern and to empathise with
their plight. The relationship between Prakriti and her mother is a
microcosm of the broader societal dynamics at play. Prakriti’s mother,
who has internalised the norms of caste hierarchy, initially discourages
her daughter’s aspirations and reinforces the boundaries of their social
status. However, as the play progresses, the mother’s perspective begins
to shift, reflecting the potential for change even within the most
entrenched belief systems. This dynamic illustrates the generational
transmission of subalternity and the possibility of its disruption through
individual and collective awakening. Tagore’s Chandalika also explores
the intersectionality of caste and gender, highlighting the compounded
oppression faced by women in the subaltern. Prakriti’s marginalisation
is not only due to her caste but also her gender, which further limits her
agency and opportunities. The play underscores the need to address
these intersecting forms of oppression to achieve true social justice.
Tagore’s nuanced portrayal of Prakriti’s struggles illuminates the ways
in which caste and gender intersect to create a complex matrix of
domination and resistance. Prakriti’s journey from a state of self-loathing
to self-assertion is emblematic of the subaltern’s struggle for recognition
and agency. Her initial invisibility and subsequent empowerment highlight
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the transformative power of self-awareness and dignity. Tagore’s depiction
of Prakriti’s defiance against the social order serves as a powerful
commentary on the need for societal reform and the empowerment of
the oppressed.

Tagore’s Vision of Humanism and Equality

Tagore’s portrayal of Ananda draws heavily on Buddhist ideals,
advocating for compassion, equality, and rejection of caste distinctions.
Ananda’s character embodies moral and spiritual guidance, exemplifying
universal brotherhood and intrinsic human worth. This vision counters
the dehumanising caste system and offers a pathway towards an inclusive
society (Tagore 53). Ananda’s teachings and actions serve as a moral
compass, guiding Prakriti and challenging the audience to reflect on
their own beliefs and behaviours. Tagore uses Ananda’s character to
demonstrate the transformative potential of spiritual and ethical principles
in creating a just society. A central theme in Chandalika is the quest for
liberation and self-realisation. Prakriti’s journey reflects the transformative
power of self-awareness and the pursuit of dignity. Tagore emphasises
that true liberation is personal and spiritual, involving a profound shift
in individual consciousness. Prakriti’s evolution from a state of subjugation
to one of empowerment illustrates the play’s message of inner strength
and self-affirmation. Her journey encourages the audience to consider
the importance of self-realisation in overcoming social constraints.

Tagore’s critique of casteism is rooted in his broader humanistic
philosophy, which advocates for compassion and empathy as the
foundation of human relationships. In Chandalika, the act of giving
water becomes a powerful symbol of compassion that transcends social
barriers. Tagore employs rich symbolism and metaphors to enhance the
thematic depth of Chandalika. The act of giving water, for instance,
symbolises the breaking of caste barriers and the recognition of common
humanity. Water, a universal symbol of life and purity, becomes a medium
for challenging social norms and affirming human dignity. The
transformation of Prakriti is also symbolically represented through nature
metaphors. Her name, which means “nature” or “creation,” signifies her
inherent potential and the possibility of renewal and growth. This symbolic
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use of nature underscores Tagore’s belief in the innate goodness and
potential for transformation within every individual. Tagore suggests
that genuine human connection and understanding can dismantle rigid
structures of caste and create a more just society. This emphasis on
empathy and humanism is a cornerstone of Tagore’s social vision,
inspiring efforts towards social justice and equality. The play encourages
the audience to reflect on their own attitudes and behaviours and to
strive for a more inclusive and compassionate society.
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Tagore’s Play “Chitra”: A Delineation of The Female
Protagonist ‘Chitrangada’ as A Modern Woman

Natasha Chatterjee

Abstract:

Rabindranath Tagore was a staunch believer of women emancipation
and empowerment.This is the main reason behind hisliberal take towards
the women characters in his works. His character Chitrangada, who is
the only female protagonist in his one-act-play Chitra is a conspicuous
exemplar of women’s liberty. She is an epitome of progressive and
contemporary women who does not abide by the rules or protocols of
the conservative society and leads her life on her own terms. In the play
she proves her mettle and her aura is more superior than the male lead
of the play Arjuna. In the play Arjuna does not accept Chitrangada’s
proposal, but she never broods over this and finds a way to win Arjuna.
She took this as a challenge to win him and therefore she starts to
gratify the two deities - Madana and Vasantha and attains a curvaceous
body and eventually succeeds in winning the man of her desire Arjuna.
In this manner she transcends Arjuna who was considered as the most
esteemed warrior in Mahabharata. In this way she proves herself to be
liberated and empowered in all aspects. This paper will focus on the
character of Chitrangada in Tagore’s Play Chitra where she is portrayed
as bold and modern age women.

Keywords: Modern women, Women emancipation, Women
empowerment, Romanticism

Introduction:

Tagore, was fondly known as ‘Gurudev’. Mahatma Gandhi was the
person who for the first time named him ‘Gurudev’ and after that he
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became popularly known with this name. He was the first Asian who
won the prestigious Nobel Prize for literature in the year 1913 for his
work Gitanjali. Rabindranath Tagore was a poet, novelist, short story
writer, dramatist, musician, painter, nationalistas well as a great
humanitarian reformer of the society. One can witness appreciable quality
in his songs, music and also in his dramas. The plays that Rabindranath
Tagore wrote were full of symbolism as well as he had incorporated
beautiful songs with deep meaningful lyrics in them. This was the sole
reason behind the popularity of his works. Rabindranath Tagore was a
renowned Indian playwright and dramatist whose work was full of
charm and ebullience. His plays have some uniqueness that allowed his
audience to explore a different level of connectedness not only in his
own country but also in foreign lands. His plays are distinct from the
usual plays as they are more accepted in the form of writings than when
they are enacted on stage. Readers from all over the world read these
plays with great interest for various reasons such as symbolism, musical
compositions, and various myths etc. The most prominent feature of
these plays are they have taken a stand for the women folk and raised
voices against injustice. It can be observed in the works of Tagore that
his female characters are more powerful and strong than his male
characters. His characters like Chitra Malini and Sudha are some
exemplary for the above statement. Tagore was the champion of women
empowerment and women emancipation. He was always ready to fight
for the cause of women by holding cudgel in his hands. He was a great
painter who not only painted with colours but also his words, characters
and plots painted his works with vibrant hues that made his oeuvre of
work more colourful and interesting. Along with this he is regarded as
the greatest musician, who invented his own style of compositions and
songs. Above all he was a great poet. He was an expert in human
psychology. His women characters will always be remembered by his
readers.

Rabindranath Tagore’s play “Chitra” is a one act play which is based
on the story of Mahabharata and depicts the life of a mythological
princess named Chitrangada who was the daughter of the king of Manipur
and his name was Chitravahana. The play was first written in Bengali
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in the year 1896 and later in the year 1913 it was published in English.
The plot of the play is based on the myth that took place between Chitra
and Arjuna in the epic Mahabharata. The play is based on the themes
of equality between a man and a woman, its, theme also asserts on the
importance of women’s freedom. The play is set amidst the woods in
the state of Manipur. In the times of Vedic period, Manipur was known
by the name of Aryawarta. And this play is based on the Vedic period.
Tagore through this drama tries to focus on the fact that in the Vedic
period the women folk were liberated and were not confined in any kind
of restrictions.The female protagonist of the play Chitrangada is the
daughter and heir of theking of Manipur Chitravahana. The forefathers
of the princess Chitrangada were once blessed by Mahadeva and they
received a benison that they will always have a male heir who will run
the family’s name and will rule the empire. But Chitravahana was
disheartened when he became the father of a girl child despite of the
boon his forefathers received from Mahadeva. So as a consequence, to
protect his kingdom he started raising his daughter Chitra as a son.
Tagore in his play Chitra shows her just like any modern age girl of the
21% century, in this way Tagore through his play ‘Chitra’ tries to portray
her female protagonist Chitrangada who thinks that she is in par with
her male counterpart. She was a woman of substance, who was brave,
daring and intrepid.The following characteristics of Chitra proves the
above -mentioned notions about her upbringing and her nature.

Chitra dressed as a male warrior : From the outset of the play,it
is shown that Chitrangada was dressed in male attires. Even the women
of contemporary times are not allowed to dress in male attire, they are
looked upon as derogatory by the people of the society. As our society
is patriarchal the women are bound to follow certain protocols that are
set by the male-hegemonic society. Only some women who consider
themselves as upright and progressive dare to break these barriers that
are forced by the society on them. Tagore shows Chitra in male attire
as he tries to portray her as a bold andcourageous woman, who is a
symbol of modernity. She feels liberated and enjoys this freedom when
she dresses as man.
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Chitra pursued the hobbies that were reserved for males: Chitra
is shown in this play as a proficient horse rider and she even loves to
go for hunting. Both her hobbies were restricted to men. Even today not
many women try these hobbies. In those times only the Kings were
seen to go on a hunting spree. They were bold and courageous who
could even fight with the wild beasts with bare hands. Tagore portrays
Chitra as a brave woman who for her father’s wish transforms herself
from her very childhood into a woman who is at par with any man so
that she could rule as well as protect her kingdom when needed. Chitra
is shown here in the play as a fierce hunter and she meets Arjuna for
the first time when she was chasing an animal and in due course comes
across Arjuna who was in disguise of a hermit. So, it can be deduced
that like any modern age woman Chitra used to love pursuing hobbies
of men.

Chitra as a Magnificent Ruler: In this play Chitra is depicted as
the most magnificent ruler on which her subjects had blind faith. Though
the kingdom was ruled by her father Chitravahana, but they look forward
to her in case of any emergency as she always used to protect her
people of the kingdom from robbers and looters. Her subjects felt
helpless when she left her kingdom to stay with Arjuna in guise of going
on a pilgrimage.

Chitra taking the first move to propose Arjuna: It is always a
norm that a man proposes to a woman for expressing love or to seal
the relationship with the vows of marriage. Any conservative woman
will never make the first move when it comes to proposing her man
with whom she desires to spend her life. But Tagore in this play through
his character Chitra goes against the norms. Chitra proposes to her man
of desire Arjuna. Again, through this she proves to be a modern age
woman who is not conservative in her thoughts.

Chitra’s reaction towards rejection from Arjuna: Chitra gets attracted
towards Arjuna and proposes her. But Arjuna rejects her proposal and tells
her about his vow to remain a celibate. Chitra realises that since she is not
attractive and have sturdy body structure, she was not able to attract
Arjuna. As a result, she decided to undertake hard penance. So, without
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wasting time in brooding and shedding tears, she heads towards the Gods
— Madana and Vasanta to win them by pleasing them and asks for a
curvaceous body with which she can win her love ‘Arjuna’.

Romanticism in the play Chitra: Romanticism is a rare quality
that modern women are bestowed with. And in this play the character
of Chitra is blessed with the quality of being romantic which makes her
a modern woman. She is depicted as to be the one who initiates
romancing her man, Arjuna. She is desperate to win him and so she
does not hesitate to open up in front of the Gods namely Madana and
Vasanta. She does not even shy away in discussing about her sexual
desires She does not even hesitate to share her experience of romance
with Madana and Vasanta.

Chitra as an Epitome of Courage: Tagore depicts Chitra as a
modern age woman who is bold and courageous. She is very powerful
and has a daring nature. In the play she overshadows Arjuna in power.
Tagore draws similarity with the plays of William Shakespearein terms
of his female protagonist Chitrangada who is depicted to be more powerful
than the male lead. She possesses the salient features that all modern
women possess. And when she utters these words, she becomes the
voice for all modern women, “I am Chitra. No goddess, to be worshipped,
nor yet the object of common pity to be brushed aside like a moth
within difference. If you deign to keep me by your side in the path of
danger and daring, if you allow me to share the great duties of your life,
then you will know my true self.” (66)

Conclusion:

Chitrangada is anepitome of modern woman. She dresses as a male,
her hobbies of horse riding and hunting are that, which are preferred by
male. She is a rebel who takes the first move and proposes Arjuna and
on being rejected refuses to sit and brood. She on the contrary pleases
the Gods to get a desired attractive body and wins her man. These are
the real qualities of a modern age woman. She challenges the roles
defined by the conservative society and becomes powerful. Tagore
through this play has depicted the character of Chitra so as to endorse
the notions of women’s empowerment and emancipation.
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On Cross-dressing: A Comparative Study of Shakespeare’s
As You Like It and Tagore’s Chitrangada

Anirban Banerjee

Cross-dressing as a tool to win love is a fascinating and multi-
dimensional theme explored in literature and drama, notably in William
Shakespeare’s As You Like [t and Rabindranath Tagore’s musical play
Chitrangada. Both works use the motif of cross-dressing to explore
themes of identity, gender roles, and the complexities of love, albeit in
different cultural and historical contexts. Tagore had always experimented
with mythological stories in his literary works, but Chitrangada stands
out among them by means of its poignant question of gender identity
and stereotype of traditional woman in Indian context. Shakespeare on
the other hand had always played with gender roles in his plays. Not
only As You Like It, but in many other plays like 7welfth Night and The
Merchant of Venice also he explores the theme of cross-dressing as a
tool to explore gender roles in a very stereotypical society of Elizabethan
England. These cross-dressings are not just mere comic elements but
also pose an important question about the status of transgender in his
contemporary society. This paper shall devote itself in finding out the
different use of cross-dressing as a tool in Shakespeare’s As You Like
1t and Tagore’s Chitrangada, two authors from two different cultures as
well as time period.

Let us first discuss the use of cross-dressing in Shakespeare’s play.
In As You Like It, cross-dressing serves as a central plot device that
allows characters to explore their identities and relationships in a liberated
manner. The character of Rosalind, who disguises herself as a young
man named Ganymede, exemplifies the transformative power of cross-
dressing in the play. Rosalind’s decision to disguise herself as Ganymede
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is motivated by a combination of necessity and strategy. Banished from
the court by her uncle, Duke Frederick, Rosalind adopts the male disguise
to ensure her safety as she ventures into the Forest of Arden. Her
transformation into Ganymede also allows her to navigate the forest’s
social landscape more freely, unencumbered by the restrictions placed
on women in the Elizabethan era.

The character of Rosalind, who disguises herself as a young man
named Ganymede, is central to these explorations. Through this clever
use of cross-dressing, Shakespeare not only entertains but also prompts
the audience to reflect on deeper societal issues. This essay delves into
the significance and reasons for cross-dressing in As You Like It,
highlighting its impact on the narrative and its broader implications.
Cross-dressing in As You Like It primarily functions as a plot device that
creates confusion and comedic situations. When Rosalind and Celia flee
to the Forest of Arden, Rosalind adopts the guise of Ganymede for
safety, setting the stage for a series of humorous and ironic encounters.
Disguised as a man, Rosalind finds herself in a position to interact with
her love interest, Orlando, in ways that would be impossible if she were
in her true female form. This leads to a complex web of mistaken
identities and romantic misunderstandings that are characteristic of
Shakespearean comedy. The comedic potential of cross-dressing is evident
in the witty exchanges between Rosalind and Orlando, as well as in the
playful banter with other characters like Phoebe and Silvius. These
interactions not only entertain but also serve to advance the plot by
creating opportunities for character development and resolution of
conflicts.

Cross-dressing in As You Like It allows Shakespeare to explore and
critique contemporary notions of gender roles and identity. By assuming
a male disguise, Rosalind challenges the rigid boundaries between male
and female behaviour. As Ganymede, she exhibits traits traditionally
associated with both genders: the assertiveness and freedom of a man
and the sensitivity and emotional intelligence of a woman. This blending
of gender characteristics suggests that identity is more fluid than rigid
societal norms would have people believe. Moreover, Rosalind’s disguise
enables her to mentor Orlando in the ways of love, assuming a position
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of power and authority typically denied to women in the Elizabethan era.
Through her actions, Rosalind questions the validity of strict gender
roles and highlights the performative nature of gender itself. This theme
is further reinforced by the play’s resolution, where characters shed
their disguises, symbolising a return to their true selves and a rejection
of artificial constraints.

Cross-dressing also serves as a means to explore the complexities of
love and courtship. Rosalind, as Ganymede, engages Orlando in a mock
courtship, allowing her to test his love and sincerity without the constraints
imposed by her true identity. This unique dynamic provides Rosalind
with the opportunity to express her feelings and thoughts more openly
and candidly than she could as a woman. The disguise creates a space
for honest and unguarded communication, revealing the deeper emotional
truths of the characters. Additionally, the use of cross-dressing
complicates traditional courtship rituals and expectations. The inversion
of gender roles in the relationship between Rosalind and Orlando disrupts
the conventional male pursuit of a passive female. Instead, Rosalind, as
Ganymede, takes an active role in the courtship, guiding Orlando and
shaping the nature of their relationship. This subversion of norms not
only adds depth to their romance but also encourages the audience to
reconsider societal expectations regarding love and relationships.

Through cross-dressing, Shakespeare offers a critique of social
hierarchies and conventions. Rosalind’s ability to move freely and interact
with other characters as Ganymede highlights the arbitrary nature of
social status and gender-based limitations. In the Forest of Arden, the
characters experience a temporary suspension of societal rules, allowing
for a re-evaluation of values and relationships. The egalitarian nature of
life in the forest contrasts sharply with the rigid structures of the court,
suggesting that true human connections can only flourish in an
environment free from societal constraints. Furthermore, the play’s
conclusion, where all characters return to their true identities and societal
roles, serves as a reminder of the inevitability of social structures.
However, the temporary freedom and exploration afforded by the
disguises leave a lasting impact on the characters, subtly advocating for
a more flexible and inclusive society.
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For Rosalind, cross-dressing is not merely a pragmatic choice but
also a journey of self-discovery and empowerment. Disguised as
Ganymede, she navigates the complexities of her emotions and desires,
gaining a deeper understanding of herself and others. This experience
empowers her to assert her will and influence the course of events,
ultimately leading to a resolution that aligns with her aspirations. The
freedom afforded by her disguise enables Rosalind to confront her fears
and insecurities, emerging as a more confident and self-assured individual.
This theme of empowerment through cross-dressing is echoed in other
characters as well. Celia, who accompanies Rosalind in disguise, also
experiences a sense of liberation and growth. The forest setting, with
its associations of natural freedom and escape from societal norms,
becomes a crucible for personal transformation and empowerment.

The significance of cross-dressing in Shakespeare’s As You Like It
lies in its multifaceted role as a plot device, a means of exploring gender
roles and identity, a commentary on social norms, and a catalyst for
character development and self-discovery. Through Rosalind’s disguise
as Ganymede, Shakespeare not only creates comedic situations but also
delves into deeper themes of love, empowerment, and societal critique.
The play invites the audience to question the rigidity of gender roles and
social conventions, advocating for a more flexible and inclusive
understanding of identity and relationships. In doing so, As You Like It
remains a timeless work that continues to resonate with contemporary
audiences, offering insights into the complexities of human nature and
society.

Now let us come to Tagore and his use of cross-dressing.
Rabindranath Tagore’s musical play Chitrangada, based on the character
from the Mahabharata, delves deep into themes of identity, gender roles,
and the fluidity of human nature. Central to this exploration is the motif
of cross-dressing, which serves not only as a plot device but also as
a profound commentary on societal constructs and individual self-
realisation. The significance of cross-dressing in Chitrangada can be
understood through its impact on the characters, its challenge to traditional
gender roles, and its broader implications for understanding identity and
self-expression.
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The story revolves around Chitrangada, the princess of Manipur,
who is raised as a warrior by her father because he has no sons. Her
upbringing is devoid of traditional feminine roles, and she grows up
embracing her identity as a warrior. When she encounters Arjuna, one
of the Pandava princes, she falls in love with him. However, Arjuna,
adhering to his vow of celibacy during his pilgrimage, initially rejects
her. Chitrangada, feeling inadequate in her warrior persona, prays to the
god Madana (the god of love) to transform her into a beautiful woman
to win Arjuna’s love. The god grants her wish, and Chitrangada, disguised
as a beautiful woman, successfully captivates Arjuna.

Cross-dressing in Chitrangada serves as a catalyst for the protagonist’s
transformation, both physically and emotionally. Chitrangada’s decision
to adopt a different appearance highlights her internal conflict and desire
for acceptance and love. Her transformation into a beautiful woman
underscores her struggle with her identity as she grapples with societal
expectations of femininity and beauty. This physical transformation allows
Chitrangada to explore a different facet of her identity, leading to a
deeper understanding of herself and her desires.

Tagore uses cross-dressing to challenge and critique traditional gender
roles and societal norms. Chitrangada’s initial identity as a warrior blurs
the lines between conventional male and female roles. By adopting a
warrior’s persona, she defies the expectation that women should be
demure and submissive. Her transformation into a beautiful woman
further complicates this narrative, as it raises questions about the nature
of true identity and the societal pressures to conform to certain gender
roles.

Arjuna’s attraction to the transformed Chitrangada also highlights the
superficial nature of gender expectations. His initial rejection of
Chitrangada in her warrior form and subsequent attraction to her in her
feminine form underscores the often arbitrary and superficial standards
of beauty and femininity imposed by society. Through this dynamic,
Tagore critiques the societal tendency to value external appearances
over inner qualities and virtues.
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Cross-dressing in Chitrangada underscores the fluidity of identity
and the idea that gender is not a fixed or binary concept. Chitrangada’s
ability to transition between different gender presentations highlights the
malleability of identity and the potential for individuals to embody multiple
facets of their personality. This fluidity challenges the rigid categorization
of gender and suggests that identity is a complex and multifaceted
construct.

Tagore’s portrayal of Chitrangada’s dual identities also emphasises
the idea that true self-realisation comes from embracing all aspects of
one’s identity. Chitrangada’s journey is not just about her transformation
into a beautiful woman but also about her reconciliation of her warrior
and feminine selves. This synthesis of identities ultimately leads to her
self-acceptance and empowerment.

The motif of cross-dressing in Chitrangada has broader implications
for society and the understanding of gender and identity. Tagore’s play
challenges the audience to reconsider their preconceived notions of
gender roles and the limitations imposed by societal norms. By depicting
a character who defies traditional gender expectations and explores
different facets of her identity, Tagore encourages a more inclusive and
flexible understanding of gender.

Furthermore, Chitrangada highlights the importance of self-expression
and the right to define one’s identity. Chitrangada’s journey is a testament
to the power of self-determination and the importance of embracing
one’s true self, free from societal constraints. This message is particularly
relevant in contemporary discussions about gender identity and the rights
of individuals to express themselves authentically.

In Chitrangada, Rabindranath Tagore uses the motif of cross-dressing
to explore profound themes of identity, gender roles, and self-realisation.
Through Chitrangada’s transformation and journey, Tagore challenges
traditional gender norms, underscores the fluidity of identity, and advocates
for self-expression and acceptance. The play’s exploration of these
themes remains relevant today, offering valuable insights into the
complexities of gender and the importance of embracing one’s true self.
Tagore’s nuanced portrayal of Chitrangada’s dual identities and the societal
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implications of her journey make Chitrangada a timeless and thought-
provoking work that continues to resonate with audiences.

Both As You Like It and Chitrangada use cross-dressing as a narrative
device to explore the complexities of love and identity. While the cultural
contexts and motivations of the characters differ, the underlying themes
of self-discovery and authenticity are prevalent in both works. Through
Rosalind’s cross-dressing, Shakespeare delves into the fluidity of gender
roles and the performative nature of identity. Ganymede’s interactions
with other characters, including Orlando, challenge the rigid gender
norms of the time. The disguise enables Rosalind to express herself
more openly and assertively, qualities that were often suppressed in
women during the Elizabethan era. This exploration highlights the arbitrary
nature of gender roles and suggests that love and attraction transcend
societal conventions.

Tagore’s Chitrangada uses cross-dressing to challenge and redefine
traditional gender roles. Chitrangada’s initial transformation highlights
the societal expectation that women must conform to specific standards
of beauty and femininity to be loved. However, her eventual rejection of
this disguise underscores the play’s message that true love is based on
mutual respect and acceptance of one’s true self. The play also explores
the concept of duality within individuals. Chitrangada embodies both
traditionally masculine and feminine qualities, suggesting that true strength
and beauty come from embracing all aspects of one’s identity. By revealing
her true self to Arjuna, Chitrangada asserts her right to be loved for who
she truly is, not for an artificial facade.

In As You Like It, Rosalind’s cross-dressing allows her to test
Orlando’s love and engage in a more egalitarian relationship. Her disguise
enables her to transcend societal gender norms and assert her individuality.
Similarly, in Chitrangada, the protagonist’s transformation and subsequent
rejection of her disguise highlight the importance of embracing one’s
true self in the pursuit of love. Both plays also challenge traditional
gender roles and expectations. Rosalind’s and Chitrangada’s experiences
suggest that true love and fulfilment come from recognizing and valuing
one’s inner qualities rather than conforming to external standards.
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Along with the similarities between these two authors, there are
some dissimilarities too. Tagore’s use of cross-dressing is inspired by
the original mythological story and that is why uses supernatural elements
to implement this transformation. Whereas, Shakespeare does not use
such elements. In Shakespeare’s case this cross-dressing was a tool of
practicality also. In Elizabethan society, acting women were not accepted
that easily, therefore, cross-dressing them into males made his plays
much more successful. Shakespeare’s characters cross-dressed to
transform heterosexually from female to male, but Tagore’s cross-dressing
is a bit different. Tagore’s Chitrangada was originally a misfit in the
stereotypical image of a woman, having masculine qualities in a female’s
body, making her a queer woman. Tagore cross-dressed her into a
stereotypically accepted figure of a woman and proved that the traditional
values do not hold its value in front of love. However, even with all the
dissimilarities, we can find a wonderful harmony of a poet’s mind,
which does not change with culture or time. The common theme of
cross-dressing thus proves the fact that great persons think alike.
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Symbolic realism in Rabindranath Tagore’s
The King of the Dark Chamber: A Critical Study

Tirna Sadhu & Nabakrishna Barman

Abstract

This paper delves into the nuanced interplay of symbolic realism in
Rabindranath Tagore’s The King of the Dark Chamber, a work that
transcends conventional boundaries between reality and the symbolic.
The quote, “And then I saw... I saw that he was as incomparable in
beauty as he was in terror,” encapsulates the essence of the dual nature
of the king, a central figure whose presence is both awe-inspiring and
fearsome. By exploring the king’s enigmatic character, the study reveals
how Tagore employs symbolic realism to depict deeper philosophical
and spiritual truths.

The paper begins by contextualizing Tagore’s literary style within the
broader framework of symbolic realism. This genre combines realistic
narrative techniques with symbolic meaning to convey abstract ideas
and emotions. The study highlights how Tagore uses symbols to represent
complex human emotions and social realities by analyzing key scenes
and characters. The dark chamber itself emerges as a potent symbol,
representing the unknown and the subconscious, while the king’s elusive
presence symbolizes the divine or the absolute truth that is both beautiful
and terrifying in its incomprehensibility. Further, the paper examines the
interplay of light and darkness as a recurring motif, illustrating the
contrast between ignorance and enlightenment, fear and love, and mortality
and immortality. Tagore’s adept use of symbolism and realistic
characterization invites readers to engage with the text on multiple levels,
encouraging a deeper understanding of the human condition and the
quest for truth and self-realization.
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The paper also considers the broader implications of Tagore’s symbolic
realism for contemporary readers, suggesting that The King of the Dark
Chamber offers valuable insights into the nature of power, identity, and
the human psyche. By interpreting the symbolic elements within the
narrative, the paper aims to uncover the layers of meaning that contribute
to the richness of Tagore’s masterpiece, demonstrating its enduring
relevance and literary significance.

Keywords: Symbolism, Realism, Purity, Soul, Exterior, Beauty

Introduction

Rabindranath Tagore’s “The King of the Dark Chamber” stands as
a seminal work in the realm of Indian literature, notable for its intricate
weaving of symbolic realism. This paper aims to explore the depth of
Tagore’s symbolic realism, focusing on the profound duality encapsulated
in the line, “And then I saw... I saw that he was as incomparable in
beauty as he was in terror.” The novel presents a unique fusion of
realism and symbolism, where tangible realities coexist with deeper,
abstract significances, creating a layered narrative that speaks to both
the intellect and the spirit.

Tagore’s “The King of the Dark Chamber” is set in a mythical
kingdom governed by an enigmatic king whose presence is felt more
than seen. This king, who resides in a perpetually dark chamber, serves
as a central figure around whom the narrative revolves. His elusive
nature and the contrasting responses he elicits—beauty and terror—
form the crux of the symbolic realism that this study seeks to unravel.
The king’s character symbolizes the ultimate truth or divinity, an entity
that is at once awe-inspiring and terrifying in its vastness and
unknowability.

This research paper begins by situating Tagore’s work within the
broader literary tradition of symbolic realism, a genre that merges realistic
narrative techniques with rich, symbolic undertones. Through detailed
textual analysis, the study aims to uncover the multifaceted symbols
employed by Tagore, such as the dark chamber representing the
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subconscious and the unknown, and the king embodying the divine or
the absolute truth.

By focusing on key characters and pivotal scenes, this paper will
demonstrate how Tagore uses symbolic realism to explore profound
philosophical and spiritual questions. The interplay between light and
darkness, ignorance and enlightenment, fear and love, mortality and
immortality, will be dissected to reveal how these dualities are essential
to understanding the human condition as portrayed in the novel.In this
play, realism is less about portraying external conflicts and more about
illustrating the internal struggles within the mind and spirit. This is
poignantly expressed through the character of Sudarshana, the queen,
whose internal conflicts are beautifully depicted.

Ultimately, this paper argues that Tagore’s The King of the Dark
Chamber is a rich text that offers valuable insights into the nature of
power, identity, and the quest for self-realization. By interpreting the
symbolic elements within the narrative, the study seeks to uncover the
layers of meaning that contribute to the play’s enduring relevance and
literary significance. This investigation into symbolic realism in Tagore’s
work will provide a deeper appreciation of his literary genius and the
philosophical underpinnings of his art.

Literature Review

Symbolic realism is a literary technique that merges realistic narratives
with symbolic meaning, that speaks of both the concrete and abstract
dimensions of human experience. In literature, this approach allows
authors to delve deeper into the psyche of characters and explore broader
philosophical and spiritual themes. Rabindranath Tagore, a luminary in
Indian literature, masterfully employs symbolic realism in 7he King of
the Dark Chamberblending tangible realities with profound symbolic
undertones.

Tagore’s work often reflects a deep engagement with both the material
and spiritual worlds. Critics have noted that his use of symbolic realism
is not merely an aesthetic choice but a means to probe the human
condition. In 7he King of the Dark Chamber, Tagore uses the titular
dark chamber and the enigmatic king as central symbols. The dark
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chamber, representing the unknown and the subconscious, serves as a
backdrop for exploring the themes of ignorance and enlightenment. The
king, whose beauty is as incomparable as his terror, symbolizes the
divine or the ultimate truth, which is both awe-inspiring and fearsome.

The character of Sudarshana, the queen, is pivotal in understanding
the play’s symbolic realism. Her internal conflicts are portrayed with
great depth, reflecting the struggles of the human spirit in its quest for
truth and self-realization. Sudarshana’s journey from ignorance to
enlightenment mirrors the broader themes of the play. Critics have
highlighted her character as a representation of the soul’s struggle,
caught between the allure of the material world and the call of the
spiritual realm. Her interactions with the king bring to light the duality
of human existence, marked by beauty and terror.

Several scholars have explored the themes of light and darkness in
Tagore’s work. These motifs are not just physical but symbolize deeper
philosophical ideas. The interplay of light and darkness in 7he King of
the Dark Chamber illustrates the contrast between knowledge and
ignorance, love and fear, and mortality and immortality. Tagore’s use of
these symbols invites readers to contemplate the nature of existence and
the journey towards self-awareness.Comparative studies have positioned
The King of the Dark Chamber within the broader context of symbolic
realism in global literature. Comparisons with Western works, such as
those by Kafka or Joyce, reveal how Tagore’s symbolic realism is
uniquely rooted in Indian cultural and philosophical traditions. This blending
of Eastern and Western literary techniques enriches the text, offering a
diverse array of interpretative possibilities. Modern scholars continue to
find relevance in Tagore’s exploration of symbolic realism. In an age
marked by rapid technological advancements and shifting social dynamics,
the themes of internal conflict and the quest for spiritual truth in 7he
King of the Dark Chamber resonate with contemporary audiences.
Tagore’s ability to weave symbolic meaning into realistic narratives
provides a timeless framework for understanding the complexities of
human existence.
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Methodology

This study adopts a qualitative research design, employing textual
analysis as the primary method to explore the depiction of symbolic
realism in Rabindranath 7agore’s “The King of the Dark Chamber.” The
research aims to deconstruct and interpret the various symbols and
narrative techniques Tagore uses to convey deeper philosophical and
spiritual meanings. The primary source for this study is Rabindranath
Tagore’s play “The King of the Dark Chamber”, The text will be closely
read and analyzed to identify instances of symbolic realism and understand
how these symbols contribute to the overall themes and messages of the
play.Secondary sources include scholarly articles, books, and critical
essays on Tagore’s work, symbolic realism, and related literary theories.

The analysis will focus on identifying and interpreting key symbols
in the play, such as the dark chamber and the character of the king.A
thorough reading of the text to identify passages that exemplify symbolic
realism. Detailed annotation of selected passages to highlight symbols,
motifs, and thematic elements. Analyzing the significance of these symbols
in the context of the narrative and their contribution to the play’s themes
of beauty, terror, and spiritual quest.Pinpointing major themes such as
the dichotomy of beauty and terror, the unknown and the subconscious,
and the quest for truth.Placing these themes within the broader context
of Tagore’s literary and philosophical oeuvre, drawing connections to
his other works and to broader literary traditions.

Understanding how symbols function within the narrative to convey
deeper meanings (Blumer, Herbert. Symbolic Interactionism. Perspective
and Method. Englewood Cliffs: Prentice-Hall, 1969). Exploring the
subconscious elements of the play and how they relate to the characters’
internal conflicts (Freud, Sigmund. The Interpretation of Dreams. New
York: Macmillan, 1900). Analyzing the use of symbols in literature and
how they enhance the narrative (Cirlot, J.E. A Dictionary of Symbols.
New York: Philosophical Library, 1962). To ensure the validity and reliability
of the research, multiple sources and perspectives will be consulted.
Triangulation will be used to cross-verify findings from different sources
and theoretical perspectives. Peer-reviewed articles and scholarly books
will form the core of the secondary data, ensuring academic rigor.
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Discussion and findings

In The King of the Dark Chamber, the queen, Sudarshana, is plagued
by uncertainty regarding the true nature of the king. She imagines him
as fair and handsome, yet he is, in reality, as dark and formidable as the
eternal night (Tagore, Onanibus IV, p. 408). When Sudarshana encounters
the Pretender, (who has in her illusion) who deceives her by placing a
garland around her neck while she is surrounded by fire, she feels
deceived. However, the real king reassures her, explaining that the garland
also belonged to him. This reassurance does little to alleviate her doubts
about his existence and presence, leaving her overwhelmed by the
terrifying image of the king, reminiscent of a fearsome night with a
comet blazing across the sky.

Her Maid of Honour, Surangama, plays a crucial role in helping
Sudarshana understand that true worth lies not in physical appearance
but in the purity of the soul. This realization allows Sudarshana to
appreciate the king’s love and strength. By the play’s conclusion, she
learns of the king’s victories over the kings of Kalinga, Kanchi, Vidarbha,
Panchala, and Virata, which fill her with admiration for his courage and
bravery. Tagore’s portrayal of Sudarshana is masterful, and he equally
excels in depicting Surangama. Surangama’s deep connection with the
king is evident when she confidently senses his approach, proclaiming,
“The outer door has opened... he is coming, he is coming, my king is
coming in.” Through these characters, Tagore explores themes of inner
beauty and spiritual realization.

When Sudarshana asks Surangama if she can sense the king’s arrival,
Surangama responds, “I cannot say. | seem to hear his footsteps in my
heart. Serving him in this dark chamber, I have gained this new sense.
I know and feel without seeing.” Surangama, a realized soul, guides
Sudarshana, who is still progressing on her spiritual journey, towards
ultimate realization. The king symbolizes an omnipotent, omniscient, and
omnipresent God—present everywhere yet elusive to the naked eye, but
evident to the spiritual eye. He defies precise definition, similar to how
six blind men might describe an elephant, as every individual attempts
to understand him differently. Despite this, God remains beyond the
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comprehension of ordinary humans. Some assume his name or try to
usurp his functions, but ultimately, God reveals himself to true seekers,
demanding complete self-surrender and belief in his existence.

In the play, Sudarshana, the queen, doubts the king’s presence due
to her lack of direct perception, while Surangama, the chief maid, holds
unwavering faith in his existence and is certain the king will never
forsake his subjects. As a critic aptly describes, the play is an “allegory
of man’s spiritual adventure.” It illustrates how humans, lured by earthly
riches, mistakenly believe that wealth brings happiness, a condition
symbolized by the character of the Pretender or False King. He
temporarily deceives the subjects but retreats hastily when exposed.This
narrative not only explores spiritual themes but also emphasizes the
journey from doubt to faith, illustrating the contrast between the material
and the spiritual through its characters and their evolving perceptions of
the king. The six kings—Kalinga, Kanchi, Panchala, Virata, and Vidarbha—
symbolize the six vices present in human beings. Just as individuals
strive to overcome these vices, they also need divine assistance to fully
eradicate them from their minds. Rohini, another maid of the queen,
attempts to distract Sudarshana but ultimately fails. Surangama, serving
as the queen’s spiritual guide, rescues her, leading Sudarshana through
a journey of pain and suffering toward ultimate awareness and
understanding. This path culminates in her final union with the king,
representing the union of the human soul with the Supreme Soul.

In this context, the play may draw inspiration from the “Gitopadesha,”
where Krishna imparts his profound teachings to Arjuna. Sudarshana’s
reaction of fear and awe upon encountering the king’s daunting appearance
mirrors Arjuna’s experience when he witnesses Krishna’s universal form,
Vishwaroopa. Just as Arjuna seeks Krishna’s forgiveness for having
treated him merely as a relative or friend, Sudarshana also seeks the
king’s pardon for her earlier disregard of him. Ananda Lal describes the
play as a remarkable dramatization of the divine’s intimate interactions
with the human soul. In the narrative, the king remains an elusive figure,
unseen by his subjects, who are often misled by the Pretender who
impersonates him. However, they eventually come to recognize their
error and understand the true nature of the king.At various levels, the
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play can be interpreted through multiple lenses. The king may represent
the pursuit of truth across different domains, such as science, art, and
painting. Those who, like Surangama, are steadfast and focused tend to
achieve their goals more swiftly. In contrast, individuals like Sudarshana,
who are indecisive, take longer to reach their objectives. The king
symbolizes this ultimate goal.

The dark chamber itself serves as a potent symbol of the subconscious
mind and the unknown. It represents the inner depths where the struggle
for enlightenment occurs. This setting allows Tagore to explore themes
of ignorance, fear, and eventual spiritual clarity. As Sabyasachi
Bhattacharya points out, the chamber’s darkness is not merely physical
but also metaphysical, illustrating the inner conflicts faced by individuals
on their spiritual journey (Bhattacharya, Sabyasachi. Rabindranath Tagore:
An Interpretation. New Delhi: Penguin Books, 2011). In the play, the
king represents the ultimate truth or divine essence, embodying attributes
that are both awe-inspiring and fearsome. This symbolic portrayal aligns
with the concept of the divine being omnipresent, omniscient, and
omnipotent—qualities that make the divine both majestic and daunting.
The king’s appearance, which is both beautiful and terrifying, mirrors
the idea that truth and divinity often evoke a mixture of reverence and
fear. Scholars like Ananda Lal have noted that this characterization reflects
Tagore’s intention to dramatize the profound and often paradoxical nature
of divine interaction with human consciousness (Lal, Ananda.
Rabindranath Tagore: The Poet and the Playwright. New Delhi: Sage
Publications, 2017).

Material wealth, another human obsession, is also symbolized by the
king. Seekers of wealth face two paths: one of perseverance and hard
work, and the other of deceit and malevolence. Those who resort to
unethical means, like the False King, are eventually exposed, while those
who diligently pursue their goals, a kin to Surangama and Sudarshana,
ultimately find success.On a national level, the king may symbolize
Mother India, with Sudarshana representing the common citizen. The
advancement and prosperity of the nation depend not on politicians or
those in power, symbolized by the False King, but on the active
participation of its citizens. On a broader scale, the king can be interpreted
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as a symbol of national ideals, with Sudarshana representing the ordinary
citizen. The play suggests that national progress and prosperity depend
on the collective effort and spiritual awakening of the people, rather than
the actions of political leaders alone.In essence, 7he King of the Dark
Chamberis both a symbolic and realistic play. It explores the individual’s
journey from ignorance to enlightenment—from falsehood to truth and
from darkness to light. The king’s entry into the queen’s heart through
love illustrates this transformation. Additionally, the play can be seen as
a timeless exploration of the quest for true love, relevant across all ages.

Conclusion

The depiction of the king as simultaneously beautiful and terrifying
encapsulates the core of Tagore’s symbolic realism. This duality mirrors
the human experience of grappling with the ineffable and often paradoxical
nature of the divine. As Ananda Lal observes, this characterization
highlights Tagore’s intent to dramatize the intricate and often paradoxical
relationship between humanity and the divine (Lal, Ananda. Rabindranath
Tagore: The Poet and the Playwright. New Delhi: Sage Publications,
2017). The King of the Dark Chamber is a rich tapestry of symbolic and
realistic elements, offering a nuanced exploration of spiritual truth, human
struggle, and the quest for enlightenment. Tagore’s use of symbolic
realism provides a deep and multi-dimensional analysis of the human
condition, making the play a timeless reflection on the journey from
darkness to light and from falsehood to truth. Through its vivid characters
and profound themes, the play continues to impress audiences with its
profound meditation on the nature of divine and human interaction.
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Conceptualising the Nation and a Father-figure:
A Study of Tagore’s Achalayatan

Sudipta Dutta

Abstract:

Rabindranath Tagore’s writings vividly portray his vision of a free
and progressive India. Through his poetic and dramatic works, Tagore
frequently challenges the rigidity of tradition and the oppressive social
norms of his time. His critiques are woven into metaphors and allegories,
revealing a persistent call for intellectual and cultural liberation. In his
anthology Gitanjali, Tagore imagines a world unshackled by “narrow
domestic walls,” advocating for reason over the “dreary desert sand of
dead habit.” This yearning for freedom from outdated customs is a
recurring theme, evident in his nuanced character portrayals and the
symbolic use of light and darkness. The transformative figure in his
works often embodies this quest for change, illuminating the path towards
a more inclusive and enlightened society. Tagore’s exploration of such
themes invites readers to reflect on the boundaries that confine them,
subtly urging a re-evaluation of societal norms. Tagore’s critique of
rigidity goes beyond national boundaries, suggesting a transnational cultural
exchange that enriches and elevates. His writing not only envisions an
India rooted in self-respect and independence but also open to global
influences, highlighting his belief in the power of ideas to transcend and
transform. Through his masterful storytelling, Tagore leaves readers
contemplating the deeper implications of freedom and progress. His play
Achalayatan is often read as a progressive social metaphor. This paper
incorporates his ideas on nationalism along with other frequent motifs
found in the relevant literature composed by him to explore the possibility
of reading this play as a text propagating free thinking, social inclusivity,
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transnationalism, and globalisation. This paper also examines how, unlike
many patriots who see India as a mother-goddess “Bharatmata,” Tagore
conceptualises a father figure as the leading force who can potentially
inspire India.

Keywords: Tagore and nationalism, Achalayatan, social inclusivity,
intellectual liberty, Tagore and globalisation.

People familiar with the theatrical artforms are very much aware of
the phrase “breaking the fourth wall.” Transcending that invisible boundary
between the stage and the audience, in itself, is a form of challenging
the norms. However, in real life, hardly anybody will deny that living
inside the four walls offers a sense of security. Nobody loves a broken
bubble, and nobody prefers a broken wall. That fourth wall can very
much be essential for defining the “room of one’s own.” But what if
somebody tells you, this is only a false sense of security? What if you
realise that your “room” does not lie inside the four walls? At least,
Rabindranath Tagore suggests so in his play Achalayatan. The role of
the boundary wall of this stony, petrified place offers a sense of stability
to the characters like Mahapanchak and Trinanjan. But, the likes of
Panchak and Acharya Adinapunya certainly feel suffocated inside the
boundary. And when they find themselves out of the stony place of
“Achalayatan,” they breathe a bit freely.

“Achalayatan”— if we attempt a dissection of the word, it consists
of two Bengali expressions. “Achal,” meaning “static,” and “ayatan,”
meaning “space.” In Tagore’s play, this is an ashram-like setup. There
one finds the hierarchical presence of teachers— a post of “Acharya,”
or the principal, there is an “Upacharya,” or a vice-prinicipal etc. But
there is the mysterious figure of Guru, who does not live inside
Achalayatan but makes surprise visits like a school inspector. Nobody
is totally sure of Guru’s characteristic features, but almost everyone
feels afraid anticipating Guru’s sudden appearance. And therefore, they
always try to maintain the sanctity of this place by following absurd
traditions at a level of making them a habit. And Tagore is well known
for being critical of blindly followed traditions. In Poem 35 of Gitanyjali,
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he writes, “Where the clear stream of reason has not lost its way into
the dreary desert sand of dead habit...” (Tagore, Gitanjali, 28).In the
very same poem, we also see him attacking the wall as a metaphor of
boundary or limit. He says envisions a world which “has not been
broken up into fragments by narrow domestic walls” (Tagore, Gitanjali
27).

Now, let us take into account the time when this play was being
composed. It was 1911; around the same time when Gitanjali, a poem
from which anthology is cited above, was in the process of being
published in English language as Song Offerings. In a letter to Harriet
Monroe that Ezra Pound wrote on October 3%, 1912, heacknowledges
that W.B. Yeats is writing an introduction for Song Offerings, and
Pound comments on Tagore, “He has sung Bengal into a nation” (Pound
46). Therefore, it is evident that, during this period, Tagore was somewhat
concerned with the ideas of nationalism and patriotism. In 1915, he
meets Gandhi physically for the first time in Shantiniketan and the
difference in opinion they had since then, regarding the ways of patriotic
expression, is known to all (Maitra). Gandhi later came to be known as
the “Father of the Nation.” But in Tagore’s writings this search for an
ideal father figure remains a constant leitmotif. In the aforementioned
poem from Gitanjali, Tagore invokes a father figure and asks him to lead
the intellect of the nation “ever-widening thought and action — / Into
that heaven of freedom...” (Tagore, Gitanjali 28).

The way we find the true nature of the figure of Guru in Achalayatan,
especially after it is revealed towards the end of the play that the Guru
for the Achalayatan residents is no one but Dadathakuror Gosaithakur
for the untouchable and outcastes, makes it clear that Guru is the
harbinger of change. And the change he brings, comes with the breaking
of age old traditions, for which the wall of Achalayatan stands as a
metaphor. The way, while addressing Subhadra’s fear that the traditional
ritual of atonement is still left, Dadathakur or the Guru says that he has
crushed and dusted all those old traditions (Tagore, Achalayatan 101),
he very much resembles Shelley’s “Wild Spirit, which art moving
everywhere;/ Destroyer and preserver...”
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However, as Tagore is generally seen as a liberal critic of the ideas
of nationalism and boycott, some critics might argue that this father
figure, who breaks the traditional and outdated boundaries prevalent in
India, is not an Indian but a British. In fact, some critics actually
highlight a point of doubt on whether it was Lord Hardinge II, who was
the Governor-General of India between 1910 and 1916 (Mishra 247).

Now, in prosaic language, let us consider what Tagore himself said
about India to find out where the problem lies, and then we can reconsider
Guru’s role in Achalayatan. He says,

“The thing we in India have to think is this: to remove those
social customs and ideals which have generated a want of
self-respect and a complete dependence on those above us—
a state of affairs which has been brought about entirely by the
domination in India of the caste system, and the blind and lazy
habit of relying upon the authority of traditions that are
incongruous anachronisms in the present age.” (Tagore,
Nationalism 76)

Now, caste-based discrimination is present in Achalayatan at a literal
level and that the likes of Mahapanchak actually rely upon the “authority
of tradition™ is no secret either. Therefore, even if we compare Achalayatan
as a spatial metaphor of Tagore’s contemporary India, it will not be
totally wrong. But it is Tagore’s optimism that he makes Dadathakur or
Guru just one of those belonging to the communities of the commoners.
He is clearly not foreign.

But at the same time, Tagore does not allow the darkness of dead
traditions to creep in. This darkness, or a lack of light, is another
common motif in Tagore’s works. In Poem 27 of Gitanjali, he writes,
“Light, oh where is the light? Kindleit with the burning fire of desire!”
(Tagore, Gitanjali 21) and “The night is black as black stone” (22). And
finally, when the immovable wall of the Achalayatan is broken under the
instruction of the Guru or Dadathakur, we see boys celebrating the
ethereal sunshine which metaphorically represents the coming in of
fresh ideas to the existing Indian knowledge system, which, like
Achalayatan, boasted on their inclination towards conservatist
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traditionalism. Tagore’s search for the light of freedom of thought comes
to an end when, after the wall of Achalayatanis broken to dust, the
resident boys there, now metaphorically enlightened, celebrate the coming
in of clear light. They sing: “Light, my light, the world-filling light, the
eye-kissing light, heart-sweetening light!”!

This breaking down of the wall signifying the ushering in of the
liberal light can also be interpreted as Tagore’s belief in a transnational
culture. The absence of the boundary wall for Achalayatan can open up
an avenue of opportunity for that place to identify itself as a part of the
globalised world. And in order to do that, Guru is certainly the pioneering
figure. In fact, the 11th standard students studying Bengali as their first
language from West Bengal Council of Higher Secondary Education
reads a considerable portion of this play with “Guru” as the name. Such
is the importance of this character.

Even in the national anthem of India composed by Tagore, we find the
reference to “Bharatabhagyabidhata” (The God of Destiny of India). Tagore
often refers to this transcendental signified in his works, referring to the
themes of nationalism and nationbuilding in second person. The father
figure Tagore seeks blessings from in “Where the Mind is Without Fear”
(Gitanjali poem no. 35)?, he finds him in the character of Guru in
Achalayatan. The signifier of rebellion in the play, Panchak, sings:

That you called me one morning, no one knows

I cry within myself; no one believes

I stare at everyone; I wander listless,

No one allures me the way you do.?
(Tagore, Achalayatan)
In conclusion, Rabindranath Tagore’s Achalayatan is a profound
critique of stagnant traditions and a clarion call for progressive change
in Indian society. The play’s central metaphor—the breaking of the
wall—symbolizes the dismantling of outdated customs and the embracing
of new ideas. Tagore envisions an India free from the rigid caste system

and the tyranny of blind tradition, aligning with his broader literary
vision articulated in some poems in Gitanjali.
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The characters in Achalayatan represent various facets of an
ideological struggle. While Mahapanchak, Trinanjan and many senior
residents of the ashram cling to the false security of traditions signified
by the walls, figures like Panchak and Acharya Adinapunya yearn for
liberation from these confines. The enigmatic Guru, ultimately revealed
as Dadathakur, embodies the force of change, challenging the authority
of dead customs and advocating for a more inclusive and enlightened
society. This mirrors Tagore’s own critique of the caste system and his
plea for self-respect and independence from oppressive social norms.

Moreover, Tagore’s vision transcends the boundaries of India,
positioning the nation as an integral part of a globalized world. The
breaking of the wall in Achalayatan not only symbolizes the end of
insularity but also heralds the dawn of a transnational culture. This idea
is reinforced by Tagore’s portrayal of the Guru, a figure whose influence
paves the way for the ashram to engage with broader, global currents
of thought and progress.

In essence, Achalayatan encapsulates Tagore’s hope for an India that
is socially inclusive, intellectually progressive, rooted in its cultural heritage
and also open to the liberating forces of global exchange. Through the
allegory of the wall and the transformative journey of its characters, the
play advocates for a future where light, knowledge, and freedom transcend
the confines of tradition, illuminating the path towards a more equitable
and enlightened society.
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(Endnotes)

1. The original Bengali song is known as “Alo Amar Alo Ogo.” This

particular translation was done by Tagore himself.

Gitanjali was originally published in Bengali in 1910. Achalayatan
is written in 1911. Therefore, chronologically, Gitanjali comes
first.

. The original Bengali song is known as “Tumi Daak Diyechho Kon

Shokale.” This is one of the available translations done by Ratna
De.
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Tagore Gandhi Centre, Rabindra Bharati University, Kolkata and Former
Professor and Head, Department of English at Rabindra Bharati University.
Internationally acclaimed Blake and Shakespeare expert. Author of two
books and numerous papers.

Bryan Reynolds, (USA) Ph.D UCI, is Chancellor’s Professor,
Department of Drama Claire Trevor School of the Arts, University of
California, Irvine, C A 92697-2775.

Sheila T. Cavanagh, (USA) Ph.D, Chair Professor, Masse-Martin/
NEH Distinguished Teaching Professor, Emory University, Atlanta,
Georgia, USA.

Papia Mitra Ph.D is Associate Professor, English Department, at
Surendranath College for Women, Kolkata, India. She has done her
research on Comparative Religion in New Zealand and is a specialist on
myths and Sanskrit Literature.
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The TI Manifesto

THEATRE INTERNATIONAL, EAST-WEST Perspectives on Theatre:
the title tells you where we are at. This is an international journal-cum-
Drama book. In the constitution of its Editorial Board, in its wide-angle
global readership, in its range and scope of subject matter and focus,
in its selection of experts and specialist writers this publication caters
to the frontierless international communitiy of the Performing Arts and
Artists.

This publication hopes to enrich the Indian theatre culture in concrete
ways—for the present dramatic culture lacks a creative correlation
between theory and praxis. Our connections and involvement in University
Performing Arts, Drama and Literature Departments makes Theatre
International favorably situated to bridge the grey areas between
pedagogy and performance. On the other hand, theatre is ultimately
performance. Hence papers and articles on the productional aspects will
find valuable place in all issues of 77.

Moreover, the realization that the theatre cuts across both culture
and history is evident in the works of our avant-garde theatre thinkers.
The University Drama Departments have every access to and special
avenues of communication with theatre movements throughout India
and abroad. 77 is committed to the task of making the necessary
intercultural linkages and disseminating the available material to theatre
enthusiasts and professionals here. Likewise, 77 can help make the
intelligentsia abroad aware of the Indian, Asian and African theatre scene.
Hence 77 can serve as a medium and forum for international cultural
exchange.

Both our masthead and our readership include and span high-1Q
decision makers in the performing arts spread across the five continents—
University Faculty, members of Akademis and theater ensembles,

Vol.-XIX, ISSN No. 2278-2036 (Peer-Reviewed, UGC-CARE listed Journal) 129



Theatre International

performing artists and intellectuals, the cultural avantgarde of Europe,
America and Asia. The contents of 77 will thus range from Kathakali to
Kabuki, from the Yakshagana to the Guerilla theatre, from the Peking
Opera to the performative processes of the Afiican folk traditions, from
Tagore to T. S. Eliot, Shakespeare to Stanislavsky, Kafka to Karnad,
reflecting and embodying the creative thrust of the global theatre scene.

7T has published and will publish Special Issues in future on Brecht,
Tagore, Folk theatre, Political theatre, Theatre and Film, Translation,
Adaptation and, of course, on Shakespeare among other subject areas.

The Shakespeare Society of Eastern India, under whose aegis 77 is
being published, has helped spearhead the new resurgence of both
academic and popular interest in Shakespeare that emerged from the
mid-seventies throughout Bengal and India.

Editorial Note

[While all attempts have been made to acknowledge the copyright
holders of the source materials used by the Editors and the authors, for
any inadvertent infiingement of copyright laws the authors of the papers
published are solely responsible, not the Editors or the Shakespeare
Society of Eastern India or the Avanigarde Press]
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