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CHAPTER-IV

B.S. MARDHEKAR AND THE STREAM OF
CONSCIOUSNESS TECHNIQUE

4.1 INTRODUCTION :

The main purpose of this chapter is briefly to review the
development of B.S. Mardhekar as an outstanding contributor to
Mérathi literature, in terms of his works in the field of poetry, short-
plays, novels and aesthetics as well as literary criticism. He is one
of the most acclaimed but at the same time one of the most
controversial writers in the post-World-War-Il period in Marathi. Though
he has written poetry of a pioneering nature, expanded the scope of
Marathi literature by composing short-plays on the lines of continental
opera for radio and experimented in writing novels in a new style based
on the J:heory of stream of consciousness, it was his contribqgi.ons in
the fields | ofﬁ aesthetics and literary criticism which has established

his high reputation in modern Marathi literature.

In this chapter we first give a brief biographical note on

Shri Bal Sitaram Mardhekar followed by a note on his literary output
in his comparatively limited span of life. Next, an attempt will be
made to critically examine his poetry, his short plays and his novels

in order to identify the use of the stream of consciousness technique.
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4.2 A BIOGRAPHICAL NOTEI:

Bal Sitaram Mardhekar, the founder of a new style of poetry;
the pioneer in the field of opera type short plays, an original thinker
in the field of aesthetics and literary criticism and an experimenter
in the field of stream of consciousness novels; was born on
Ist December, 1909 at Faijapur in Khandesh region (a part of present
Vidarbhg of Maharashtra State).i His féther was a primary teacher.
The roots of his family are traced back to Shri Amriteshwar Gosavi,
an eighteenth century disciple of Samarth Ramdas qunewadi near Satara
on the Poona-Bangalore National Highway. Just‘ ﬁear this village the
ancestral place of Mardhekar family, Mardhe is located. Amriteshwar
Gosavi was a highly respected religious person who had written religious

and philosophical books like Atmabodh, Tatvabattishi, Ganeshgita,

Upasanaprakaran and Tatva-prakaran. In Mardhe, Amriteshwar Gosavi

founded a religious centre of the Ramdasi traditionn. One of the
disciples of Amriteshwar Gosavi got into a wed-lock and subsequently
the family became known by the surname Gosavi. However, one of
the uncles of Shri Mardhekar, working as a high placed government
officer (Collector). thought it necessary to change the surname Gosavi
to Mardhekar as the former was not suitable to the government office
that he held. Other members of the Gosavi family also started using

the same surname. The family belongs to the Deshashtha Brahmin |

T

community.
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Sitaram Pant, Shri Mardhekar's father started his career
as a primary teacher and he retired as a deputy officer and died in
1945 at Pune. Shri Mardhekar was never formally christened by a
particular name and as such the members Of his family used to call
him by the name Bal (a child) which struck for life. In fact in some

of his poems he calls himself Anamik (Anonymous).

YT eTga M1 ATET qTR-ETe
I MY AT Q9T 1 SATTEET 14

Both his parents were religiousﬂ ‘minded; the worship of
Purushottam Ram was the family tradition. Sitarampant was keenly
interested in literature and philosophy and had a sharp gnalyhticélwmind.
Shri B.S. Mardhekar must have been influenced by these qualities of
his father for whom he had revevential respect. Shri B.S.Mardhekar
made it almost a rule to visit Mardhe and stay there fo; a month

every year,
Education -

Shri Mardhekar's primary education was completed under
the supervision of Shri Phadake, a teacher friend of his father at
Faijapaur-Savade. @ The excellent facility in English language shown
by Shri Mardhekar later on owes greatly to Shri Phadake's rigorous
efforts in this primary stage.For his secondary education Shri Mardhekar

fnoved to Garud high school, Dhule, where he stayed in a hostel in
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the company of Shri Bande, Shri Rahalkar, Shri Nandedkar and Shri
V.G. Joshir a circle of friends with poetic inclinations. In 1924
Shri Mardhekar got his matriculation certificate. In his secondary

education he always stood first and was averse to games and sports,

Ry

: i"'.{;?“’a bookworm and an introvert. Subsequently he moved to Ferguson
College, Poona from where he got his B.A. Degree from Bombay
University in the year 1928. In College days he used to contribute to -
college magazine{s and in the junior year of his B.A., he worked as
the Secretary of the Debating Union of the Ferguson College. However,
due to some accidents and sickness he could not maintain his first
class in the degree examination. He had to give up his ;\'LA. education
because of certain practical difficulties. The failure to achieve formal
academic excellence created a feeling of dissatisfaction in his sensitive

mind and made him to find out new avenues of success. This led him

to the shores of Engle;nd in search of LC.S. qualification. For a primary
teacher's son going to England was not easy. Finance was the main
obstacle. However, he managed to get a loan from Shri Pratap Seth,
a mill owner of Amalner and in 1929 at the age of twenty
Shri Mardhekar left for England in search for the fulfilment of the
L.C.S. qualification - his dream. He wanted to get enrolment in King's
College, Cambridge University but again by ‘quirk of fate he was enrolled
in King's College, London where he had to study a complex and
! x_mpleasant subject of linguistics rather than the subject of modern
literature in which he was keenly interested. Maybe this was the reason
why he could not get into the select list of the LC.S. candidates;
though he got through the examination. His two more attempts also '

failed and in 1933 he came back to India with a shattered dream, a
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a frustrated mind and a pressing burden of indebtedness.

However, his four years’_” stay in England was not totally
wasted. With his ears alert and eyes open Shri Mardhekar experienced
the after effects of the first world war on the European culture, the
strains and tensions of the science and technological culture, the
complex problems of industrialization and at the same time the
wreckages of the great depression. During these years he read a good
deal of European literature and visited various art galleries in France

and Italy as a part of his studies of asthetics.

4.3 OCCUPATIONAL UPS AND DOWNS :

The occupational career of Shri Mardhekar is a story of
disappointments, desperation and discontinuity. Initially, he tried to
get a lecturer's post in a College in Poona but without success. Because
of deficiencies in educational eligibility, his desire to appear for the
examination of Indian Audit and Accountancy Service also came to
nothing. Thanks to a letter of recommendation of Prof. Sutherland,
his English teacher, he was appointed as an asstt. editor in Times
of India. However, because of the unexpected excessive burden of
this job Shri Mardhekar resigned this job within an year and half.
This again deepened his sense of frustration. From 1935 onwards he
worked as tutor and even as asstt. lecturer in various government
colleges at Bombay, Dharwad and Ahmedabad but he could not suceed
as a teacher and started thinking of some new occupation. Ultimately
in the year 1938, on the recommendation of one Mr. Hamil,

Shri Mardhekar was employed in Radio by the Chief Controller of
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Radio - Mr. Lionel Fielden. Fortunately Mardhekar stuck to his job
and rose to the position of asstt. director, unfortunately, however,
he had to suffer from mental torture because of frequent traonsfers

from Bombay to Patna to Calcutta to Trichanapalli and to Delhi.

As an officer in All India Radio, Shri Mardhekar was known
as a very disciplined and strict person, always out-spoken about lapses
by his collegues and subordinates. He was impartial and honest to
his own conviction and never compromised at the cost of his integrity.
Mardhekar initiated a number of new programmes in All India Radio
e.g. programmes for children, reading of poetry on radio by the poets
themselves, broadcasting of short plays and reading of novels which

were widely welcomed by the listeners.

4.4 FAMILY LIFE :

The story of his family life is again full of 'issicitudes and
frustrations. There are references to two unfulfilled or unilateral

feelings of affection which can be attributed mainly to the introvert

_ and ambiguous nature of Shri Mardhekar. Most of the pangs of his

heart have been expressed in his first collection of poems 'Shishiregam'.
>
In 1940 Shri Mardhekar married Homay Nalla Seth, a 'parsi student

in
of his/Elphiston College. Parents on both sides were opposed to this
marriage and as a result the marriage rites had to be gone through
in secrecy. Mrs. Homay had worked earlier in a Bombay College as

a lecturer and later on in a Delhi College. She had an ambition of

getting a B.A. degree from some British University and this must have
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caused friction in their marital relatqns resulting into emotional
isolation for Mardhekar. Mrs. ﬁémay eventually went to England in
1950 creating a feeling of void and bitterness in Mr. Mardhekar's mind.
This coincided with his meeting Anjana Sayal, a Punjabi girl working
in Patna Radio Centre. In fact, the relationship between Mardhekar
and Anjana Sayal was known to Mrs, Homay before she left for England
‘,,~-iwhich induced her to demand a divorce which Mardhekar fejected
initially., After she went to England Mardhekar himself demanded a
divorce, which was granted in 1950. Subsequently, Mardhekar marriec
Anjana Sayal end in 1953 he had his first child whom he named as
Raghav., The birth of his only son was perhaps the one moment of
pure satisfaction and fulfilment that Mardhekar ever experienced ir.
life. Despite this new source of joy, excepting last two;ithree years
Mr. Mardhekar and Anjana Sayal could not live together because of

frequent transfers which ultimately led to Anjana Sayal's resignation.

In the meanwhile Mardhekar faced the death of his mother
in 1941 and the death of his father in 1945, The consequent feeling
of loneliness and insecurity ‘increased with the divorce in the year
1950. The crippling effects of the disintegrated family life were
aggravated by the legal action taken by the government of Bombavw

against Mardhekar on the basis of alleged obscenity in some of the

poems in his Kahi Kavita.
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All this gradually started telling on his \ggath After 1951
his writing almost stopped. He became more angwrrnore withdrawn
and started thinking of going back to his own place Mardhe where
he would buy a pair of bullocks, and cultivate his ancestral iand, iive
in his ancestral house near the temple of Rama in peace, giving him
leisure for writing. It was an irony of fate that on March 20, 1956
he died of 'hypertension and janudice in Delhi at the premature age

of forty six, leaving his last dream also unfulfilled.

4.5 MAJOR WORKS :

B.S. Mardhekar was a  versatile creative artist. His
creativity took into compass the major literary forms poetry, novel,
and drama as well as short stories and short plays. If it was his
creative imagination which inspired him to embrace these creative
forms, it was his sharp intellect which directed him to the field of
theory of aesthetics and literary criticism. We give below a complete

list of his writings -

1) Poetry -

Shishiragam (1939)
Kahi Kavita (1947)
Anakhi Kahi Kavita (1951)

1) Novel -

Ratricha Divas (1942)
Tambadi ©~ Mati (1943)
Pani (1948)
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3) Aesthetics ~

Arts and Man (1937)
Basic English - A Dissertation (1938)
Wangamayin Mahatmata (1941)
Two Lectures on an Aesthetic of Literature (1944)
Soundarya Ani Sahitya (1955)

4) Opera -

Karna : Maharashtra Sahitya Patrika, Jan. 1944
Sangam : Dhanurdhari, Nov. 1945

Aukshan : Maharashtra Sahitya Patrika, 1946
Badakanche Gupit : Sahitya, April, 1947

5) Play -

Natashreshta (1944)
6) Short Story -

Natashreshta Appasaheb Rele : Dhanuardhari, Diwali
Ank (1944)

In the framework of this study the main purpose is the
assessment of Mardhekar's works, in order to ascertain and pin- point,
to the extent possible, the undercurrent of stream of consciousness
technique of writing, This naturally enables us to exclude the writings
of Mardhekar belonging to the fields of aesthetics and literary criticism.
Our focus is on Mardhekar's poetry, Mardhekar's novels and his short

plays and opera.
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4.5.1 Poetry -

Mardhekar's main contributions in the field of poetry are
Shishirgam (1939), Kahi Kavita (1947) and Anakhi Kahi Kavita (1951).
Before we go to the actual examination, of his poems in search of
stream of consciousness technique of expression it is necessary to say
a few words about literary influences on Mardhekar. In this respect
Balkavi and Madhav Julian stand out distinctly. It is generally accepted
that in his Shishiragam there are some reflections of the influence
of Balkavi in the style in which Mardhekar expressess himself. In fact
in one of his essays explaining the forces which compelled him to write

he quoated the following lines of Balkavi :

~ gy Y Todre FIGr ©ATHT AT,

@ T g AT ste W @
et 573, Toefas gt @l sio,
Taoa AT geTge 9Ty 8 ¥ B0
quiaTwRA 39 gTae @I I,
W§WW§TW§T€T€FW€T.‘3

(In these lines the poet highlights the incomparable value
kindness and emphathetic tears as against the futility of
the material riches, philosophical sermon and verses of

praise. For him the kind heart is the ultimate heaven

in this universe,)
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This can be further substantiated on the basis of following

verse.

S g FATY ATATIOTT 2
W gTATIT ? 9T §TIO7T
W, JTeters gTorr 2
Teofen Terdrr sfaeamo 2

FUTTY 3TH$ §l@4T qToT T
=8 roTar, 79 TP
&, STg arar woir

qTE ST & @eTarery. ¥

(The poet raises questions as to the source of the sounds
that he hears. Once again he expresses his disillustionment with tears,

R,

complaints and smiles and states the anguish of deceptive feelings.)

Mardhekar had a profound respect for Balkavi and it is almost

a kind of parallel frustrated individual life that is reflected in some
of the poems of Shishiragam. In one case he felt highly elated after
completing his poem number twenty (Shubhra Timir Mohan Vasana)
of Kahi Kavita because of the realization that the poem was almost

similar to the typical Balkavi style in presem:ation.5

Madhav Julian, one of the leading poets of the time also

had influence on the style of writing of Mardhekar. In Shishiragam
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most of his love poems show the influence of Madhav Julian and cther
poets of Ravikiran Mandal - Yeshwant and Girish, more particularly
the five sonnets in Shishiragam are almost fully reflective of the

influence of Madhav Julian both in respeci of attitude and styie,

It is also claimed that Mardhekar's style of writing poetry
is in a way, a confluence of the western and native tradition, though
the native flow is not as strong. So far as the native tradition is
concerned we see that there are influences of Dnyaneshwar, Tukaram
and Ramadasi way of expression particulanly in Kahi Kavita. In fact
it is claimed that Mardhekar is the first Marathi poet who could write
in the style of Modern English poets and Marathi Sant Kavi
simult:laneously.7 For example, poem number twelve in Kahi Kevita
shows the influence of the style of Dnyaneshwar. Similarly, poem
number three in Kahi Kavita reflects the influence of Tukaram and

-

poem number two and seven in Kahi Kavita that of Ramdas. | .:

e

The poetry of Mardhekar is a vernacular echo of thé ;new
English poetry, mainly that of Pound, Yeats, Eliot, Auden and more
particularly Hopkins. Shri Karandikar in fact states that Mardhekar

is a poet writing in Marathi in the tradition of western new poets.

4.5.2 The Stream of Consciousness
in Mardhekar's Poetry -

So far as Mardhekar's poetry is concerned our attempt to

identify the stream of consciousness flowing through it will be related

mainly .to the aspect of consciousness, subconsciousness or unconsciousness
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that we experience while reading his poetry, the images and symbolism
used by him, the points of view expressed by him, the monologues
delivered and the resulting abruptness of the themes, the discontinuity
and incoherence of expression and similar workings of the unconscious

reflected in terms of sex.

It is non-controversial if we say that all poetry of subjective
nature essentially springs from the stream of consciousness of the
writer. The musings of the poet, his introspection, his remembrances
and his visualizations as well as his spiritualization are different
expressions of his stream of consciousness. It is indeed true that at
the highest level of creativity when a poet endeavours to experience
his own stream of consciousness, poetry becomes the allegory of the
poet's own soul.9 According to Prof. Karandikar10 meditation. is the
basic attribute of Mardhekar's poetry., Minimum possible use of words,
conveying the apt meaning is the other characteristic of Mardhekar's
poetry. He avoids wordiness consistently and makes use of only those
words that convey maximum meaning. The third characteristic of
Mardhekar's poetry is it's dual nature, on the one hand, going back
to the pious, religious culture in which he was brought up in his early
days and on the other reacting to the dehumanising materialism of
industrialization, imperialism and ruthless technological change to which
he was exposed at the most sensitive period of his life and continued

to be exposed till his death.
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If we take into consideration Shishiragam, Kahi Kavita and

Anakhi Kahi Kavita as indicative of poetic development of Mardhekar,

a distinct pattern of his use of the stream of consciousness technique
becomes apparent. In Shishsiragam he expresses an emotional journey
of marginal satisfactions and of palpable agonies of a lovers furstrations
whereas in Kahi Kavita these personal dimensions of his consciousness
become overshadowed by pervading social sensibilities culminating (in

Anakhi Kahi Kavita)ll in a philosophical quest which is the hall mark

of a great poet,

It is on this background that we consider some of the poems
of Mardhekar to point out the use of the stream of consciousness in

a perceptible or imperceptible manner.

So far as Shishiragam is concerned most of the poems show
either moments of ecstasy of fulfilment or more frequently a poignant

frustration in love. For example in poem number two of Shishiragam

Mardhekar writes,

S g AR ATIgEd faerfer e,
SIEETRT FTArT &,
TTGTaTET 116 Wi TyTe A7 wledr

TRTTIR 3-georT T ATt~

(The poet describes here the effect of a smiling glance that
he receives from his beloved., It has the effect of wine

quenching the thirst of a traveller.)
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Reader gets a feeling of the inner happiness of the poet
in these lines whereas in the following lines we become clearly aware
of the pangs of unfulfilment in the - very first peem of Shishiragam

as well as in the introductory poem to Shishiragam. See for example-

v ferfydsT W,
@& gTH @TagT
F1 oral 99 AR
9 F T (ST
AT o Fesr &
TEl e 916l
AT O AT S 2
ot grTida #1998 °

(The coming of the winter indicated by falling of the leaves
makes the poet weep and think about the birds (emotion)

and the uncertainty about their shelter.)

and

S FUTTY 3THS TadT qrol T
- ogd grUTer, H9 IT-|TUTY
g, TAT aTaT WOTT
919 - 9T ' @erEToiT.”

In poems 8, 9 and 10 as well as 12 the despair, frustration
and a sense of extreme isolation and rejection resulting from his
unsuccessful love grows so acute that he ultimately states in poem

number 12,
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Y T-PRreT-5:® S al,
- greaT 1 faearorT
o g% &7 Yeir.

(Even though the life is devoid of love, full of disappointment

and unbearable, I will never beg for these satisfactions.) -

and in poem number 13, he says,

DAY |\ &9 - grewmol’ drqeet sTeT,
wH=TH @I FIT94 FE - qrer A ger,

(Pure love is rare. Most of the time most of the people are
selfish and relations are easily forgotten. But there are

some people who find this difficult.)

In fact Yeshwant Manohar calls these poems pictures of

burning memories ( J&dr ?fi??r‘ﬁ%%{) and the painful journey of a

disillusioned lover.12 And ultimately with the extreme feelings of

dissatisfaction mixed with bitterness, the poet talks about future possi-
bility of death. He speaks of his unfulfilled life in such abstract and

unexpected way of expression which is nothing but the revelation of

heightened stream of consciousness.,

* dg ferTar, 9T
Y &7 &1 deEr
@A 72 gErs!
TeaTadTd geger.
ATEY AT 2 §T wUTAIN
oTsad HOTTAT
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TR STe Soar
fagT &7 ¥@alETer 40

it
(The poet asks the moonlight whether /has even felt its own
cold or the cold of the winter midnight. He further suggests
that he has prolonged his own death so that the moonlight

will have the warmth of his pyre. )

4.5.3 Kahi Kavita -

In Kahi Kavita, Mardhekar moves from the personal level

of wunpleasant and bitter experiences to a higher level of social
sensibility. Here he is reacting to the tensions of a capitalist system,
the compulsions of loyalty to scientific attitude, the premonitions of
impending communistic revolution by the down trodden sections of the
society, the exploitation inherent in capitalistic organisation, a sense
of anger for the established leadership and pretentious philosophy.

He is trying to express a general feeling of meaninglessness and futility
13

of human life,

In this respect we take into consideration some of the poems
from Kahi Kavita. In poem number one in Kahi Kavita he expresses
in an explosive manner the inhuman situations created by a contemporary
process of industrialization, war mongering of the imperialists, the

destruction in wars, and the ever imminent danger of death. He writes,
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* TE GRTS
oYed 13,
g 7
- JTEHETE
TYedTS U7,
forTaTs 8w,
afee TR,
@arar 9riter,
a1 aTTeY,
S9TH0 99
wEar $,
Toar 87 13T

g7 Tar

Mardhekar is expressing various aspects of the responses
of a sensitive human being to the miserable human situation arising
out of the increasing mechanisation of both production and destruction
and the extreme sense of insecurity and uncertanity of the age.

Expressions like 81'!71'"[ eﬂ‘ﬁ?ﬁ‘ R am 94 are indicative of
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instantaneous formation which could take place only at the level of the

stream of consciousness.

In many poems of Kahi Kavita various aspects of the stream
of consciousness - incoherence, remembrance philosophical thinking,
distorted expression of sex, ununderstandable order of words, cryptic
composition, new words and significance of insignificant objects from
the material ' world as also a reference to death and formation of
shockingly new images - are scattered that create a feeling of
uneasiness in the minds of the reader. In poem number 2 the

incoherence and abruptness of changing thought are clearly seen.

* $ETe aier o« sTEnSTAT 1
- HTEY ATTEOT | HITHIET 44
FET JTET ¢ ITE & FI2
Ir3TaAY 9@ 1+ FEHTHT 11
YTITET S8TOT 4 UTgTa AT T
gy &g ardy o mEarEr 4

(Thé explosive should always be kept dry. There should
be a series of commands on the lips. People should be
given the importance they deserve., One should always

think of alchohol.)

Mardhekar is all the while dissatisfied with his lack of
achievement which runs as a strong undercurrent in his stream of
consciousness. This is revealed forcefully in his poem number 5 of

Kahi Kavita. Take for example -
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* ¥or grer W v TfoT s=reT fesTY,
Wmﬁmw: OTSTT 119

s 4% 0% e w

graf gTASY qTHEGT 1 SFT STUTH 9rEnT,
ITET sEYoT-sTee! « 9y Tsar 14
& arde AT FaT 0 T WHEr §@ier

3T 9T Y oTITET 1 ITBITET 11

(The poet talks about his employment and hve]yﬁ%od and
the resulting helplessness. He remembers the love of his
mother, the protection of his father and the support of
his sister and wife. He is worried kgf the time when they

will also perish.)

Similarly, the crypticness of his expression is very much

evident in his poem number ten where he says,

‘“Ea#”TaTazvrrw: qrEYT e gar T,
'am"rm%zarrrarrrru EETIT 11

(Hard work infuriates but éuinine is no medicine for it

A

One has to bear the sweatiné imposed by the fate.)

or

S TEATIUE g om aryr-yhes-anT
qﬁﬁ;%mﬁl %ﬁ?r a *
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(1 am feeling sleepy. It is almost midnight but I am afraid

of sleeping.)

His total disillusionment with the life of an individual is
expressed most effectively in poem number 12 where he asks a

question -

* gy m ORET W@Te: 1 FITET STeTeT e,
g wdra sTET ot 1+ Arerda
gregerTes a1 Tegt 1+ atfae™ 3w o,
ggul g&irar qresr 1 Tsards &

(The poet is talking about the mortal nature of human
body. He compares it with a glass-house and raises the

question why He rents it to a transitory tenant.)

The same attitude is seen in poem number 15. In poem
number 16 he uses a totally new word é’q’ﬂ H""l and in the next poem
he describes consciousness as a valley and ego as a mountain which

are new ways of image formation.

* groer &T ¥ s 0 TEETd SETUTS,
gL SEET UsTS m‘

In many poems Mardhekar makes references to human anotomy
which had sexual implications and if not so disguisting with a blandness

of description. Take for example sSggra ﬁ."-iﬂ'(hips) (Poem No.19),

and
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¥ gwa greET I 34,
97 e YeTareT. S

{Poem No.52)

(Exposing tight breasts shamelessly.)

i

or

fmfmaqﬁfﬁﬁ
ﬁhmmﬁh.f

(Poem No. 56) .

(This has a reference to male and female sex organs.)

His poem number 21 of Kahi Kavita has been a matter of

great discussion, learned interpretation and its sexual implications.

Poem number 31 of Kahi Kavita Phalatdada can be cons_}:_rued
as an elaborate symbol of how the poet's stream of consciousness
records significance of insignificant things like the changes in the type
of railway engine, the railway signal, the touch of bare feet, of the
hard leather boots, of delicate softness of ladies' footwear, the spitting
of people, the appearances of partners, the different types of farewell,
the shrieks of guard's whistle, the dignity of the through train, the
lethargy of the goods-train etc. These are reflections of the poet's
mind on the routine experience of a Bombay railway platform. In his

poem number 59 of Kahi Kavita he creates new images by the typical
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combination of new words like HFaGT, dgal, T (9, G733
W
and makes a sarcastic comment on the industrial life of city dwellers

when he says,

* wgoaTy afY 38 AT
dpard afy ey 9ra.

{Madness of laughter and barking tears go together.)

Lack of syntax is a general feature of poetic expression.
However, the order of words though not in the strict grammar form
of prose is generally so arranged as to convey the meaning easily.
But when it comes to the stream of consciousness style of expression,
a total lack of syntax becomes the appopriate syntax. Such lack of
syntax comes repeatedly in many of the poems of Kahi Kavita. For

example, consider the following from his poem number 35.

* gear Toordr ds@rT

| HeATd FT® ¥Y AT,
TR o9 YT et
T THIT 't geeT.
AT W TAT AT
ST WIMTTHT oY,
Fraar{rar 99 @
¥WITH T WeTATaT.
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(Despite the frustration and disappointment of the open mind
of a foolish person, the search for the light of a hundred
stars and a mansion in the air persists, The poet further
affirms his ambition of realizing his dream of reaching
the light of hundred stars provided he is blessed with a

glimpse of the ultimate.)

In his poem number 47 of Kahi Kavita he remembers an
event of the earlier night and then comes back to present in a most

suggestive fashion.

* U T uies,
ey I 18T,
T FTSET 14D,
gfesT 3TTO TiaT.
TeAT AT FHTY
® qTeAT TTTSTET,
qredT TeoararT aidTd
® T WA,
e T el
YT THTST §T 9TST,
JTIT 3T SO §Ter
YT QT GTSFTRT.

(The poet remembers the romance of the previous night.
He remembers the golden hair and the soft breasts of his

beloved but then at the moment of his remembrance he
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is awake and his desires die out gradually, though he finds
it difficult to free himself from the memory of the earlier

night.)

The continuity of life as well as the stream of consciousness
and time are most beautifully expressed, almost in Woolfian style, (a

luminous halo) in his poem number 54 of Kahi Kavita,

ﬁmmm
Eﬁ"raar%f Wi g,
ﬁﬁrﬁﬁra“rwzﬁ%
aﬁ-{aw%erfﬁaﬁﬁa
sﬁ—arr%~zr?éesd1‘q=f
JIS gTed TTUgT9 4.
&T Emd=T arirar 3,
RIS GGG CIE
e T Tey aretedr
ETET Sg 9T YT STOT,
yerTaoT & sefas aryr,
mrefas o vy FoT,

(The poet is talking about the length of life and the needs
of life. Life is a continuum of was, is and will be through
which the electricity of being flows. He feels that the
switch of the wires of muscles is under His control. He

yearns for a stable moment of circular halo making his

life fulfilled and satisfactory.)
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In this poem one distinctly hears the echoes of Bergsonian
time concept, the transitory nature of life, the forces of the libido

and the artist's urge for a moment of luminous halo.

4.5.4 Anakhi Kahi Kavita -

According to G.V. Karandikar the poems in Ankhi Xahi
Kavita of Mardhekar are basically philosophical, meditative, in search
of the ultimate meaning of existence and its relation with the ultimate
principle of the universe, the God. The poetry in this third and final
stage of Mardhekar's literary sublimation is representative of the
twentieth century man, desparate with inconsistencies in material life
compelled to go in search for the ultimate spiritual resort.14
Mardhekar's journey to the realm of spiritual poetry is the climax of
a protracted drama of vitality, of ambition, consistently defeated by
the cruelties of existence, that was his life. It is on this background
that we explore some of the poems of Mardhekar from his Anakhi
Kahi_ Kavita for identifying the streams of consciousness aspects. In
most of these poems Mardhekar is trying to establish a rapport with
the almighty God by a process of total unification with the ultimate

principle. When we read poem number one from Anakhi Kahi Kavita

we clearly feel that Mardhekar is looking into his own soul - the stream

of consciousness and prays to Him for a number of emancipations.

See for example -
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* Y Frfe= ATt
T aTd ¥ gy,
3 ¥ grorrd areaT

ot STET 8
? il fadsT WY, o
S we ATeAT
ord 3 grsTT-erinT.
I3 3 srdfog N oy N &,
3 & wfig i,
qreveT 3§ T
IITE-FTdTSY FUiEY.

s &8 o

JTITATAT & @Y
yreggaTeT o7 TusTT,

qricgTeT A Arsy,
gTToT JUTTRT AT

(The poet is praying to Kéod. In his prayer he seeks,
humbleness and purity of mind. He wants his speech full
of sweet tunes in praise of God. He seeks freedom from
the taste buds of his tongue. He wants to forget all his
malice and hatred. He requests for his langﬁage the pure

strength. He prays to God for a total surrender of his
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own self and a feeling of fraternity for all.Ultimately he
says that He is the only master of all meaning and he

o,
P

is only the poor carrier of words.) "

In the poem immediately next to this we enter into a
labyrinth of philosophical images involving abrupt changes from spiritual
to material. It also reflects the continuity of time and the possibi-

lities of the future with a suggestion of inbuilt universal instability.

See for example -

Y 59 ey TaaaaT T
O YTETIITANS S yras
TTaTTaE B8 &T
SFoATET (qoT I9T) glaem
B YaTaT WAl arir
AT 9,
TTEBRTTIoT BT T,
Tfeata o T Tpea

We get the same feeling of the continuity of time in the sequence

of life death and life in poem 5 of Ankhi Kahi Kavita where Mardhekar

writes about -

 BfoT Ay, F1T Iy,
T fr e werta T,
‘Fﬂ?ﬁc‘fiﬁfvfaﬂatdmr
gard &7 =Ty ue.

s & 8 s 0t e

»
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U7 YT AT T T
FTHTS PG TG

FETTEArT FITOay
TrreEartRlT o ara.”

(The poet is commenting upon the inequities of fate. Some
people live a rich life at the cost of a large number of
half - starved people. The poet thinks about the future
revolution in which the defence of the lasting will be

shattered by the sword of the mortal and transitory.)

The same stream of thought about life is most exquisitely related in

poem number 8. See for example -

* gira wEr Teedrer FIOT
qaiaam’ qisy, WIET,
arfor sET Teraar T
gaTgdTdreG FTET FEAT.

(The poet expresses his view that life is continuous despite

the death,)

The fear of death that is a constant universal theme of human life
which paradoxically underlines the continuity of stream of consciousness
is excpressed by Mardhekar in a language which makes us shiver with
a sense of apprehension. Consider for example the following from

his poem number 14 of Anakhi Kahi Kavita,
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Y FUTITST 9TF S4g,
FTBTATHT BTH oo oqd,
FreaT faaoTrdTe 9T T
uafae Y¥TT U5 gferfoud,
GITUTHAT ST
Yoo IoET I T,
fer for & d5 arzaT
gatadT goT §4ra, dffes;

(The fear of darkness is infinite. There is always a
possibility of an unexpected call from this darkness. It
will be in the form of a whistle from the ramparts of

horror. Everybody has to be prepared for it with a prayer.)

In another poem in describing human life he uses the symbol of ants
and presents a number of parallel situations in the life of a community
of ants and the civilization of human beings. The continuity of time

is again expressed in the following words :

A S

GTHT=TOT GATaA
T &8 FToTS,

YsoraTeaT fesaTay
3T ATIAST WTOTA.

(Poem 24)
(Time is immemorial and infinite. It has relation with the
life of a common man. The years are the tolls of a bell

counting the passage of time.)
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or as

Y W g,

S ATSTT, WO,
=T FOAT, T ot
are PRfad, = asy.

(Poem 29)
(Life is a continuous repetition of the same old language
but with new promises, the same old ideas but with new

offerings and the same old screws but with new grooves.)

The incoherence of thought is again very much evident when

we read lines like -

* 9o qusY WY ATt

| Fete TaET TET,
mm"ﬂmﬁﬁvﬁ
@l giat s sfexT.

(Poem 32)
(The poet is talking about the strained and hateful relations
between men and the futile ego. He makes a reference
to the disgusting selfishness of people who will not mind

a massacre to achieve their own ends.)

As in Kahi Kavita we once again come to stream of

consciousness reverberations when we read one of his stray poems

Lo h
< i

! 5T e
bt ms i e o ewseradidd HE ]
T R RN TR ERRLTIPR I
&«éds-:a)é ‘;w"‘»‘y.vl»l#lo-.vl,t‘d‘lﬁy‘

HOLHAFE
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(3‘1@??" €8 ) in which he is exploring the origins of universe itself

with a full sense of realization of its futile nature. \

‘%ﬁﬁwamﬁmr@m
Wmﬁﬁmm
eméatm%m
WWW
T ?

qeTd T &T
FTT 7

FOTTAT ¥TH4Td o 2

SHATSAT §T°1 gTrar
gTaTETS! 89 &N,

(The poet imagines that human life is like a blue flower
blossoming out from a halo blue tube which is a stream
of consciousness of myriad experiences... All human efforts

to search for Him in this halo ultimately end in the death.)

4,5.5 Natshreshta -

Natshreshta is the title of a radio play which Mardhekar

derived from a short story Natshreshta Appasaheb Rele which he wrote

for Dhanurdhari in 1944, Originally in the form of a short story it

is another but an impressive attempt by Mardhekar to grapple with

. . - 5 .
stream of consciousness technique of wrltmg.l In this story Mardhekar

narrated the stream of consciousness of Appasaheb Rele a renowned
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stage actor, who is counting his days on the death bed.16 The span
of stream of consciousness narrated here may be somewhere between
fifteen minutes to thirty minutes (at the most) one morning when a
hospital nurse is making a routine round of check up and comes to
his bed. The whole story is punctuated by routine actions and questions
of the nurse, the gaps between which are parts of the stream of
consciousness of Appasaheb Rele whose mind is meandering in the

labyrinths of the memories of his past.

It is, however,to be noted that as a radio play Mardhekar

could not do justice to the effective use of stream of consciousness

technque and as such we make reference to the text of short story

itself,

Appasaheb Rele asks the nurse whether he could have some

tea. The nurse says no. This is the present. From thereon the mind
of Appasaheb goes into the past and remembers the excellent perfor-
mance of the play, his talk with his servant, his talk with Renukadevi,

the ovation given by the audience etc.

Once again we are brought back to the present by the

question asked by the nurse regarding the blanket after which there
is a . ntinuous movement backward and forward in time in the stream
of consciousness of Appasaheb., In this story there are some thoughts

in the mind of Appasaheb which get expressed in a very incoherent

style. For example -



115

T Fl9a I STIAT ATeI T B gad aw
qoT ATET aTed.

(I don't think that the young morning sunlight can produce

colours from a glass pot.)

or

Y gomaraY T qart safranaTt wred 3
FTHSAT SATFRT oIy 3 goad.”

(Incoherence in which there is jumbling of some Sanskrit
scripture with the present state of the author's stream
of consciousness responding to the rainbow effect created

by the morning sun through the glass pot.)

* 3 wdriey ReewtEr foeraer.

(This thermometre should be used for writing a play for

the theatre,)

or

* 3T grd #erTes. Ut deavradY ¥ atan,

(What a logic ! they say that the needle of the injection

pricks.)

To conclude in this short story Mardhekar uses the techniques of

incoherence, interior monologue and movement in time in the narration
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of the stream of consciousness of Appasaheb Rele the Natshreshta.

It is, however, necessary to state here that Mardhekar had a definite
point of view to emphasise which is expressed through the stream of

consciousness of Appasaheb Rele in the following words :

fmwmmmaﬁﬁrmﬂmﬁr@w
Jaaar AW, YUT dr9 AT IreTIOT 9rler TEOTY JWoTT =TdTd
Wma‘

"Only so long as you do not feel that the emotions are real

you enact them effectively on the stage; but the moment the emotions

become real you have to weild the pen rather than paint the face."

4,5.6 Novels -

In Marathi literature one can come across a fairly good
number of psychological novels in which psychological analysis of the
character's behaviour has been attempted by some leading novelists like
N.S. Phadake in his novel Uddhar (1927), Some other novels in this
tradition according L.G.Jog are P.B.Bhave's Varshav, P.Y. Deshpande's
Nave Jag, Biwalkar's Shubha and more recently Bokil's Fol Asha,

Khandekar's Jalalela Mohar and Pendse's Kalandar. It is, however,

important to note that most of these later novels deal with the

characters' physical disabilities affecting their mental behaviour.”

According to L.G. Jog the first novel in which the stream

of consciousness technique was adopted was written by Vishram Bedekar,

Ranangan published in 1939.18 However, it has been maintained that
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the novel Ranangan despite its dimensions of stream of consciousness,
achieved fame for other reasons and was appreciated in the traditional

critical frame-work developed by N.S. F’hadake.19

However, there seems to be a unanimity among the students

of Marathi literature that Mardhekar is the pioneer in this field.

Mardhekar wrote only three novels - Ratricha Divas (1942), Tambadi

Mati (1943) and Pani (1948).

Ratricha Divas, in a formal sense is a complete experiment

in the stream of consciousness style of writing. As we are going to

make an attempt at parallel, in depth study of Ratricha Divas alongwith

To the Lighthouse of Virginia Woolf in the final chapter, we, therefore,

briefly present here the story, the characters and the plot of

Mardhekar's two later novels Tambadi Mati and Pani,

Tambadi Mati -

Tambadi Mati was published in 1943. In this novel Mardhekar

in the material world rather than go in for the stream of consciousness

style of writing.20 In his preface to the novel he makes it clear

that -

S ar RETITTH wEreT FITHTS RETEeTT y§d
FogTEY a7 WTaTeT PIETAT AT @& 9TH0 4 THIaar
GTAUATEY qTglT SeETHTSTT ATEr,  Ardra Taryda srdayr-
ST g{aTT sde 1 gwvas ard. T ¥ &4 36 amd T
Frared.  Terara, qredra foer FART ATEY, B AT
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T qTSEATeaY AraATH! FreT Ty g gheedurd ooy
=T AT FSITAT AT ¥TSAT=AT 979 4Ts =Ty
R gur THOTS eaaf’vl.f

(It is not my intention in this writing to propound a revolu-
tionary philosophy nor my ambition to take the society
one step ahead on the path of progress. The tradition:
of ‘fhough;ful novelists in Marathi is bright and continuous.
They ‘Have done that work and they are doing it now also.
Besides, I do not have that capacity. What | have done
is simply to weave a story with the threads of words on
the loom of imagination of some contradictory events and

incidents which I came across on the by-lanes of my life.)

Tambadi Mati is a tragic story of Shiva, the son of Kondiba

of the village Palaskhed. He defeats a renbwned wrestler Gnyanu in
a wrestling match, making all his villagers proud of him. The story
has a distinct background of the second world war and its destruction.
In this whirlwind of the war, Shiva is involved after a due process
of military training leaving behind his newly-wed wife and the aged
parents. Most ironically he is pushed to the war field through the
propaganda of a deceptive socialist leader Bhai-Kumar who has seduced
Sulabha Likhite, a daughter of mixed blood, whom he deserts. On the
war field the rustic innocence of Shiva is shattered because of the
Cdéthsv,‘:i», the injuries and the blood that makes the soil red. In the

e et

meanwhile, the government has taken over Kondiba's land for war

purposes and Kondiba is expecting the return of land to him after the
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return of his son from the battlefield. Bajaba, Sarja's father starts
cultivating Kondiba's plantatien and Kondiba moves to the district town

and gets employed in a factory. In the final stages Saraja is kidnapped

and raped on her way to Kondiba when as Mardhekar writes -

* Fyearsar ST T SBTAT THReTHTd=AT @ord @
TETaT{ 9Ted YT 81 Hed 9TC geTd e,

Y FEHCATHT T FISTATHT Wil &l Peees
eTfegeosaT Tdar Tosdr=aT b3 gererTa ey aryyET 504
FUTITRAAT gl & WOT STuedT o= war RErs
gta  grar.

(In a small room of clay bricks in the district town
the old couple was impatiently, worriedly waiting for their

daughter in law.)

(In Calcutta in a stone-built military hospital, under

the dim light of an electric lamp, a young man lying on
his bed was trying to sleep but was full of sorrow because

of the memories of his wife and his separation.)

Tambadi  Mati is a poignant story of the war imposed

disintegration of a simple village household, the devastation of Shiva's
life, of Saraja's life and of Sulabha Likhite's life. For the sons of
the black soil Mardhekar gives red soil as a symbol of conflict with

the belief that it is only people like Shiva who preserve human

relations even in their own destruction.21
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Pani -

Pani Mardhekar's third and the last novel was published

in 1948, As in the case of Tambadi Mati the background of destabi-

lizing World Wars looms large in this novel also. The story begins with
the balad singing by Govinda Shahir of the Bhagatpur village which
has a tradition of martial achievements. Tukaram fights in the first
world war and comes back with one arm lost when his son Vithu is
being shaped in the same mould of a soldier's life by destiny. In the
meanwhile, major socio-economic changes take place and one of these
changes seriously affecting Bhagatpur is the construction of a hydro-
elecricity generation centre Liﬁ]t the waters of the Krishna. This
dislocates the villagers who go away after selling their lands, in

search of employment to other places and some get employed in the

construction of the dam itself.

Vithu, Tukaram's son first moves to Bombay and gets
recruited in the army. The scene then shifts to the Burma front where
escaping from the Japanese prisoner's camp he rescues a Burmese girl
from a possible rape by Japanese soldiers. While coming back to
India on the sole resource of a life-belt Vithu experiences the stream
of consciousness. This is one of the few places in this novel where
Mardhekar tries with the stream of consciousness technique to describe

the turmoil that takes place in the mind of Vithu.22

In this novel Mardhekar narrates the story in the fewest
possible words, with a select number of events and actions. The other
important characteristic of the novel is the use of water as an

all-pervading symbol of life.23
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