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and not " Maha-apadana" as adopted in the Pali Text
Society's edition, I find that in another book in the Pali
•canon the epithet of Padhdna is actually applied to
Buddha. It occurs in the title of the Padhdna Sutta of
the Sutta Nipdta, translated by Fausboll in S.B.E. X,
ii, 69 f. In this sutta, which describes the victory of
Gotama over Mara, the Bodhisat justifies for himself the
title of Padhana (Pradhdna) or " The Foremost Being", in
these words, which he addresses to Mara:—

v. 19 (p. 71). "This army of thine which the whole
world of men and gods cannot conquer I will crush
with Understanding as (one crushes) an unbaked
earthen pot with a stone."

We have thus two ancient canonical Buddhist texts
bearing the title of Padhdna, namely, the Padhdna Sutta
and the Mahd-Padhdna Sutta, in both of which Buddha,
who is the main theme, is clearly designated in the
title as Padhdna or "The Foremost Being", which
was a pre-Buddhist Sankhya epithet for the supreme
Brahmanical god. L A

MR. RABINDRANATH TAGORE ON BENGALI PROSODY

Mr. Tagore has been so good as to examine some quite
tentative suggestions of mine as to the nature of Bengali
accentuation and metre, and has made them the text for a
brief statement of his own views. His authority in such
matters, both as an enthusiastic student of Bengali verse
and as an innovator in rhythm, is unquestioned. I have
ventured, therefore, to make a translation of so much of
Mr. Tagore's letter as deals with accent and prosody. It
is no light task to translate a poet's prose, and I am
painfully conscious that my rendering does no justice to
Mr. Tagore's inimitable style. I hope, however, that
I have given fairly clear expression to his arguments,
.and indulgent readers will easily see with what delightful
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humour and vivacity he discusses what is, at first sight,
a somewhat dull and technical subject.

I have ventured to add a few comments of my own,
chiefly by way of supplying European parallels. I feel
the less impelled to apologize because Mr. Tagore generously
admits that a foreigner can sometimes draw attention to
points which escape a native from sheer familiarity. I hope,
too, that my annotations may induce Mr. Tagore to en-
large upon one or two points which are perhaps still a little
doubtful. But I leave Mr. Tagore to speak for himself.

Mr. Tagore writes as follows :—
I am delighted to find that you have been investigating

the subject of metre. Hitherto, no Bengali has written
a word about indigenous Bengali metres. I had intended
to attempt a treatise on the subject myself, but my pen
grows lazy. You have seen people laboriously pushing
along a motor-car whose machinery has gone out of gear !
Such is my case !

You say that the phrasal accent in Bengali falls at the
beginning of a clause. I have long felt that this is so.
In English every word has its own word-stress, and metre
for an English poet is the skilful arrangement of words in
such order that the stresses shall fall so as to create a
recurrent beat. In Sanskrit the metre is not a matter of
beats of stress. But the matras or audible units of verse
differ from one another in containing vowels naturally
long or short, or vowels whose sonority is affected by
following compound consonants. The play of Sanskrit
metre is determined by these mdtras, as in the verse

astyuttar syamdisi devatatma.

In a phrase such as this the current of sound comes into
collision with vocal obstructions at the points where
compound consonants or naturally long vowels occur, and
is thus broken into recurrent waves of sound.

There is obviously some convenience for the poet in
languages in which each word has its fixed pronunciation,

JBAS. 1914. 67
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1040 BENGALI PROSODY

so that its enunciation is not a matter of choice or taste,
its aspect being recognizable at sight. When a written
sentence in such a language is presented to us, we have a
definite picture of a prescribed rise and fall of voice. In
Bengali, on the other hand, one strong syllable is followed
by a whole series of atonic syllables which glide over the
ear so fast that it is difficult to grasp their intonation. Is
it not the image of one of our joint Hindu families ? The
head of the household is easily recognized, but behind him
is an undistinguishable and undistinguished crowd ! How
hard is it to note their number and quality, or indeed to
recognize them as separate individuals at all'

No doubt this is why our bards and popular reciters,
useful as they are in providing pleasure, and even
instruction for the common sort, yet feel obliged to import
from time to time fuliginous Sanskrit compound words
into their tales. Rustic folk do not understand these
borrowings, it is true, but their minds are stirred and
exalted by the swelling and stately polysyllables. So our
poets, when they are at a loss for moving sounds, make
free use of Sanskrit words, because of their majesty and
sonority. So also, in the songs heard at yatra and p&cdli
entertainments, the verses are overloaded with the
ornaments of assonance and alliteration. Such additions
may be meaningless, or even ungrammatical, but the
vulgar ear craves for such gratification so greedily that
the composer dare not be too critical. A curry of
vegetables needs stronger spices and richer condiments
than a curry of meat if it is not to be insipid. Such
additions add little to the nourishment afforded, but they
stimulate the appetite ! Why else, I suppose, does the
Ramacandra of Dasarathi Ray bewail his grief with such
pathetical wealth of assonance ?

ati aganya kaje
chichi jaghanya saje
ghor aranya majhe

kata kadilam !
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An unfailing device to awake sympathetic emotion ! In
the verses of Krsna Kamal Goswami, of whom you will
find an appreciation in the " History " of our friend Dines
Chandra Sen, there are heaps upon heaps of such amiable,
such excusable absurdities. After all, they harm no one,
these ingenuous barbarisms ! For instance,

punali yadi kono ksane | dekha dey kamale-ksane,
yatane kare raksane I janabi tata-ksane.

It cannot be denied that the superfluous e suffixed to
the words kamale-kmn and ralcsan are meaningless. But
in the floods of assonance in popular verse how many
such supererogatory e's and u's are swept downstream.
They are otiose, but, once more, what matters ?

But there is a more important thing to be carefully
borne in mind. The ancient Bengali verses of the
Ramayana, Mahabharata, Annadamarigal, Kavikaiikan,
Candi, etc., were always sung to a tune, and the music
disguised defects in the sounds and gaps in the metre.
There was the excitement of an audience, the fly-whisk
waved, the kara-tal beat out the time, the mrdanga
throbbed its accompaniment. But when we read ancient
verse in cold blood without these exciting aids to
enjoyment, then it is easy to make the discovery, not only
that words have not each its own fixed accent, but also
that each akmr may usually be counted as a separate
matra, as e.g. in the verse

Mahabharater(a) katha | amrta saman(a).

Here you find fourteen aksars and fourteen inatras.
All the sounds, in this particular case, are of the same
height, as it were. Is it not like our flat deltaic land of
Bengal ? As her broad bosom is level, so are her payar
and tripadi metres. They involve no climbing, up
or down.

This peculiarity is of help to the singer. Just as the
rivers and water-channels of Bengal spread at will hither
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1042 BENGALI PROSODY

and thither in countless creeks and effluents, so the tune
spreads itself easily over syllables that have all a similar
phonetic value. The words follow the tune obediently
with downcast faces !

Yet when such metres are read aloud apart from the
tune they are widowed, as it were, and bereaved of a
necessary support. That is why, to the present day, we
chant verse and do not recite it. More than that. Even
in the reading of prose we use a rhythm which is
practically a tune. No doubt this is a result of the
natural characteristics of the language. Nay, habit
compels us to read even English in a sort of sing-
song, a trick which no doubt sounds oddly enough in
English ears.

But I do not wish to commit myself to the statement
that each alcsara always occupies a single matra. It
cannot be that syllables containing compound consonants
have the same phonetic value as syllables containing
single consonants. For instance, take the verse

Kasi Eam(a) Das(a) kahe, | sune punyavan(a).1

Obviously the four syllables of punyavdn(a) are not of
the same metrical weight as the four syllables of Kdsi
Rdm(a). But when the words are tugged and strained
to fit them to a tune the intervening gaps are so filled up
that heavy and light words come to occupy the same
space in a verse. If your invited guests sit side by side
on chairs, the chairs being equal in width, all your friends
occupy the same space, whether they be stout or whether
they be slim. But put the same people to squat side by
side on a carpet in our Indian fashion, and then each fills
an area proportionate to his real dimensions ! In our old
payar and tri-padi metres you must think of the words
as conventional, civilized folk, trained to sit in chairs and
occupy a space easily calculable beforehand!

1 [Translator's note.—Pronounced punna-vdn.}
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" Equality," " fraternity," are excellent things when
they are made of sterling metal, but if they ring false
they are best thrown away. In our old literature the
equality and fraternity of sounds is imposed upon them
by chanting, but the spuriousness of these qualities is
revealed when the old verses are read aloud. A sense of
this defect has long been present in my mind. Long ago
I noticed how some of our old poets had striven to remedy
this defect in our prosody by the occasional use of
Sanskrit quantitative metres. There are one or two
examples in Bharat Candra Ray.

For example, here is a [totaka] verse—

Maha Rudra vese Mahadeva saje.

In the compositions of the Vaisnava hymn-writers such
metres abound. For instance,

Bhara badara maha Bhadar sunya mandir mor.

But these imitations can hardly be called Bengali at all.
When Bharat Candra used Sanskrit metres he employed
only Sanskrit words. As for the Vaisnava hymns, they
are written in a perversion of the current speech of
Mithila. So my elder brother [Mr. Dvijendranath Tagore]
has amused himself by writing burlesque quantitative
verse,things like the following [in mandakranta chanda]—

iccha samyak(a) bhraman-gainane, kintu patheya nasti,
paye sikli, man ure ure, e ki daiver sasti!

But these macaronics will not serve in Bengali, because
in our language the difference between long and short
vowels is not predominantly audible.

On the other hand, I firmly believe that there is an
audible, a metrical difference between syllables containing
simple and compound consonants respectively. So con-
vinced was I of this that, some years ago, I composed
a book of verses entitled Manasi, which contains examples
of metres in which syllables containing compound
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consonants do the work of two mdtras. This device has
now become a current usage.

Note this difference between Sanskrit and Bengali, that
in the latter language the final a of many words is mute.
Thus, we have phal, jal, math, ghat, phdd, v&dar, ddar,
etc. In current speech the word phal, in fact, occupies
only one mdtrd. In conventional verse it is taken as
occupying two (i.e. it is chanted as a dissyllable, as
phalla). Hence in the old poetry of Bengal, has-anta
words, words ending in consonants, practically do not
exist. Yet how valuable are such words in creating
a forcible impact of sound ! Divided by no vowel-barrier'
from the following word, they fall directly upon it and
increase its sonority. The literary form karitechi, "I am
doing," is blunt and without edge; it is tuneless. But
the colloquial equivalent, karcchi, has a true phonetic
vigour, from the clash of colliding consonants. Take the
phrase Ydhd haibdr, tdhd halbe, " what shall be, must
be," and note how loose and amorphous is its sound, and
how this want of phonetic vigour even affects the sense.
Say, now, in honest colloquial fashion, Yd habdr, td-i habe,
and note how the final r of habdr falls with a clang on
td-i and brings out its sonority. The nasal long-drawn
indolence of the first phrase is replaced by a succession
of sounds that themselves create a sense of desperate
inevitability ! In a word, the conventional language of
old verse in Bengali, with its absence of consonantal
endings, reminds me of nothing so much as the petted
(and fatted) darlings of babu families. I think of faces
wreathed in rolls of fat. Smooth and unctuous such verse
may be. It lacks the manly grace of force and boldness.

But the spoken speech of Bengali is a tongue full of
supple strength. It has marked features, and a striking
physiognomy of its own. If I must admit that this
vigorous speech is banished from conventional verse, you
are not to assume that, like a stricken beast, it has crept
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to its lair to die! It lives and thrives in the heart of the
people. You may hear it on the lips of street singers, in
the hymns of religious devotees, in the rhymes of the
nursery. It cannot, I admit, yet swagger into polite
society, with a caste-mark of printer's ink on its pale
forehead ! But its throat throbs with song; its bamboo
flute tootles sweetly in the village street; where the
ceaseless torrent of popular song bursts into spray, the
has-anta words rattle joyously against one another like
pebbles swept together by the stream. No such inspiriting
sounds are heard in the great still pools of conventional
poetry.

In the verses composed in my later years I have striven
to introduce the music of current speech, simply because
popular language runs freely and gladly like a sparkling
brook. Its wavelets dance and babble naturally. The
lines you quoted from my Gltafijali are written to evoke
the clash of consonants in collision. For instance,

(amar) sakal kata dhanya kare' phut'be go phut'be,
(amar) sakal vyatha rangin haye' golap haye uth'be.1

If you look at these lines carefully, you will find that
each knot (so to speak) of the metre contains a consonantal
effect, a shock of clashing consonants. The very word
dhanya, so soft in its Sanskritic pronunciation, is spoken
as dhan-na in Bengali, and might very well be written so.
Let me now rewrite these lines in conventional metre.
They would run something like this—

yata kata mama sa-phal(a) kariya | phutibe, kusum
phutibe,

sakal(a) vedana arun(a) varane | golap ha'iya, uthibe.
1 Roughly translated, the distich means, " all my thorns will assume

a new grace and blossom as flowers. All my griefs will take on a ruddy
blush and bloom as roses." It happens that, leaving out the extra-
metrical amar, the lines are typical payar verses of 8 + 5 or 6 syllables,
but written in the elliptic colloquial, which leaves out many o's and
i's, and so produces contact of consonants (see my note ad Jin.).
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Or, again, if we adopt the convention that syllables
containing compound letters are the metrical equivalent
of two mdtras, then the lines might run—

sakal kantak sarthak kariya | kusum stavak phutibe,
vedana yantrana rakta miirtti dhari | golap ha'iya

uthibe.

You can now, perhaps, see how our conventional verse
has burst the heads of the drums whose throb we hear in
compound consonants, has stuffed plugs of lead into the
stops of the flute, stops created by the impact of final
consonants on the consonants that succeed them. The
natural, the spontaneous melody of the language'has
been throttled, and an adventitious, artificial jingle
has been imposed upon it. The tears in the eyes
and the smile on the lips of our own native muse have
been hidden behind the meretricious tinsel of a veil
borrowed from Sanskrit. We have forgotten how piercing
and significant is the glance of her dark eyes! I have
done what I can to pull aside the encumbering garment.
Followers of convention may blame me : I care not a whit.
Let them, if they will, appraise the workmanship of the
veil and the price of its glistening embroidery. What
I want to see is the bright eyes behind it. In them you
will find a wealth of beauty not quoted in the market-
rates of the bazaars of pedantry.

Translator's Nate

It is difficult for a matter-of-fact student to comment on
utterances so eloquent and so ingenious, and, above all, so
happily humorous. But, if I have not misunderstood him,
Mr. Tagore admits that the audible unit in Bengali is not
the stressed word, but the phrase which carries a tonic accent.
He agrees, too, I think, that the Bengali tonic accent has
a tendency to fall on the initial syllable. Hence a normal
Bengali phrase consists of a strong syllable followed by several
rapid (more or less) atonic syllables. Is Bengali verse, and
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especially the paydr, the heroic verse of Bengal, a result of
the fact that word-stress, so far as it exists, is less predominantly
audible than the phrasal tonic accent ? Prima facie, one would
expect it to be so. Mr. Tagore, on the whole, seems to think
that this is not the case, because Bengali verse is not read
but chanted. He thinks that the musical quality of the tune
to which Bengali verse is chanted obscures and destroys the
phonetic quality which would be audible if poetry were read
aloud in Bengal.

Admittedly, the normal paydr verse consists of two hemistiches
divided by a ctesura; we should expect to find—from what we
note in the prose pronunciation of Bengal—a strong initial
tonic accent in each .hemistich. Is this quality disguised by
the sort of tune to which every shopkeeper in the bazaar
chants his Mahabharat and Ramayan ? I think Mr. Tagore,
on second thoughts, will admit that it is not so disguised.
On the contrary, the chant enhances and exaggerates the
initial accent. Take any half-dozen lines at random, say
from Kasi Das's version of the Mahabharat. I think it will
be admitted that the accents fall very much as I have noted
them below, even when chanted.

Lomas(a) balen(a) daki I Dharmmer(a) nandan
&ye'na kapoter(a) katha | karaha sravan.
Ei ye Vitasta nadl I &i'ri-rajya de'se,
Saras(a) sarasi krira | kariehe ullase,
jal(a) upajala dm I Yamunar(a) pas
muni-gan(a) ei tate I kare adhibits, etc.

I venture to think that the initial accents and the final
rhyme-accent are well marked in the jingle to which the verses
are accommodated by rustic singers. (Note that in the second
hemistiches of the 1st, 2nd, 5th, and 6th lines there are only
five syllables, the accent on the rhyme enabling the final
syllable to do the work of two syllables.) On the whole,
I do not think that Mr. Tagore questions my suggestion that
conventional Bengali paydr is conditioned by the characteristic
tonic accent of the language, a thing which makes it difficult
for foreigners accustomed to fixed word-stresses to hear and
speak colloquial Bengali. Of modern developments, and
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especially of the delightful innovations introduced by Mr. Tagore
himself, I do not venture to speak. I can only hope that they
may be studied by competent persons, and may yield their secret,
so far as it is a matter of mere scansion and metrical rule.

With regard to what Mr. Tagore says about the effect of
compound consonants on the quality of the vowels that precede
them, and about has-anta words and the effect of their final
consonants on the initial consonants of the words that follow,
it is difficult to resist a suspicion that Mr. Tagore is influenced
by the classical tradition, also in force in Europe, that compound
consonants make a preceding vowel "long". It is easy to
see that dhan-na takes longer to say than dhana, but in any
given case does dhan-na occupy a larger metrical space (say,
three matras instead of two) than dhanai The matter is
one on which an Englishman must speak with diffidence,
since has-anta words abound in English, and seem to make
little difference in the " quantity" or quality of preceding
vowels. Take such a line (at the end of " Measure for
Measure ") as—

Thanks, provost, for thy care and secrecy.
Here we have such clanging collisions of consonants as

NKSPB, STF, E«, NDS. If in English such collections of
consonants were felt to affect the metrical value of the syllables
in which they were inserted, we should find our poets deliberately
using them to vary quantitative effects.

It is interesting to find that Mr. Tagore thinks final a's are
ugly, and prefers consonantal terminations. He certainly uses
such terminations himself with beautiful results, and in his
own mouth, as he recites with a loving pause on the concussion
of sonorous consonants, the effect is very striking. But is this
a metrical, a prosodical effect ? I am not competent to say.

Finally, from a philological point of view, there remains
a small unsolved problem. We know, with some approach
to certainty, how the French final phrasal accent came into
being, namely, by the dropping off of syllables (chiefly
inflexions) following the accented syllable in Latin. In
Bengali the initial phrasal accent may be a Dravidian trick
of speech, or a survival of Tibeto-Burmese ways of talking.
Probably it is the former. What is needed is good records
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of some standard bits of prose and verse taken in different
parts of Bengal. A comparative study of the phonetics of
Bengali and Assamese might also be fruitful. As I write
I learn that the Calcutta University is prepared to open an
optional course in the vernacular of the province. Perhaps
someone who takes an Honours degree in Bengali may feel
tempted to investigate some of the phonetic problems existing
in one of the most interesting and most supple and expressive
languages in India. Better still, Mr. Tagore may perhaps
find occasion to make a further analysis of his own beautiful
metrical innovations.

Readers accustomed to the quantitative metres,
measured in matras, of other modern languages of India,
may perhaps welcome a brief explanation of those parts
of Mr. Tagore's letter which assume some knowledge of
Bengali metres.

1. The metres which Mr. Tagore's brother uses as
a sportive exercise in verbal ingenuity are matra metres.
They are borrowed from other languages, and are the
exact equivalent of such quantitative verses in French as
the well-known hexameter

Chante, deesse, le coeur furieux et l'ire d'Achilles.

{I quote a French parallel, for a reason which will
presently appear.) These quantitative metres are unfitted
to the genius of the language, and, unless my ear misleads
me, the long syllables are only made audible by placing
an artificial stress upon them. (It must be remembered
that in Bengali, as in French, the word-stress is faint, and
the dominant audible quality is a phrase accent.) Such
metres are (as a matter of curiosity)—

(1) totaka, w w — | w ^ — | w w -
(2) bhujahga prayata, w | w

(3) candi, w ^ | w - w [ w w | ^ - ^ ! —
(4) tunaka, — w | — ^ | _ w | — w | —
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(5) camara, — ^ w •

(6) campakavali, — ^

These can hardly be called Bengali metres at all.
2. To abbreviate my explanation, let me next assert

that the indigenous metres of Bengali (such metres, for
example, as Mr. Tagore himself uses) are " syllabic"
metres in exactly the sense in which the French
alexandrine is " syllabic". It is true that Bengali
prosodists will say (as some Frenchmen say of the
alexandrine) that a Bengali verse is not composed of
a fixed number of syllables. They will prefer to say
that it is composed of a fixed number of akmras. This
simply means, for example, that the following French
alexandrine has twelve akmras but only ten syllables—

Derriere son col brun | croisant ses belles mains.

It is merely the old question whether the " e mute" in
French, the " a mute " in Bengali, are felt metrically or
actually pronounced. On the other hand, it would be
admitted that the following alexandrine contains not only
twelve akmras but twelve syllables—•

Va, je la desavou(e), | et tu me fais horreur.

The standard Bengali metre, the paydr, contains fourteen
akmras, with a caesura or yati at the eighth aksara. It
is possible to write a paydr line which contains fourteen
syllables, for instance—

kintu klanta yadi tumi | e duranta rane.

If. on the other hand, a paydr line contains less than
fourteen syllables it is because of the occurrence of
mute as. For instance, the following line, ingeniously
describing itself, contains only ten syllables, though it has
the regulation fourteen akmras—

catur-das(a) varne hay(a) | sakal(a) payar(a).
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This is read as follows :—
catur-das varne hay | saJtal payar.

Exactly the same thing has happened, it will be seen, as
in an alexandrine containing mute e's (which, it may be
noted, are pronounced like the Indian a).

My sole object in insisting that Bengali verse is
" syllabic " in the technical sense of French prosody is in
order to draw attention to the linguistic fact that the
dominant audible quantity in Bengali prose, as in French
prose, is a phrasal accent tonique, which, however, comes
at the beginning and not, as in French, at the end of
the phrase or clause. Whether the absence of a strong
word-stress (as in most European and many Indian
languages) necessarily goes with a " syllabic" prosody
I do not, of course, venture to say.

To use the conventional language of Bengali prosody,
then, a Bengali verse consists of a fixed number of
aksaras, and is wholly independent of mdtrds or quantity.
There is one chandah which is the exact equivalent of
the French alexandrine, namely the dirgha ekdvali. For
instance,

e'i dukhe deha | dahiche satata,
da£a dukhe dukha | nahi bhavi tata.

Here are twelve aksaras, twelve syllables, and a medial
caesura, as in a normal alexandrine.

The standard paydr metre, as aforesaid, contains
fourteen aksaras. The mdl-jh&p, taral paydr, vidlati,
kusuma-malikd, and mdlati-latd metres are merely
paydr verses broken by internal rhymes or lengthened
by the addition of one, two, or three aksaras. The so-
called tri-padi and catus-padl metres are simply arrange-
ments in stanzas of lines of various lengths.

Of modern developments of these alcsara metres,
such as the charmingly musical rhythms invented by
Mr. Tagore, a Bengali prosodist says: " Manjr changes
have been wrought by modern poets in conventional
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metres. Contemporary writers of verse attend to the
sense rather than to rhythm and verbal ingenuity. It is
difficult to classify modern metres otherwise than as being
' long', ' short', ' broken ', or ' mixed '. Here is an
example of a modern lengthened paydr or paydrdnga :—

prabhat adhare hasi | sandhyar malin mukh
udhyam phuraye yay, | bhSnge asa, guche sukh."

(It will be noticed that this is a metre of 8 + 8 aksaras.)

The writer of the above criticism is probably wrong in
asserting that the moderns subordinate music to meaning.
The old metres had a certain hard monotony and
a ruthless jingle which wholly disappears in the subtle
variety of Mr. Tagore's verse, even when, as sometimes
happens, he closely follows the syllabic and cassural
arrangement of classical verse. But, in spite of all
modern changes, Bengali verse, like French verse, remains
" syllabic", and the phrasal accent which follows and
marks the caesura remains the element which causes the
rhythm and beat of Bengali prosody. I hope this very
brief and summary account may enable reader's who do
not know Bengali to appreciate Mr. Tagore's delightfully
metaphorical method of stating the case. I do not think
that anything I have said clashes with Mr. Tagore's
statements. If I have ventured to quote French examples,
it is in the hope that a comparative study of modern
metres may lead to interesting results.

Since the above was written, Mr. Tagore's letter has
been published in Bengali in the Jyastha number of the
new magazine, Sabuz patra, which I venture to recommend
to those who wish to keep in touch with the poet's latest
writings. Mr. Tagore has also written me another long
letter on the subject of Bengali verse. I do not venture
to translate this for our Journal, because although it
contains much that is of interest and importance to
students of Bengali, it also makes an extremely interesting
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comparison between the mechanism of English and
Bengali verse respectively. English prosody is still the
subject of so much difference of opinion that I hesitate to
subject the Bengali poet to the criticism of those who may
not share his views as to what constitutes rhythm in
English. As to Bengali metre, Mr. Tagore seems to admit
(1) that the dominant audible quality in Bengali is an
initial phrase accent, falling on the first syllable of several
syllables pronounced rapidly together; (2) that, in verse,
the metrical unit consists of a fixed number of such
syllables from caesura to csesura. Bengali verse is not
quantitative verse, and it is not stress verse.

J. D. ANDERSON.

THE SUFFIXES -NE AND -NO IN GUJARATI

All who are interested in the history of the modern
Indo-Aryan languages will have welcomed Mr. Tessitori's
article on the Dative and Genitive Postpositions in
Gujarati and Marwari, for it is a serious attempt to
bring the study of these languages into the pale of
established linguistic science. But for my own part,
although I can suggest no other solution for the problems
that he has attempted to solve, I cannot agree with his
solution.

Mr. Tessitori sets out to show that the Gujarati suffixes
or postpositions -ne and -no are descended from the older-
forms (Old Western Rajasthani) kanliai, JcanhaH, through
the loss of the initial lea-, for he believes that under
certain conditions, which he does not specify, initial
syllables beginning with h- (or for that matter with
any consonant) were liable to be dropped. Now the most
important condition for the disappearance of a syllable
is absence of stress. But if an unstressed syllable is lost
in one place, a similarly unstressed syllable in another
place will also be lost. It is here that it seems to me
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