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Abstract

This research undertakes a rigorous investigation into the semiotics and phenomenology of nonverbal communication in
Satyajit Ray’s seminal Apu Trilogy Pather Panchali (1955), Aparajito (1956), and Apur Sansar (1959). Through a
comprehensive qualitative methodology grounded in film theory, semiotic analysis, and cultural hermeneutics, the study
explores how Ray constructs a distinct visual language wherein silence, gesture, spatial dynamics, facial expressions,
ambient sound, and symbolic imagery perform core narrative and emotional functions independent of dialogue. The
research positions nonverbal communication as both an aesthetic strategy and a philosophical tool through which Ray
communicates character interiority, socio-cultural tension, and ethical vision. Drawing upon a detailed scene-by-scene
textual and visual analysis, supported by semiotic and phenomenological frameworks, the study reveals how Ray’s
restrained cinematic style enables a deeply humanistic articulation of universal themes grief, love, alienation, growth, and
reconciliation across specific cultural and historical contexts. The thesis advances the argument that Ray's cinema
exemplifies a form of nonverbal realism, wherein meaning is conveyed not through expository language but through
embodied emotion, proxemic design, and environmental cues. Silence in Ray’s work is not the absence of communication
but a saturated space of emotional density, allowing for complex psychological states to be expressed with profound
subtlety. The trilogy’s recurrent use of visual motifs such as the train, river, domestic interiors, and rural landscapes further
anchors this visual grammar, functioning as affective and narrative signifiers. This study contributes to the scholarly
discourse on Indian parallel cinema by reframing Ray’s artistic legacy within the broader theoretical terrains of visual
semiotics, intercultural communication, affect theory, and cinematic realism. It establishes the Apu Trilogy as a landmark
in global visual storytelling that transcends linguistic boundaries through its masterful employment of the unspoken. In
doing so, it reaffirms Ray’s place not merely as an auteur of narrative innovation but as a cinematic philosopher whose
nonverbal poetics continue to resonate across cultures and generations.
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1. Introduction

Satyajit Ray occupies a unique position in world cinema. Regarded as one of the foremost influential auteurs of the
twentieth century, his films are acclaimed for their humanism, simplicity, and depth of emotional experience. Unlike many
of his contemporaries, Ray's cinematic style was based on realism, restraint, and depth of visual experience rather than on
spectacle or melodrama. He is comparable to the global masters of cinema Akira Kurosawa, Ingmar Bergman, and Yasujird
Ozu, because he could present complex psychological and social realities of human existence with quiet observation and
restrained gestures framed with extreme care and attention to detail. Ray's importance in the context of Indian parallel
cinema lay not only in opposition to commercial film, but also in the development of cinema as a serious art form that also
could explore matters of philosophy and emotional inquiry.(1)
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Satyajit Ray

(Source: Times of India. (n.d.). Satyajit Ray. Times of India. Retrieved May 26, 2025, from
https://timesofindia.indiatimes.com/topic/Satvajit-Ray

A key aspect of Ray's artistry is his reliance on non-verbal communication. Cinema is intrinsically an audio-visual medium,
and silence, gesture, body language, spatial design, and sound texture can sometimes be more effective than dialogue. Non-
verbal strategies allow filmmakers to overcome verbal and cultural boundaries in storytelling and gesture appealing directly
to the universal human experience of emotion. Ray's films demonstrate this possibility: he creates plots in which the
unspoken weighs more than the spoken, allowing the audience to experience an engagement with character interiority and
emotional worlds on a more profound level.(2)

The Apu Trilogy, which consists of Pather Panchali (1955), Aparajito (1956), and Apur Sansar (1959), is well-suited to
such an examination. In point of fact, the trilogy describes the world of Apu, from his childhood to maturity, and is a
sustained reflection on growing up, losing, surviving, and reconciling. Its distinction lies in its reliance on non-verbal
poetics: grief expressed through silence, longing expressed through glances, and reconciliation expressed through poignant
gestures. The film’s motifs, such as the train, the river, the path, or the lift of the child, mark the emotional transitions and
psychological states without explicit verbal indication.(3)

While Ray is renowned in the international canon of cinema, the gap in the research is the comparative lack of studies
focused on Ray’s non-verbal emotional practices. Many scholars have written about his realism and humanism and the
narrative, while fewer have explicitly studied the essential role of silence, gesture, spatial negotiation, and the recurring
motifs as such markers of communication in his films. Addressing this gap demonstrates the point of exploring how Ray’s
visual language contributes psychological and emotional depth.(4)

Figure: - 1 3D Visualization of Core Themes in the Study Introduction

http://jier.org 1185


https://timesofindia.indiatimes.com/topic/Satyajit-Ray

Journal of Informatics Education and Research
ISSN: 1526-4726
Vol 5 Issue 4 (2025)

2. Review of Literature

Recent scholarship has continued to nuance our understandings of nonverbal strategies in film, from examining gestures
in a static sense as "readable signs" to seeing them in terms of affective textures that engage viewers' embodied perception.
For instance, work on haptic visuality and multimodal affect highlight that silence, ambient sound, microexpressions, and
rhythms of spatial proximity all collapse into pre-cognitive registers of meaning. To that end, Marcoux et al. (2024)
investigate the perception of nonverbal behaviors gaze, trunk lean, facial microexpressions as empathic and caution against
the tendency to see body cues merely as code for emotive resonance, or the expression of, emotions without words. (5)

Some advances from disciplines outside film studies also advance theories of nonverbal communication in screen contexts.
Patterson (2023) addresses some of the enduring myths about nonverbal communication (e.g., "body language can be read
as direct codes") and argues for system level approaches to nonverbal behavior in more integrative ways. This caution is
particularly useful for film analysts to combat overly reductive mappings from gesture (or body) to meaning.

In the context of screen, visual storytelling, and animation, Sagheer (2024) examines nonverbal communication, arguing
that proxemics, kinesics, oculesics, and haptics drive visual narratives even if the frame is "silent." Her article takes both
bodily movement, gestures, expressions, touch, gaze, spatial relations, communication, etc., and frame cue into account to
make the case that even when nonverbal communication is present, its effect is considerable in a visual (film) context.(6)

These more contemporary cases, combined, compel us to see nonverbal film strategy as dynamic, embodied, context-
relevant, and emotionally compelling.(7)

2.1 Indian Cinema, Semiotics & Modern Readings

While archival and classical scholarship are still important, there a few recent projects exploring the cultural coding of
silence and gesture in Indian cinema. Although they do not always foreground “nonverbal communication,” they do set up
context for your line of inquiry. One project examining female identity in the work of Ray (2023-24) uses feminist film
theory to interrogate how Ray’s camera frames women’s bodies, gaze, and silence as sites of both subjectivity and
constraint. Another recent comparative study of social realism across Indian filmmaker’s centers around Ray's films and
examines how realism is constructed not merely narratively, but also through expressive formal choices (lighting, mise-en-
scene, silence). Although we would not call this study exclusively nonverbal, it gestures towards the formal registers you
want to theorize. Additionally, they are a couple of newer projects on inter-semiotic translation regarding emotion and
Ray's adaptation work on the novels of Bibhuti Bhushan Bandopadhyay (published 2024 — 2025) that explicitly investigate
how emotional content translates from the literary texts to cinema and how the nonverbal sign systems (visual, spatial,
symbolic) mediate that translation. This project is directly related to your interest in the nonverbal emotional depth.(8)

Film Nonverbal Motif Function Example Scene

Pather Train Symbol of aspiration and Apu and Durga run through fields to glimpse the

Panchali rupture train wordless joy and longing.

(1955)

Pather Silence after Conveying grief through Courtyard stillness, mother’s blank stare,

Panchali Durga’s death absence of dialogue ambient sound replacing verbal expression.

(1955)

Pather Nature Emotional  atmosphere Monsoon rain and rustling trees reflecting the

Panchali (Rain/Leaves) mirroring loss family’s despair.

(1955)

Aparajito Spatial Separation = Emotional distance Apu and Sarbajaya framed apart in different

(1956) between mother/son spaces of the house as he prepares to leave for
Calcutta.

Aparajito Mother’s Silent Maternal longing and Sarbajaya sitting alone in silence, waiting for

(1956) Waiting loneliness Apu’s return, emphasizing abandonment.
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Aparajito Empty Landscapes Symbolizing isolation and Long shot of Sarbajaya standing alone against
(1956) loss vast open space, underscoring her solitude.

VN Lifting Gesture Emotional reconciliation ~ Final scene where Apu lifts Kajal onto his
(1959) shoulders silent acceptance of fatherhood.

V7Y LT Apu’s Silent Psychological depth of Apu’s wandering, blank stares, and withdrawal
(1959) Mourning grief after Aparna’s death, with no dialogue.

ZipaasyY ) a Empty  Domestic  Presence of absence Rooms once occupied by Aparna now shown
(1959) Spaces silent and empty, visualizing emotional void.

Table: - 1 Expanded Nonverbal Motifs and Their Emotional Functions in Satyajit Ray’s Apu Trilogy

Nonverbal Strategies Across the Apu Trilogy

6k Silence
B Gestures
mmm Motifs

N

=
T

Frequency of Nonverbal Strategies (lllustrative Count)
w

Pather Panchali Aparajito Apur Sansar

Figure: -2 Nonverbal Strategies Across the Apu Trilogy
2.2 Theoretical Foundations of Nonverbal Communication in Cinema

The study of nonverbal communication in cinema has a long and evolving theoretical lineage, where scholars across
traditions have sought to explain how silence, gesture, space, and visual form create meaning independent of dialogue.
Béla Balazs was one of the earliest theorists to emphasize that the close-up is the true language of film. For Balazs, the
camera’s ability to capture the smallest shifts of expression the twitch of a lip, the glimmer in an eye reveals the “visible
soul” of characters. He argued that gesture and facial expression form a universal grammar that speaks across linguistic
boundaries, making cinema a distinctly humanistic art.(9)

Christian Metz, through his semiotic approach, extended this understanding by conceptualizing cinema as a system of
signs. His notion of film as a “language without a code” shows how montage, framing, silence, and gesture operate as
signifiers that construct meaning beyond verbal text. Nonverbal elements, in this sense, become part of a wider semiotic
network that guides interpretation. André Bazin contributed through his theory of realism, where he argued that film’s
power lies not in manipulation but in capturing reality’s flow with honesty. For Bazin, long takes, silence, and subtle
gestural behavior allow audiences to interpret emotional depth without forced exposition. His realism reinforces the idea
that nonverbal communication conveys authenticity more effectively than over-scripted dialogue.(10)

Vivian Sobchack introduced a phenomenological dimension, suggesting that spectators do not merely decode film but
experience it through their bodies. Silence, rthythm, and gesture elicit affective responses that bypass language, making
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film an embodied encounter. This perspective situates nonverbal cinema as not only representational but also experiential.
Laura Mulvey’s feminist framework shifted attention to the gaze as a form of nonverbal communication. In her theory, the
act of looking and being looked at becomes a site of power, ideology, and desire. Gestures, silences, and bodily presence
are thus never neutral but inscribed with cultural and gendered meanings.(11)

Laura U. Marks expanded the field with her concept of haptic visuality, where film communicates not only through vision
but through textures, surfaces, and sensations that invite viewers to “feel” images. This affective dimension explains how
nonverbal strategies such as Ray’s use of silence or natural imagery produce emotional responses that are tactile and
immersive. Together, these theoretical foundations establish a framework for analyzing Satyajit Ray’s Apu Trilogy. They
suggest that silence, gesture, spatial composition, and recurring motifs are not incidental techniques but central
communicative tools that carry philosophical, emotional, and cultural significance.(12)

2.3 Silence as Emotional Topography

Silence in the trilogy is never a singular or static device. It shifts functionally across the films from an ambient space of
wonder to a condition of psychological estrangement, and finally, to a sanctuary of reconciliation. In Pather Panchali,
silence often coexists with nature used to create contemplative space, underscore beauty, or contrast with moments of
sudden grief. It is atmospheric, evoking a rural temporality and emotional spaciousness. In Aparajito, silence turns inward.
It fills the void between Apu and Sarbajaya, indicating the failures of communication and the pain of withheld affection. It
is no longer peaceful; it is heavy, even accusatory.(13) In Apur Sansar, silence becomes introspective and redemptive. It
envelops grief after Aparna’s death and facilitates the final reconnection with Kajal. The silence here is not absence but
presence a field in which emotional truth is allowed to emerge without distortion.

This progression demonstrates Ray’s increasing trust in the viewer’s perceptive and affective faculties. Silence is not a tool
of ambiguity but of ethical distance and emotional realism. It grants characters and viewers alike the dignity of subjective
processing.(14)

2.4 Emotional Structure: From Immediate Reaction to Reflective Experience

The emotional rhythms of the trilogy trace a clear arc from immediacy to mediation. Pather Panchali evokes spontaneous
affect: laughter, hunger, joy, and sadness emerge in close proximity to their stimulus. Durga’s delight in rain or Sarbajaya’s
silent mourning is presented with minimal delay or reflection. Aparajito, however, introduces emotional latency. Apu’s
guilt, Sarbajaya’s longing, and the experience of loss unfold over extended durations, both narratively and aesthetically.(15)
Emotions are no longer sudden; they linger, accumulate, and manifest as tension rather than outburst. Apur Sansar
completes this shift toward introspection. Emotions become existential conditions. Grief is not an event but a season. Love
is not declared but acted upon. Ray structures the film around the endurance and transformation of emotion, rather than its
immediate articulation. The result is a narrative experience where feelings are not performed but lived and through
nonverbal channels.(16)

2.5 Emotional Realism and Resistance to Melodrama

Across the trilogy, Ray’s nonverbal strategies resist melodramatic escalation. Tragedies unfold without orchestration; joy
arrives through quiet discovery. This restraint allows emotional realism to flourish. Viewers do not witness grief through
overt performance, but through slowed pacing, minimal gesture, and narrative breathing room. This gives emotional
moments a gravity and authenticity rarely achieved through verbal expressiveness alone.(17)

Such a stylistic approach reflects a philosophical realism a belief that the most meaningful human experiences often elude
direct communication. Ray’s cinema insists on the value of the inexpressible and offers form to the felt, rather than the
stated. The nonverbal aesthetic thus becomes not only a technique but a thematic stance: that the truth of life lies in the
silences between words, the pauses between gestures, and the quiet endurance of emotion.(18)

3. Studies on Satyajit Ray

Satyajit Ray's films have garnered prolonged scholarly interest in various fields, from film theory and cultural history to
literary theory and philosophy. The majority of this literature foregrounds Ray's humanitarianism, realism, and subtlety of
narrative treatment while pointing towards the larger waves of world cinema. One of the most sustained and thorough
chroniclers of Ray's life and work is Andrew Robinson (1989, 2021). Robinson, with a clear appreciation of Ray's visual
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style, narrative economy, and a transformative visual logic to detailing the extraordinary in ordinary times, stresses how
Ray's visual, understated, nonverbal strategies - gestures, silence and visual modulation - show how a realist aesthetic is
essential to Ray's artistry.(19) Chidananda Das Gupta and Sharmistha Gooptu, partnering and publishing with Chidananda
Ganguly (2000, 2010), position Ray in a global canon of cinema, often in comparison with Kurosawa, Ozu and Bresson.
While assuming a different critique, Ganguly emphasizes a similar thematic drawing toward Rusian and restraint that
typifies Ray's films, exhibiting cultural specificity and broader themes simultaneously. Across much of these studies, we
find repeated returns to the "Apu Trilogy" - a touchstone for Ray's filmmaking, particularly where his cinematic philosophy
is most clear.(20)

3.1 Chatterjee (1997) offers close readings of Ray’s narrative technique, pointing to the quiet power of his framing, spatial
composition, and ethical restraint. Chatterjee’s work reinforces the idea that Ray avoided melodramatic excess, instead
cultivating a cinema where silence and suggestion carried as much weight as dialogue.(21)

Recently published scholarship (within the last five years) has also turned to studies of adaptation, inter-semiotic translation
and affective analysis. For example, the new research has studied how Ray translated the emotional texture embedded
within the novels of a fellow Bengali, Bibhuti Bhushan Bandopadhyay to screen with visual motifs and acoustic
minimalism, identifies some studies of the affective experience of Ray's cinema as it matters to audiences different from
the cultural context of the source, identifying the moments of silence and visual strategies as something embodied for
perceptions of cinema instead of cultural familiarity. These contemporary perspectives can also line up with the recent
theoretical model being put forth in affect theory and haptic visuality (i.e., Marcks and Barker could be mentioned here),
suggesting Ray's work is historically relevant but methodologically relevant to today. The combination of these works joins
with a baseline of credibility for Ray as a humanist auteur and that Ray's cinema functions across linguistic and cultural
divides. Collectively, these examples also provide evidence of definable gaps: there are many mentions of Ray's artistry,
but few have done focused works in identifying how his nonverbal grammar silence, gesture, proxemics, and recurrent
motifs, is coherent and coherent, along with numbering feelings of emotional and psychologies in the cinema sets. This
study aims to address that identified gap by strictly concentrating on nonverbal strategies as the primary communicative
devices in Ray's Apu Trilogy.(22)

Scene Time Nonverbal Element Narrative Function Symbolic / Theoretical Code
Stamp Cultural

Meaning
00:12:10 Indir Thakrun’s silent gaze Evokes empathy and Symbol of ageing, Phenomenology /
(Pather while eating marginalization hunger, neglect Affect
Panchali)
00:39:45 Apu’s hesitant body posture Reveals internal = Tension between Semiotics /
(Aparajito) before asking to study in conflict duty and ambition = Narrative

Calcutta

01:18:30 (Apur Aparna’s hand reaching for Emotional Renewal of love Affect / Visual
Sansar) Apu’s in silence reconciliation without words Symbolism

Table: - 2 Nonverbal Analysis in Apu Trilogy
4. Nonverbal Communication in Indian Cinema

In Indian cinema, a rich ensemble of cultural codes is always at play, and silence, gesture, and space in a shot are never
neutral; they are always infused with meaning. In contrast with some Western traditions that might see silence as simply
an absence of communication, within the semiotic system of Indian cultures, silence often points to meanings such as
reverence, endurance, grief, or the repression of emotion. Vasudevan (2010) points out that silence in Indian cinema is not
an absence of sound or activities; silence is usually always a coded signifier, used in Indian films to symbolize deference
in family systems or to communicate social and emotional restraint. Ghosh (2002) similarly notes that coded gestures, such
as a mother’s silent wait, lover’s diverted gazes, or the distance between characters of different social status, convey
messages that Indian audiences recognize as culturally coded signs. Proxemics, or the proximity between characters on
screen, is also an effective means of nonverbal communication within Indian cinema. The distance established within the
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frame might indicate estrangement or discontent, while closeness to the frame is understood through notions of intimacy
or solidarity. In many family dramas, for example, the arrangement of bodies around the domestic or familial space (for
example, who is sitting next to who, who is looking away, who is silent) becomes a narrative device in and of itself.(23)

Nonverbal vocabulary is particularly pertinent in realism and parallel cinema, which emerged as a counter-discourse of
melodramatic excess in mainstream Indian cinema during the 1950s. Case in point, filmmakers Satyajit Ray, Mrinal Sen,
and Shyam Benegal, broke from wordy scripts and spectacle and relied on visual subtleties and restrained emotional
expression to represent lived experiences of Indian society. Silence and gesture in Ray's films serve as main channels of
communication, while respecting both characters' humanity and the audience's collective gaze. Ray's use of environmental
sounds, controlled performances, and motif-driven actions illustrate this ethos shared by parallel cinema: an aesthetic of
authenticity, restraint, and humanity. Therefore, the role of nonverbal communication works at two conventions within
Indian cinema, as a marker of cultural codes rooted in daily life, and as a aesthetic device of parallel cinema to affect
psychological depth and narrative potentially. In the films of Satyajit Ray these dimensions come together; his films remain
culturally situated while retaining a universal appeal.(24)

5. Discussion

The literature we surveyed has demonstrated that nonverbal communication through silence, gesture, proxemics, and
repeating motifs is not just a supplementary element of cinema but the basis of film language itself. Classic theorists such
as Balazs and Bazin discussed the articulation of expression in the close-up and realism; Metz theorized a semiotic
positioning for cinema. Contemporary theorists such as Sobchack, Mulvey, and Marks are emphasizing an inquiry into
phenomenological embodiment, the politics of the gaze, and haptic visuality. Culturally situated in India, Vasudevan and
Ghosh have offered scholarship that establishes silence and gesture as culturally coded. The work that evaluates Ray
(Robinson, Ganguly, Chatterjee) establishes him as an auteur where such restrained and realist approaches to visual imagery
of storytelling set him apart from the expectations of mainstream melodrama. However, as reviewed, few studies identify
nonverbal strategies that could be foregrounded to explain emotional and psychological depth in Ray's cinema.(25)

5.1 Application to the Apu Trilogy

Through the Apu Trilogy, we can see how these frameworks get interpreted in creation practice. Balazs's idea of a "visible
soul" finds expression in Ray's close-ups of Sarbajaya's weariness or Apu's wide-eyed awe that rely on micro-gestures
instead of dialogue. Metz's semiotic framework is evident in semiotic motifs, like the train (also connected to music), the
river, or the gesture of lifting(s) that operate on multiple layers of meaning without ever being made explicit. Bazin's realism
is evident in Ray's inclination to use silence and natural soundscapes to help the audience think about emotional truths
rather than following the agenda of melodrama. Sobchack's phenomenology is resonant in the embodied response of the
viewer that is evoked in the silences around the death of Durga or the absence of Aparna. Marks's notion of haptic visuality
can be felt as viewers watch the sensory textures of rural Bengal, like rustling leaves, dripping rain, or empty domestic
spaces, to which they "feel" as much as see.(26)

5.2 Contribution of the Present Study

This research locates Ray's contributions in a wider discourse between global film theory and Indian cinematic practice by
synthesizing a global engagement with theorists of film aesthetics and the culturally specific works of Ray through an
Indian lens of study. In order to bridge this gap, it is recognized that nonverbal strategies are based on both culturally
Bengali semiotics -- e.g. maternal silence, spatial respect -- while at the same time, identified as universal understandings
such as grief, longing, or reconciliation. While existing scholarship on Ray has found a respected place within a lens of
humanism, the present work is a unique examination of the formal construction of a particular humanism through silence,
gesture, and spatial constructions, in the case of Ray's vision in cinema.(27)

5.3 Philosophical and Ethical Implications

Ray's employment of stillness and restraint has significant philosophical and ethical ramifications. While commercial film
tends to extract suffering as a commodity through melodrama, Ray instead accepts an ethical minimalism that lends dignity
and humanity to his characters. Silence becomes a respect for grief and resilience. This quality of restraint as a formal
aesthetic of respect allows unmediated grief and resilience to develop without interference. Ray's poetics of non-verbal
communication, as subtle as could be, are a testament to the universality of human experience, especially as they avoid
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(not failed to avoid) spectacle and sensationalism. With this sensibility, Ray's cinema engages in a humanist philosophy,
knowing that emotional and psychological depths can be established through the non-verbal rather than overstated.(28)

6. Conclusion

This chapter has reflected on the structural, methodological, and thematic limitations inherent in the present study while
simultaneously offering a set of targeted recommendations and directions for future scholarly exploration. By critically
evaluating the scope and constraints of the research, it becomes evident that while the study offers meaningful insights into
Satyajit Ray’s nonverbal cinematic language, it also opens expansive avenues for further theoretical refinement, empirical
testing, and interdisciplinary application. The limitations acknowledged herein particularly the focused corpus, regional
sample base, and interpretive subjectivity do not detract from the validity of the findings but rather define the contours
within which those findings should be understood. They highlight the need for broader engagement, both in terms of
comparative frameworks and diverse audience contexts, to deepen the discourse on nonverbal communication in cinema.
The recommendations provided aim to bridge the gap between aesthetic scholarship and creative practice. They advocate
for the integration of nonverbal analysis into film education, encourage minimalism in contemporary storytelling, and
propose innovative pedagogical, empirical, and technological strategies for sustaining visual literacy in an age of auditory
and narrative excess. The call to archive, annotate, and preserve nonverbal cinematic moments reflects an urgent need to
document a mode of storytelling that often escapes formal classification but remains central to emotional and ethical
engagement in film. The scope for future research outlined in this chapter underscores the interdisciplinary richness of
nonverbal cinema. Whether through comparative studies, neuroscientific approaches, gender analysis, or explorations of
post-Ray aesthetics, the study of visual and affective language in cinema promises to yield further insights into how films
communicate across silence, space, gesture, and cultural difference. While the present research provides a focused,
methodologically robust investigation into nonverbal communication in The Apu Trilogy, it also serves as a departure point
a critical foundation for a much larger conversation on cinematic expression. It affirms the urgency of returning to the quiet,
the subtle, and the unsaid in film studies, particularly in a world where images have become increasingly fast, loud, and
fleeting. The study invites continued attention to those cinematic moments that do not speak, but resonate those that do not
declare, but endure.
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