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INTRODUCTION 



I. INTRODUCTION 

T he t w en t i e t h -c e n t u r y has witnessed a 

remarkably varied critical activity which has led 

to the need for formulating a cogent theory of literary 

discourse or poetics. The necessity for literary 

criticism-to be not merely explication and interpretation 

of texts in vacuo was initially recognized by Northrop 

Frye who, in the Anatomy of Criticism, asserted that 

"To defend the right of criticism to exist at all, 

is to assume that criticism is a structure of thought 

and knowledge existing In its own right" (Northrop 

Frye 1957 5) • Such a demand required from poetics 

"a coherent and comprehensive theory of literature, 

logically and scientifically organized" (Northrop 

Frye 1957 II), that is, a systematic understanding 

of literary discourse as well as its own discourse 

on literature. T z v e t a n T o do r o v , i n h i s I nt r o d u c ti on 

to Poetics, lays a similar emphasis on a 'science' 

of literature as opposed to mere interpretation of 

texts, intending by the word 'science' not precision 

or accuracy but a concern with the coherence of a body 

o f 1 a n g u a g e a n d the p· r i n c i p 1 e s o f k now i n g t h a t c on s t i t u t e 

literary study. Poetics for him, then, is not "the 

description of the particular work, the designation 

of its meaning, but the establishment of general laws 

of which this particular text is the product" (Tzvetan 

Todorov 1981 : 6). 
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The proclamation, on the one hand, of 

the New Critics that the text - the words on the page 

is the irreducible literary minimum for critical 

activity, and on the other, the advent of Saussurean 

linguistics concerned with not just the decoding of 

individual utterance, but with the laws, conventions 

and operations that allow meaningful utterances to 

take place and to be understood, have led to a recognition 

of the centrality of language in the literary act, 

besides triggering investigation into the demarcation 

between literary discourse and other, non-literary, 

di~course~ 1 
In this perspective, Roger Fowler talks 

of linguistic~s as a "developing discipline hoping 

to learn about language by turning its attention to 

those texts called ·'literary', and in the process 

exploring its relation with literary criticism, with 

which it has in common a basic concern with the uses 

of language" (Roger Fowler 1966 3). Linguistic 

analysis with its necessary coherence and analytic 

power has, therefore, gained immense favour and currency 

among modern critics and theoreticians, and several 

theories ascribing prominence to the concept of meaning, 

that is, the ways in which the system allows meanings 

to be made, specifically literary meaning, have emerged. 

This, in turn, has generated the need to define, identify 

1 For a study of the theoretical assumptions and 
implications of Anglo-American New Criticism. and 
modern linguistics and the language of literature, 
see Ann Jefferson and David Robey eds., Modern 
Literary Theory A Comparative Introduction (New 
J e rs e y B a r n e s & Nob 1 e Books , 1 9 8 2 ) ; a n d T e r r y 
Eagleton, Literary Theory: An Introduction (Oxford 
Basil Blackwell, 1983). 
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and locate 'literariness' a singular properly of 

the literary phenomenon. In The Structure of Literary 

U n de r standi n'g , S t e i n H a u g om 0 1 sen s t a t e s that t he 

very collocation 'literary work of art' can be taken 

as a starting point for an explication as it presupposes 

an utterance, written or spoken, in a language, consisting 

of words and sentences sequentially arranged 1n 

order to constitute a meaningful message, and presented 

at a certain point of time hence, "A literary work 

is an aesthetic object or has an aesthetic dimension 

as well as being a linguistic fact" (Stein H. Olsen 

1978 : 4). That a systematic correlation holds between 

the aesthetic and linguistic dimensions follows as 

a corollary since the aesthetic features are largely 

due to the extension of the conventions of language 

and, as such, all the aesthetic elements inherent 

in a text can be traced through a linguistic analysis. 

In other words, linguistic theories postulate that 

factors that canst it ut e 'literariness' inhere in 

the text of the literary work, which is seen as a linguistic 

expression embodying certain syntactic, semantic 

and structural properties that distinguish it from 

other types of utterances. Language, then, is seen 

to be at the crux of theories based on linguistics, 

as an objectively given structure which can be described 

independently of setting. 

To one conversant with Indian Poetics, 

the growing importance of Western linguistics and 

.. 



the interest of contemporary Western philosophy in 

problems of language and linguistic analyses produce 
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an overwhelming sense of deja vu. The science of linguistics 

had an early origin in India and subsequently developed 

i n t o an i mp r e s s i v e t r a d i t i on , a n d a s J • F • S t a 11 v e r y 

accurately observes "Almost excessive preoccupation 

with language on the one hand, and with philosophy 

on the other, may indeed be regarded as a characteristic 

of Indian Civilisation" (J.F. Stall 1969 499). 

Hari Mohan Jha affirms this saying that "The analysis 

of language in various aspects- phonetic, etymological, 

syntactical, semantic, logical epistemological, meta­

physical etc., has been a favourite subject with the 

Indian thinkers of very ancient times" (H.M. Jha 1981 :vii). 

That language has been at the core of linguistic and 

philosophic speculation in India is evident from the 

orientation of the Sanskrit grammarians Pan!ni' s 

grammar implicates questions of semantics, of the 

methodology of linguistics and of the nature of language ; 

Patanjali's Mahabhasya deals with more specific questions 

of the structures of Sanskrit, while Bhartrhari's 

Vakyapadiya, a celebrated work in the grammatico-philosophic 

tradition, analyses the philosophical correlations 

of language, thought and reality. Furthermore, irrespective 

of the influence of the grammarians, discourses about 

the nature of language were prevalent among "the Hindu 

systems of Mimaltlsa and Nyaya, and important, though 

not pivotal, for the Hindu Vedanta and for similar 
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developments in Buddhism" (J.F. Stall 1969 s 00). 

The awareness of the inalienable role of language 

as an instrument in all human affairs including the 

dissemination of knowledge has led to the inception 

of an exacting scientific linguistic tradition providing 

an elaborate d i a c r it i c a 1 a nd objective apparatus 

for the analysis of everything that is vangmaya, that 

is, everything that has its being in language. This 

instrumentalist conception of language working in 

collusion with critical theories to evolve a metalanguage 

for the scrutiny of literary works is not unlike what 

Roland Barthes delimits as the object of criticism 

"a comment on a comment, a secondary language or metalanguage 

(as the logicians say), applied to a primary language" 

(Roland Barthes 1972 : 649). As Hari Mohan Jha observes, 

seminal questions posed by Sanskrit poeticians as 

to the relation between word and meaning, the distinction 

between literal, figurative and implied meanings, 

factors involved in verbal cognition and such others 

are also analogous to and anticipate quite a few questions 

that are being debated by the semantic and structural 

theories of the modern west. 2 

2 Some problems of literary theory are, in any case, 
'universal' in that certain questions will inevitably be asked. 
For instance, the question of the nature of liter~ry language 
has been extensively debated and discussed in the Indian tradition 
as also in the ~lest (by Aristotle, Horace and Longinus, to 
mention only the classical thinkers). It was not within the 
scope of this paper to bring in the western classical theory 
which often offers interesting parallels to the Indian theory, 
such as the all-too-evident similarity between the Riti School 
and the ideas of Longinus, or that between Bharata' s conception 
of the universal Guna leading to rasa realisation and the 
Aristotleannotion of Catharsis. 
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Frye's requirement that literary criticism 

should be objective, defined, with determinate principles, 

and progressively cumulative in the sense of there 

being possibility of further addition by successive 

critics, seems to be a condition more than adequately 

met by Indian Poetics. For one, it has a well-defined 

subject matter- kavya, "which means precisely literature 

as an art, including drama, poetry and fiction" (A.K. 

Warder 1978 4) • Prof. Nagendra says, largely to 

the same effect "In Sanskrit Poetics the technical 

term for '1 iterature in general' or 'the stock of 

recorded knowledge' is Vangmaya which has been divided 
I ; 

under two heads Sastra and Kavya. Sastra covers 

the 'literature of knowledge' including sciences, 

history, mythology etc. and Kavya is a synonym for 

creative literatue or 'belles letres'" (Nagendra 

1976 i v- v) • Kavy a "-as opposed to Sastra, then, is 

the science of expression- ukti -aspiring to objectivity 

by dealing with the investigation of factors, such 

as linguistic categories, which convert ordinary 

language into literary language, ukti into kavyokti. 

It is this element of 'literariness' a lamkara in 

a very catholic sense - which qualifies kavyokti and 

accounts for the usage of the term Alarilkara 
,_ 
Sa st ra 

for the discipline of poetics. Preoccupation with 

the need to distinguish between kavya-sarira, the 

body or form of poetry, and kavya-atma, roughly the 

'soul' or essence of poetry, has led to the progressive 
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redefinition of Kavya and the hypothetical division 

of poetic expression into various units for the purpose 

f 1 . 3 
o ana y s 1 s. Thus, Bhamah's initial postulation 

'sabdarthau sahitau kavyam' (Kavya1amkara 1.16 6) 

- kavya is meaning and expression combined - has been 

enlarged to include alamkara or beauty which is itself 

vakra or deviant. At the same time it has also resulted 

in the establishment of different schools of poetics 

which posit divergent principles in locating 'literariness'. 

An d so, w hi 1 e i t i s t he s u g g est i v en e s s ( v y a n j a kat v a ) 

of the utterance, the resonance of meaning which constitutes 

literariness for the Dhvani school, Riti poeticians 

hold that it inheres in the inimitable style displayed 

by t he s e 1 e c t i ve u se o f 1 ex i s . Alamkarists, on the 

other hand, locate it in the alamkara-s (in the restricted 

sense of figures of speech), while for the adherents 

of the Vakrokti school, the locus is in the language 

which, in a literary artefact, is always and necessarily 

vakra or defamiliarized. The Rasa school, essentially 

3 ~have employed Sanskrit terms and given an approxi­
mate English translation. Translation of technical 
terms is, in any case, a hazardous business, more 
so when one is translating across cultures where 
the tendency to find parallel concepts may bend 
the concepts of the source system. Attention 
has already been drawn to the dangers of translation : 
Armando Menezes, in his. Foreword to Krishnamoorthy' s 
Essay6 in Sanskrit Criticism (Dharwar Karnataka 
Univ. Press, 1964) highlights the problem, aoo ob5erves that­
"Much ignorance has been perpetrated by hit or 
miss renderings of Sanskrit terms into English -
result is a simultaneous obscuration of both terms." 
~~have tried to give the translation of the intended 
import. 
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propounding a theory of aesthetic experience, maintains 

that the evocation of a predominant mood or emotion, 

rasa, is the determinant for the transformation of 

ordinary language into literary language. 4 Notable 

here is the fact that all these theories are language-

based, dealing with the innovative permutation and 

combination of linguistic categories, and essentially 
I 

deriving their substance from the Vyakaraoa-Sastra, 

the discipline of grammar, whose major exponents are 

--Panini, Patanjali, Bhartrhari and Kumarila Bhatta. 

Poetics, eastern and western, then, seems 

to be founded in a common assumption - 'the axiom of 

objectivity' (Stein H. Olsen 1987 88) a notion 

which is evident in their recognition of the fact 

that the study of the language of literature its 

u n i t s , s t r t..i c t u r a 1 p r o p e r ti e s a n d i t s r u l e s o f c om b i n a ti on -

is central to a 'scientific' analysis. It is this 

notion that our experience of the world is encoded 

in order that we may experience it, which leads Frederic 

Jameson to call literature "a highly conventionalized 

activity" (Frederic Jameson 1972 15Lf ), an activity 

in which literary language, linguistic conventions, 

and textuality attain primacy, and the exploration 

of which has become the overriding concern of critics 

4 
For a detailed chronological taxonomy of the 
various schools and their proponents, see S.K. 
De, History of Sanskrit Poetics (Calcutta : Firma 
KLM Pvt. Ltd., 1976); and P.V. Kane, History 
of Sanskrit Poetics (Delhi : Motilal Banarsidas, 
1961). 
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in the west today. Since Sanskrit poetics deals with 

such adroit and ingenious use of linguistic categories 

which serves to foreground a literary work from other 

kinds of expressions, and with such exegetical principles 

as dhvani, alamkara, riti, vakrokti which allow literary 

meaning to be understood, it offers a comprehensive 

matrix, covering almost the entire gamut of elements 

which are central to the creation of a literary work. 

It is precisely for this reason that w.e have chosen 

to take recourse to the principles and models evolved 

by Sanskrit poeticians to conduct a textual analysis 

of T.S. Eliot's The Waste Land. In the selection of 

the text, too, we have certain things in mind, some 

considerations. 

The Waste Land, in our opinion, is an exercise 

in 'highly conventionalized activity' a fact which 

is concealed by the highly unconventional, non-discursive 

nature of presentation. At first sight it appears 

to be a set of disjointed poems operating in isolation, 

albeit with a powerful emotional impact, but with 

no apparent or predictable structural or structuring 

e l em e n t s y e t somehow my s t e r i o u s 1 y c o a 1 e s c i n g i n t he 

end to form a single entity. In other words, it is 

the kind of work one cannot ask the meaning of, but 

which one can only enter into to find out what it is, 

and more importantly, to experience how it is constituted. 

Indian theories of meaning, with their basic linguistic 

orientation have, we believe, the constructs required 
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to analyse such intricate and confounding use of language. 

Moreover, Eliot's predilection for oriental philosophy 

and thought, evident in his poetry as also his poetics, 

indicates a sensibility receptive to frames of reference 

outside its immediate shaping environs and, as such, 

makes his work more amenable to alien analytical methods. 

Some resemblances can be traced in the credo of Eliot's 

critical formulations and that of Indian Poetics, 

the most obvious being that between the doctrine of 

Aesthetic Experience or Rasa and his postulation of 

the 'Objective Correlative'. Bharata's formulation 

of Rasa as the effect produced when causal stimuli 

(vibhava-s), resultant responses (anubhava-s) and 

attendant moods (vyabhicari-s) are creatively organised, 

Bnticipates, centuries earlier, Eliot's dictum that 

" T h e on l y w a y of ex p res s i n g e mo t i on i n the form o f 

art is by finding an 'objective correlative; in other 

words, a set of objects, a situation, a chain of events 

which shall be the formula of that particular emotion: 

such that when the external facts, which must terminate 

in sensory experience, are given, the emotion is immediately 

" evoked (T.S. Eliot 1964 1 00) . It is also consonant 

with Anandavardhana's Rasa-dhvani theory that of 

a dominant emotion holding the whole poem together. 

A further correspondence can be seen to exist between 

Eliot's designation of the 'Three Voices of floetry' 

and Anandavardhana's threefold classification of 

vastu-dhvani, or the suggestion of subject matter. 

Thus, Anandavardhana's statement that literature 
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is naturally possible, Svatah sambhavi, is echoed 

by E 1 i o t when he say s t h a t the f ir s t v o i c e i s the "v o i c e 

of the poet talking to himself or nobody"; Kavi-praudhokti-

s id dh a or literature i magi nat i vel y possible when 

the poet speaks in the first person, is Eliot's second 

voice, that of the poet "addressing an audience whether 

large or small"; and finally, Kavi-nibaddha-praudhokti-

s id dh a or liter at u r e i ma g in a t i v e 1 y possible only 

in a character invented by the poet, is the third voice 

"of the poet when he attempts a dramatic character 

speaking in vers~, when he is saying, not what he would 

say in his own person, but only what he can say within 

the limits of one imaginary character addressing another 

i ma g i n a r y c h a r act e r " • 5 De s p i t e s up e r f i c i a 1 d i f f e r en c e s , 

what emerges then, is an unmistakable identity of 

approach, a fact which makes the prospect of applying 

Indian linguistic theories of meaning eminently feasible. 

Furthermore, since a literary work is a 

1 a n g u age act , and , a s s u c h , a c c e s s i b 1 e t o a 11 s p e a k e r s 

of the language, the reader is entitled to analyse 

and classify it from any point of reference which 

he feels adequately meets his requirements or suits 

his context, operating on the premise that certain 

universals exist which transcend geographical or 

5 
'The Three Voices of Poetry" was published as 
a booklet by the National Book League in 1953. 
K. Krishnamoorthy has traced their close resemblance 
to the categories of Dhvani in his essay entitled 
'Some Aspects of T.S. Eliot's Critical Theory 
in the Light of Sanskrit Poetics' in M.K. Naik 
ed., Indian Response to Poetry in English (Madras 
Macmillan & Co. Ltd., 1970), pp. 40-42. 
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cultural barriers. Disputes regarding the attribution 

of particular qualities to a particular literary work 

can be resolved by reference to the text itself, sine~ 

not only Sanskrit poeticians but western thinkers 

too, lay stress on the independent status of the text. 
6 

Our choice, then, of applying Indian models of linguistic 

analysis to a literary work of the west, is motivated 

not by a desire for sensationalism or by a sort of 

cultural revivalism which dictates a petulant return 

to native traditions in the spirit of one-upmanship, 

but by the need for a language of relevance providing 

the means both for appreciating and assessing the 

competence of a successful literary experience confronting 

one, and the belief that such a language is available 

in Sanskrit poetics. 7 

We have chosen three Indian models of textual 

analysis which plays the locus of literariness in 

the language of literature, and which we shall deal 

with in some detail with the purpose of evaluating 

them for their suitability and applicability. They 

6cf A.K. Warder: "As in the case of linguistics in 
India, the main tradition of criticism is based 
on the study of texts and describes what is found 
in them", The Science of Criticism in India (The 
Adyar Library & Research Centre, 1978), p.63. 

7 Krishna Rayan exemplifies this search and also 
its validity in his recent application of the 
Dhvani theory to several western texts, including 
Beckett's Waiting for Godot. cf. his Text and 
Sub-Text: Suggestion in Literature (India: Arnold­
He inemann, 198 7). 
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are: Acharya Anandavardhana's concept of Dhvani, 

dealing with the in~insic power of language to suggest; 

the Ala~kara Siddhanta, the principle of beauty, or 

more specifically the theory of lak9aQa entailing 

the metaphoric use of language for the transfer of 

meaning; and Acharya l<untaka's principle of Vakrokti 

which posits that the language of literature is necessarily 

'arched' or deviant in order to be literary. After 

dealing comprehensively with each theory of meaning, 

we propose to suggest a working model constituted 

of those elements which, we feel, wo~ld be most suited 

to our field of endeavour. This applicational model 

will serve as a yardstick for the textual analysis 

of The Waste land which, we hope, will validate 

our reasons for conducting such an exercise. 



2. MAJOR INDIAN THEORIES AND THE MODEL 
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2.1. THE DHVANI SIDDHANTA 

The culmination of Acharya Anandavardhana's 

endeavour to evolve a new poetics on the infrastructure 

provided by his predecessors, the Dhvanyaloka has 

been acclaimed as an epoch-making work in the field 

of poetic theory. The basic text consists of k~rik§-s 

or short gnomic verses and vrtti which is the exposition, 

in prose, replete with illustrative citations. Speculation 

is rife among scholars as to the authorship of the 

Dhvanyaloka, although A. Sankaran firmly maintains 

that the author of both karika-s and the vrtti is 

Anandavardhana (A. Sankaran 1973: 50-60). Abhinavagupta, 

a disciple of Anandavardhana and author of Locana, 

a commentary on Dhvanyaloka, however, distinguishes 

between the author of the karik§-s whom he calls the 

mulagranthakrit and the author of the vrtti' the granthakrit' 

and states that certain aspects extrapolated in the 

vrtti were not contained in the k§rika-s. Whatever 

misgivings scholars might have regarding authorship, 

they are unanimous in accrediting Anandavardhana 

with formulating a theory which ventures into the domain 

of aesthetics and semantics hitherto dominated by 

such giants like Bharata, Bhartrhari, Bhamah, Udbhatta . . . 
\ 

and Vamana -and synthesizing it with literary analysis 

and practical criticism. AsK. Krishnamoorthy eulogises 

"It required a mastermind to propound a consistent 

theory out of the tangled skeins of these apparently 

disconnected strands of thought and the Dhvanyaloka 

of Anandavardhana accomplished the miracle by a singular 
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stroke of gerdus" (K. Krishnamoorthy 1964: 43). 

In seeking to devise a workable criteria 

for distinguishing ordinary language from literary 

language, and at the same Ume extend while not repudiating 

the extant distinction, evolved by the Mimamsaka-s 

d th N . - . k 1 an e a1yay1 a-s, between the primary or referential 

(abhidh~) and the transferred or metaphorical (lak~aoa) 

senses of words, Anandavardhana, according to John Brough, 

"postulates a third poetency of language which he 

called the capacity to imply or reveal a meaning other 

the literal meaning" (J. Brough 1972 :.421). Acknowledging 

a debt to Bhartrhari, who, centuries earlier, had 

rejected linguistic theories based on individual 

words and their lexical meanings in favour of lhe 

sphota doctrine which emphasized the necessity of 

regarding the whole utterance also as a significant 

unitary linguistic s ym bo 1 , Anandavardhana posited 

that the generation of meaning was not restricted 

to words and sentences alone but also inhered in the 

1 
T h e M i rna m s aka - s o r t he e x e g e t i s t s , w ere a s c h o o 1 
o f ph i 1 o sop hers-s p e c u 1 a t i n g on t he s em <:=1 n t i c r e 1 a ti on s h i p 
between words and sentences, known for the two 
well-known doctrines of Anvitabhidhana where 
the meaning of a sentence arises directly from the 
collection of words, and Abhihitanvaya where 
the meaning of a sentence inheres 1n the indirect 
retention of the meanings of the individual words 
that comprise it. These were upheld by the two 
main schools of the Mfmamsa the followers of 
Prabhakara Guru and the followers of Kumarila 
Bhatta. The Naiyayika-s or the logicians, were 
concerned with the philosophy of 'padartha'-a term 
indicating a thing (artha) to which a word (pada) 
refers Le., a referent. They accepted the theory 
that words occasionally refer to individuals 
(vyakti) and sometimes to universals (akrti, 
jati) and also recognised metaphoric tran~fer 
(lak~a(la) of meaning. cf. J.F. Stall, 'Sanskrit 
Philosophy of Language', Current Trends in Linguistics, 5 
( 1969j pp. 509-



context, the intonation, the stress even the pure 

2 
sound of an utteance. However, unlike Bhartrhiri, . 
Anandavardhana was concerned primarily with poetic 

language, not speech activity and with the suggestion 

of elements in poetry that possess aesthetic value. 

designating the term dhvani to his theory of poetic 

suggestion, he maintains that it is a term borrowed 

directly from the grammarians. As K. Kunjunni Raja 

16 

says "just as the grammarians' dhvani (sounds of utterances) 

reveals the sphota (integrallinguisticsign), good poetry 

(sound and literal sense) reveals a suggested sense 

w h i c h h as a n a e s the t i c v a 1 u e ( K • K u n j u n n i R a j a 1 9 6 3 : 28 3 ) . 
... 
Anandavardhana goes on to say that the ideas exhibited 

by poetry are of two kinds - literal (vacya) and implied 

0 r s ym b 01 i c ( p rat i yam an a ) • It is the latter which 

transcends the parameters of the expressed and suggests 

a quality understood only by sahrdaya-s or men of 

taste and learning, and in so doing it constitutes the soul 

of poetry: "Kavyasyatma dhvanih" (Dhvanyaloka I.1: 2). 

2 cf. Dr. Ramarajan Mukherji who believes that this 
doctrine "derives its inspiration from the works 
of grammarians, the chief among whom is Bhartrhari, 
and their semi-philosophical speculations on 
speech: in its eagerness to show that it is an 
old theory, it seeks the protection of the grammarians' 
authority by asserting that it is based on the 
a n a l o g y o f the theory o f s ph o t a . " Li t era r y C r it i c ism 
in Ancient India (Calcutta . Sanskrit Pustak 
Bhandar, 1966) p.385. 
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The formulaU on of dhvani as the 'soul', the 

very self, of poetry has its germs 1n the theory of 

J:E_QE r e a 1 i s a U on -:- " a p r o f o u n d 1 y p s y c h o 1 o g i c a 1 an a 1 y s i s 

of the poetic context" (Krishna Chaitanya 1965 : 118) 

-propounded by the ancient sage Bharata in the Natyasaslra. 

He postulates the inefficacy of mere 'naming' or propo-

sitional statements for communicating or evoking 

a mood or a feeling(~~~). The emotion can be elicited 

only through a system of objective correlatives, to 

borrow a term from Eliot, which are essentially identical 

wit h the con t ex t o f s t i m u 1 i i n 1 i f e . . The basi c i mp l i c a-

ti ons of Bharata' s pronouncement : "Vi bhavanubhavavya-

bhicarisamyogad rasanispattih" (Natyasastra VI 82) 

can be translated as the aesthetic emotion which ensues 

·following a combination of the "prime stimuli, their 

congruent behavioural features and the transient 

but ancillary emotional reaction they evoke" (Krishna 

Chai tanya 1965 : 3) to activate that sentiment. Expressed 

more simply, it (Tleans that rasa realisation occurs 

when the 1;thayibhava (permanent or dominant emotion) 

unites ~ith the Yibhiva-s (the mainsprings of emotion 

like the hero or heroine or causes such as spring etc.), 

'Anubhava-s (external manifestations of emotions 

such as glances, gestures etc.), and the Vyabhidiri-s 

(evanescent accessory moods which assist the evocation 

of rasa). Eight ~thiyibhava-s and their corresponding 

rasa-s have been enumerated by Bharata. These are: 



Rati (love) 

Soka (grief) 

Krodha (anger) 

Ut saha (energy) 

Bhaya (fear) 

H a sa ( h urn our ) 

Jugupsa (disgust) 

Vi sm a y a (wonder) 

~£ngara (the erotic) 

Kar0na (the pathetic) 

Raudra (the furious) 

Vira (the heroic) 

18 

Bhayanak (the terrible) 

Hasya (the comic) 

B~bhatsa (the loathsome) 

Ad~uta (the marvellous ) 

Later theorists, among them Udbhat~a, recognize a 
, 

ninth rasa - ga n t a ( t he t ran qui 1 ) - with its corresponding 

~thayibhava, tiirveda (detachment). While Bharata 

used the term 'nisapattih' to denote the emergence 

of rasa as the outcome of the creative organisation 

of the primary and the ancillary stimuli, Anandavardhana 

preferred the term to COnnote 1 abhivyakti I (manifestation) 

insofar as it evoked a latent response in the reader. 

It followed, according to him, that the relationship 

which accrued between the Vibhava and the rasa stood 

in the relation of suggestor (vyaiijaka) and suggested 

(vyangya) in that poetic transfer cannot be mediated 

through propositional statements but emanates from 

a creatively organised complex of stimuli. It is 

this power of suggestion (dhvani) which energises 

poetry. Prof. A.K. Warder aptly remarks that "Anandavardhana 

has generalized the Natyasastra method of presentation 

to apply to all the elements in literature" (A.K. 

Warder 1978 33). Abhinavagupta, too, supports 

the theory of rasa realisation through suggestion. 
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K. Kunjunni Raja writes, "According to him (Abhinavagupta), 

the sthayibhava-s as well as the fleeting vyabhicari-s 

as well as the fl~eting vyabhicari-s, are dormant 

i n t he m i n d s o f t he s pe c t at or s a n d a r e r o use d b y t h e 

stimulus of the vibhava-s etc., and reach the state 

of rasa. He says that rasa is suggested by the power 

of vyanjana and that rasa realisation is not indescribable" 

(K. Kunjunni Raja 1963 : 288). 

In essence, the doctrine of dhvani perceives 

a discontinuous transition from the concret~, material 

.elements in poetry to the intangible and insubstantial 

something analogous to a 'quantal Leap' (Krishna 

Chaitanya 1965 120). In the context of poetry it 

implies that the poetic fabric is a linguistic construc­

tion made up of phonetic entities words (sabda), 

possessing semantic density (artha) and is circumscribed 

by t he 1 a w s r e g u 1 a t i n g t he c om m u n i c a ti o n o f me a n i n g . 

T o t h i s s y n t a c t i c a n d s em ant i c f r am e w or k i s e x t end e d 

the key concept of a 'Quanta! leap' whereby an extraordi­

nary peception-which overreaches the means ordinarily 

available to language lS introduced. T. S . E l i o t comes 

close to expressing the point of view of the Dhvani 

theorists when he says "Words are perhaps the hardest 

of all materials of art: for they must be used to express 

both visual beauty nd beauty of sound as well as communi­

cating a grammatical statement" (T.S. Eliot 1932: 300). 

While not underrating the importan~e of suggestion he 

concludes that "suggestiveness is the aura around 
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a bright clear centre, but you cannot have the brightness 

alone" (T.S. Eliot 1932: 300). The Dhvani theorists, 

too, believe that the aura of words cannot be evoked 

in isolation from their core of meaning, that a poem 

should transcend semantic meaning and not destroy 

it in the leap towards poetic meaning. For, after 

all, the vyangyartha (suggested meaning) is the dhvani 

(overtone) of the vacya (expressed), not an annihilation 

0 f it. 

Taking the Dhvani Siddhanta as a yardstick for the 

qualitative determination of poetical compositions, 

poetry is classed into three categories in the third 

chapter of the Dhvanyaloka: 

(i) Dhvani Kavya 

(ii) GunibhTitavyarigya Kavya 

(iii) Citra Kavya 

The first, where the suggested sense predominates 

and supersedes the expressed, is superlative suggestive 

poet r y ( D h van y al o k a I I I . 4 0 : 2 3 6 ) . T h e second , where 

the suggested sense subserves the expressed sense, 

is inferior to the first and therefore called poetry 

of subordinated suggestion (Dhvanyaloka III.34 : 224). 

Poetry totally devoid of any vestige of suggestion 

and appealing primarily by virtue of its idiosyncratic 

turn of phrase (vaicitrya) comes next, and hence is 

styled, 

poetry 

rather pejoratively, 

(Dhvanyaloka 11I.41 

citra kavya or pictorial 

244). Anandavardhana 

summarily dismisses as inferior that poetry which 
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displays a diminished resonance or a total lack of 

. t 3 1 d th 1 . However , to pre c u e · e charge of being too 

theoretical or of doing gross injustice to accepted 

principles, he evolved a scheme. designed to accomodate 

the inherited norms of exegesis such as rasa, guna-

dti, alamkara, etc., in a comprehensive system by 

means of a detailed taxonomy of the idea of suggestion. 

Accordingly, true poetry or dhvani-kavya 

is divided into two broad categories, namely: 

(1) Avivaksita-vacya Dhvani 

(ii) Vivak~itinyapara-vacya Dhvani 

(Dhvanyiloka III 205) 

()..>llbl)1 g;>~~~ first is alternatively called Laksanamula, based . . 
J)IS~ 

M<ll) as it is on the lak~a~a where the literal meaning is 

rendered subservient to the metaphorical connotation. 

The motive behind all intentional metaphors is subsumed 

within this category. It is further subdivided into 

two: ( i) At yantati raskrta-vacy a· where the literal 

meaning (abhidha) is totally disregarded, and 

(ii) Arthanatarasamkramita-vacya- where a transfer of 

the literal sense occurs. The latter is coincidental 

with what Empson calls the pregnant use of words (W. 

Empson 1952 3 51 ) • It consists of the enhanced or 

the diminished use of the normal sense so as to produce 

a suggestion of praise or blame. i\nandavardhana exemplifies 

J Eliot would seem to concur with 
when he disparages stated meaning 
nice meat for the house dog" that 
burglar is always provided with". 
Use of Poetry and the Use of Criticism 
& r a be r' 1 9 3 3) ' p. 1 51 • .._j), =~; 

t' M g;t. 

Anandavardhana 
as a "bit of 

"the imanigary 
cf. his The 

(London : Faber 
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this type of dhvani with the following example 

"Ravikirananugrhitani b ha vant i kamalani kamalani" 

(Only when favoured by the rays of the sun are lotuses lotuses) 

(Dhvanyaloka 11.1 : 38) 

Here the logical sense of the word 'kamalani' brings 

with it all the feeling and tones associated with 

it. This kind of poetic transfer, S.K. De avers, is 

"at the root of metaphorical expression generally, 

the importance of which both the alamkara and. rTti 

schools amply recognized and industriously examined, 

and which Dandin specifically included in the samidhi-

guna, and Vimana treated under the special figure 

vakrokti. As such, therefore, it could not be very 

we 11 i g nor e d , and by i n c 1 u d i n g i t , a s the D h v a n i - t he .r o r i s t s 
'\,;" 

· did, in one of the principal divisions of good poetry, 

they rightly assigned to it a prominent place in the 

new system" ( S. K. De 1960 : 160). 

The second division of suggestive poetry 

Vivaksitanyapara-vacya is based on denotation 

or abhidha and as such is also called abhidhamiJla. 

Here, while the expressed sense is intended, it eventually 

resolves itself into the unexpressed, and encompasses 

the realization of rasa. This division is categorised 

still further into (i) Samlak!ilyakrama-vyangya Dhvani 

which comprises compositions where some idea, bhava 

or rasa is suggested not immediately after the compre-

hension of the primary sense, but slowly and by stages 

which are easily discernible; (ii) Asamlak~yakrama-

'. vy angya Dh va ni where the denoted sense actuates the 
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cognition of the suggested sense through an imperceptible 

process. The latter is also called Rasa-dhvani as 

the concept of rasa is completely merged with it, 

and the vyafigyartha, "generally constitutes a represen-

tat ion of the v ibhav a-s, anubhav a-s and v y abhicar i-s" 

(A. Sankaran 1973 : 73). Abhinavagupta mentions three 

different psychological stages in the realisation 

of rasa "The first stage involves the cogni.tion 

of the forr•oal or intellectual elements of the poem, 

and servHs as a means to the second. The second stage 

consists of the idealization of thlngs in poetry or 

dram a by the power o f i magi nat ion in the read e r o r 

the spectator. The third stage can be marked as a 

climax of the inexpressible affective (emotional) 

·condition of the reader or spectator" (G.S. Huparikar 

1948 525). With the blending of the intellectual, 

imaginative and emotional elements of a poem into 

one predominant emotion, the sthayibhava of the reader 

or spectator is awakened and r.asa is manifested as 

a unity in the heart leaving no trace of the constituent 

elements. This is not to deny the existence of a process 

involved in this perception - the collocation of the 

causal stimuli demands a process but to say that 

the quickness of the process makes it impossible to 

register and that it is not unlike the process the 

pi e r c i n g o f a llu n d red 1 o t us 1 e a v e s p 1 a c e d o n e on t o p 

of another entails. 
,,, 

Samlak~yakrama-vya~gya Dh van i 

suggestion of matter, vastu-dhvani and 

includes:~ 

suggesti ol 
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of figures, Alamkara-dhvani, based on the power of 

the word (sabdasaktimula) and its meaning (arthasaktimula) 

respectively. The former precludes the use of synonyms 

to replace the actual words used to effect suggestion, 

while the latter emphasises the relevance of contextual 

factors and the socio-cultural backdrop in eliciting 

suggestion. Dhvani which stems from both at the same 

time is termed Ubhayasaktimula. Vastu-dhvani has 

been further divided into three (i) Svatah-sambhavi, 

wherein the idea suggested by the primary sense of 

the word is naturally possible; (ii) Kavi-praudhokti-

siddha, where it exists only in the imagination of 

the poet speaking in the first person; and (iii) Kavi-

nibaddha-praudhokti-siddha, where it exists only 

in the imaginative world of the character invented 

by the poet. K. Kr ishnamoorthy thinks these to correspond 

with T.S. Eliot's 'Three Voices of Poetry' which are 

lyric, epic and poetic drama. 4 From the standpoint 

of the vyanjaka-s or indicators of suggestion, samlak9yakrama­

vya:lgya could be classed as revealed by a word or pada-

prakasya, and as revealed by the whole sentence, vakya-

prakasya. On the other hand, asamlak~yakrama-vyangya 

4 cf. T.S. Eliot, "The first is the voice of the poet 
talking to himself or nobody. The second is the 
voice of the pact addressing an audience, whether 
large or small. The third is the voice of the poet 
when he attempts to create a dram at i c character 
speaking in verse; when he is saying, not what 
he would say in his own person, but only what he 
can say within the limits of one imaginary character 
addressing another imaginary character", in a 
in a lecture entitled 'The Three Voices of Poetry, 
as quoted by K. Krishnamoorthy in Essays in Sanskrit 
C r it i c i s m ( Dh a r war : K a rna t a k U n i v • P r e s s , 1 9 6 4 ) , p . 2 7 5 . 
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can be said to originate from isolated sounds, words or 

parts of words, sentences, stucture or even the whole 

poem (samgathana) itself. 

What emerges ultimately is a triune classifi­

cation of the suggested sense in that it may be an 

idea or a matter - vastu-dhvani, or it may be a poetic 

figure of speech alamkara-dhvani, or it may be a 

mood or a feeling- rasa-dhvani. In the first, a distinct 

thought or subject is suggested; the second constitutes 

s om e t h in g i m a g i n a t i v e n o t f a c t u a l ; a n d l he t hi r d i s 

when an inexpressible but suggestible mood or fe~ling 

is the principal element. Abhinavagupta indicates 

that this doctrine was sanctioned by Anandavardhana 

in his vrtti (exposition) and not taught in the karika- s 

of the Dhvanikara. Such a classification of the implicit 

sense demonstrates the Dhvani theorists' recognition 

of the fact that poetry may consist of a fact, imagination 

or feeling as a dominant implicit factor, the external 

manifestation being a corollary to it. However, 

Anandavardhana accords the greatest significance 

to the emotional mood in poetry even at the expense 

of the imaginative or the realistic, his aim being 

not only to establish the doctrine of suggestion but 

also to harmonize it with the theory of aesthetic 

emotion (rasa). This synthesis is completed by Abhinavagupta 

who affirms the supremacy of rasa and at the same time 

c o u n t e r a c t s a n y i mp e d i me n t s p o sed by t h e o t her c at ego r i e s 

of dhvani (i.e. vastu and a1amk'§'ra) by maintaining 

that these u 1 t i ma t e 1 y res o 1 v e them s e 1 v e s in the real i ~ a ti on 
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of rasa. Thus rasa becomes the quintessential factor 

in poetry and dhvani the instrument for its evocation. 

A significant conceptual extension is the enlargement 

of the term 'artha' or meaning to accomodate a-Il the 

ramifications of a poem. John Brough maintains that 

"In accordance with the grammarians' views on the 

unity of the sentence-meaning, the dhvani-theory 

to a large extent ope~ates in terms of larger unities 

and no individual words. At the same time it is possible 

from another point of view to indicate that the operative 

factor in producing the overtones of the implied meaning 

may on occasion be a single word or phrase" (John Brough 

.1972 : 422). 

The revolution brought about in the semantic 

system by the formulation of the Dhvani Siddhanta 

has provoked grammarians and epistemologists to question 

its raison d'etre, that is to say, its authenticity 

and necessity as a new exegetical principle. Their 

contention was that the existing principles of semantic 

construction were sufficient to explain the phenomenon 

of suggestion, and that it (dhvani) could easily be 

subsumed within the confines of denotation (abhidha) 

or import (tatparya) or indication (lak~aQa) or inference 

-(a numana) . Anandavardhana, however, anticipates 

these oppositions and effectively counters them. 

To begin with abhidha, the Mrmi~saka-s 

of the fTabhakara School insist that it is the primary 

meaning (mukhya artha) and is explained by the convention 

(samketa) established by collective usage (vyavahara). 
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If at all dhvani exists, if falls within the purview 

of the abhidha and can be regarded as a long-term action 

(dirgha vyapara) of the denotative power. 5 The dhvani 

theorists refute this charge saying that the denoted 

sense brings mere cognition, exhausting itself with 

the expression of the literal. Knowledge of grammar 

is insufficient to grasp the suggestiveness that emanates 

from a creatively organised context and gives rise 

to rasa. F o r i n s t an c e , a c co r d i n g t o t he l o g i c a nd 

rationality of a workaday world, a clock cannot be 

made i n t o a n ide o g r am o f t he per s is t en c e o f m em o r y , 

but confronted with the creative genius of a Salvador 

Dali, it can be and is. 

Unable to assimilate sugg~es t ion within 

the parameters of denotation, an attempt was made 

to see if it could be absorbed by indication (lak~ana) 

by Alamkarika-s like Mukulabhatta. He defines laksana 

in such a way as to include all the connotations of 

the expressed sense, dhvani notwithstanding, within 

i t . L a k s a n a i s b as e d o n a nd i s a n e x t en s i on o f t he 

primary sense with the result that the nomenclature 

'abhidhapuccha' (tail of the primary sense) is often 

appended to it. According to K. Kunjunni Raja, "Anandavardhana 

says that lak?aria operates only when there is inconsistency 

of the primary sense and that its function is exhausted 

5 For a detailed discussion see K. Kunjunni Raja Indian 
Theories. of Meaning (The Adyar Library Research 
Centre, 1963); Krishna Chaitanya,Sanskrit Poetics : 
A Critical and Com arative Stud (Bombay Asia 
Publishing House, 1965 ; and R.S. Tiwary, A Critical 
A roach to Classical Indian Poetics (Varanasi 
Chaukhamba Orientalia, 1984 



28 

when this inconsistency is removed by resorting to 

the secondary meaning which is related to the primary 

sense. The motive element which prompted the use 

of the metaphor cannot be explained by lak~a~i itself 

(K. Kunjunni Raja 1965 2 97). Dhvani, conversely, 

is dependent on suggestion and operates even in the 

absence of the expressed sense. Furthermore, it is 

determined by contextual features, intonation, stress 

etc., unlike the lak~a~a and abhidha which are independent. 

Thus the emotive element in poetry cannot be circumscribed 

by the ex p r e s s i v e or the met a ph or i c a l senses . F o.r 

instance, in the classical example 'gangayam gho!?a~' 

(The hamlet on the Ganges) the primary sense of the 

word 'Ganges' is discarded in favour of the metaphorical 

which indicates that what is intended is actually 
. 6 

the bank o f t he Ga n g e s • With the power of lak?a~a 

6 The author of Kivyapraki§a, Mamma~a, also maintains 
that the process of imposed implication falls within 
the purview of lak~aoa (indication). Accordingly, 
he analyses the expression 'gangayam gho~al;.l' as 
one where the primary meaning of 'Ganga' is the 
river itself and hence incompatible with the posited 
meaning, which is, 'The hamlet on the bank of the 
Ganges'. With the primary meaning thus thwarted, 
the secondary meaning comes into play implying 
the ~ense of 'the bank' which on the basis of close 
proximity to the river is in affinity with the 
primary sense of the river. This affinity proceeds 
on the basis of the purpose of indicating those 
properties of 'sanctity' and peace which could 
not be expressed by a more explicit expression 
as 'gangatate gho~a~' (The hamlet on the bank of 
the Ganges). lhe implication here is indirect 
and imposed arising from the incompatibility of 
the primary meaning with the one intended. cf. 
Kavyapraka§a, trans. Ganganatha Jha (Allahabad 
The Indian Press Ltd., 1925), pp.17-18. 
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t h us ex h au s t e d, t he o v e r tones of s e r en i t y and pi e t y 

suggested by the statment fall within the domain of 

Dhvani. 

Tatparyavrtti, postulated to explain the 

verbal comprehension arising from a sentence, is also 

put forward to challenge the concept of Dhvani. The 

- -Mimamsaka-s contend that the primary sense which is 

realized first is also the means for the cognition 

of subsequently realized meaning. This power, styled 

purport, while not constituting the sense of the words, 

is integral to the revelation of the meaning of a 

sentence as a whole. And so, if a meaning other than 

the expressed erne r ges it need not necessar (ly be suggested. 

The Dhvani theorists reject this contention saying 

· that tatparyavrtti is a grammatical category and as 

such can only indicate within a logical or causal 

nexus, even if it is multi-faceted. The affinities 

and implications which a suggested poetic meaning 

is capable of is beyond its application. 

By far the most formidable opposition 

came from t he N a i yay i k a-s · who a r b it r a r i 1 y r e j e c t the 

suggested power of words. According to them, the vyangyartha 

is in reality the inference from the primary and secondary 

meanings of a word and not an alien entity. Mahimabhatta . . 
claimed that the extension of the inferential process 

was adequate to explain the suggested, as a sequence 

both temporal and experiential was discernible between 

the expressed and the suggested sense. While not 

denying the existence of a process, Anandavardhana argued 
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for the validity of intuition, averring that in literature 

an invariable relation between the primary and the 

suggested sense did not naturally follow. Presenting 

the analogy of the lamp revealing the pot, he maintains 

that intuition mediates in the transition from the 

expressed to the inexpressed and it is unlike the 

phased progression of inferential and analogous processes. 

In the u lt i rna t e an a 1 y s 1 s i t i s seen t hat 

the power of resonance or suggestion surpasses mere 

causality, ascribing a much 

to the suggestibility of words. 

greater significance 

De.spite the frontal 

a s sa u 1 t ·, " t h e cent r a 1 c or e o f 0 h v a n i , p r a ti yam an a t a 

or suggestibility, remained intact by and large" (R.S. 

Tiwary 1984: 247). Krishna Chaitanya has. the last word 

when he says that " •.. by steadily resisting the claim 

that denotational meaning is the physical cause (karaka­

hetu) or logical cause (jnapaka-hetu) of poetic rea.ction 

the Dhvani theory emphasizes that in poetic communion 

sensibility is the indispensable basic requirement" 

(Krishna Chaitan.ya 1965: 131). 
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2.2. TH£ ALAMKARA SIDDHANTA 

The awareness that all language is essentially metaphoric 

and the language of literature doubly so, is central 

to the theory of Alamkara as conceived by such rhetoricians 

and thinkers as Bhamah , Dandin, Udbhatta and Rudrata. 

As a literary theory, the notion of Alamkara stemmed 

from their realisation of the fact that poetic language 

is fundamentally distinct not only from everyday speech 

(varta), but also from the language of science (sastra) 

and resulted in their analysis of Kavya, an essentially 

indivisible sahitya, into sabda and artha for the 

postulation of their aesthetic canons and the genesis 

of semantic investigation. K. Krishnamoorthy maintains 

that the nomenclature ascribed to the science of criticism 

in India is either Sahitya Sastra or Alamkara Sastra 

where the word 'sahitya' "emphasises the indissoluble 

unity of form and content in literature, the word 

'alamkara' (beauty) indicates the subject of inquiry." 

(K. Krishnamoorthy 1964: 20). Theorists have tended 

to denigrate the principle of alamkara by their identi­

fication of it as any trope or figure of speech and 

thereby equating it with the extraneous nature of 

all embellishment. In other words, Alamkara-s (in 

the narrow sense 

or metaphor) were 

of a 

nice 

figure of 

but not 

speech like rupaka 

necessary. Bhamah 

and Dandin, with their insistence on the widest possible 

application of the term so as to be inclusive of both 

embellishment and emotion, did much to dispel this 
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erroneous notion. They held that alamkara was not 

a superimposed embellishment of poetry but its integral 

component - atman. 

It followed, then, that Bhamah, 's definition 

of kavya in the Kavyalamkara as the fusion of expression 

and meaning - sabd~rthau sahitau kivyam - is extended 

to accomodate the principle of alamkara or beauty 

as intrinsic to lit'erature, itself consisting of a 

departure from normal expression. (Kavyalamkara !.16:6). 

Deviance or vakrata becomes the essence of all accepted 

ala~kira~s and is reinforced by the use of such figures 
) 

of speech as simile, upama, and metaphor, rupaka, which 
/ I 

e ntai 1 comparison and identification by transfer 

of meaning, respectively. Bhamah __ also includes such 

figures like fancy-utpreksha, circumlocution- paryayokta, 

contrast vyati reka, and exaggeration-atisayokti 

as expedient, if not absolutely necessary, for the 

purpose of defamiliarizing the language of literature. 

However, as A.t<. Warder says, "Bhamah 's alarhkara-s 

are not all figures of speech or of expression in any 

strict sense. On the contrary, many of them have to 

do only with the meaning, the subject matter, not 

with the expression except in the sense that it gives 

e f f e c t i v e e x p re s s i on t o t he m e a n i n g . " ( A • K • W a r de r 

1978: 30). And thus, his twofold classification of 

'ornamen~' into sabdalarhkara and. athalamkara, provides 

the semantic framework wherein interaction between 

various elements and their context takes place. Dandin's 
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division of all literary expression ukU into 

svabhavokti (conventional r e f e r en c e) · and vakrokt_i 

(non-conventional or deviant reference), is a similar 

investigation of lhe constitution of figurative language. 

The further division of vakrokti into kavisamyak (non-

literal reference) and ala~karik (figurative reference) 

presupposes the referential nature of all language, 

especially literary language, whose referents often 

go beyond normal denotation to connote a reality beyond 

exprssion. And so, the nature of metaphoric language 

capable of conveying largely inexpressible reality 

which is epistemologically denied, became the crux 

of the speculations of logicians, philosophers and 

the alarflkarists. 

Based on the assumption that literary meaning 

is always implicit and indirectly expressed, the theory 

of alamkara is primarily an endeavour to explicate 

the processes through which literary expression is 

interpreted. Integral to this process of interpretation 

is the theory of laksana or upcara which is a method . . 
of perceiving the unknown through the known, the former 

curiously related to the latter. In other words, 

this theory is concerned chiefly with isolating the 

referents of metaphoric language by seeking paradigms 

of variations in what is said or expressed by a given 

word. Lak~aQa or the transfer of meaning from the 

primary referent to a secondary, more significant 

referent, then, according to S.K. De "lies at the 
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root of figures like metaphor and of the metaphorical 

mode generally, which consists of the fancied transference 

of the qualities or action of one object to another." 

( S. K • De 1 9 6 0 : 1 4 8 ) • Theorists stress the importance 

of the relation that ensues,following the juxtaposition 

of two incompatible terms in the same expression, 

between the two terms. The metaphoric meaning is 

the result of this connection between the two terms, 

the combination of which otherwise constitutes a break 

with the normal logic of language or;thought. In this 

connection, K. Kunjunni Raja mentions Gautama, a Nai,./}'ayika, 

who in his NyayasOtra stresses the importance of the 

relations between the primary and secondary referents 

and enumerates ten such relations: ( 1 ) Association, 

( 2) Location, ( 3) Purpose, (4) Behaviour, ( 5) Measure, 

(6) Weighing, (7) Proximity, ( 8) Inherent connection, 

( 9 ) Cause and ( 1 0) Prominence. 1 In the Mahabhas~a 

too, we find Patanjali discussing the transfer of 

meaning and presenting location, association, proximity 

and quality as the four relations which are 

found to exist between the expressed and the implied 

1 
K. Kunjunni Raja discusses with classical examples 
the different relations enumerated by Gautama, 
in the section on '...!:_~k~aQa' in his Indian Th.eories 
of meaning, (The Adyar Library and Research Centre, 
1963),pp.233-234. 
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referent 2. Being grammarians, both Gautam and Patanjali 

maintain that metaphoric expression is a consequence 

of unconventionally used grammatical categories. 

On the other hand, Jaimini of the Mimarn_§__§_ 

school, enumerates six bases for figurative description 

assisting the exegetical process. These are explained 

as : (i) Tatsiddhi or accomplishment of purpose, (ii) 

Jati or same origin, (iii) Sarupya or similarity, (iv) 

Prasamsa or praise , (v) Bhuma or preponderance and 

(vi) Lingasamavaya or the presence of the indicative 

sign. Mukulabhatta quotes Bhart;-ha-ri as_ having delineated 

five relations: (i) Abhidheya-sambandh or indirect 

relation (ii) Sad~~ya or similarity (iii) Samavaya 

or association such as proximity, (iv) VaiparTtya 

or contradiction or opposition, (v) Kriyayoga or association 

of action. What emerges ultimately is the fact that 

in the transfer of meaning the relationship between 

the expressed and the implied can be narrowed down 

to two categories: (I) those based on similarity 

and (2) relations other than similarity. The transfer 

based on the former has been termed g au':li. vrt ti, 

and the latter, lak~al)a, the reference being to overt 

and covert transactions between the primary and significative 

c a p a c it y o f w or d s • W i t h r e g a r d g au ~i v !' t t i o r q u a 1 it a ti v e 

t r a n s f e r , t he M I rna 1!1 s a k a - s a r e o f t he v i e w t h a t s i m i l a r i t y 

between the primary and secondary referent is the 

2 For reference to the Nyayasutra and Mahabhasya 
se_e .~ad.9a~fla.na .§~ct~J! Sa_ngr~.l:la by Sw~mi D_w-arika~as 
5ast ttt ~: -~ e(j~_,;;-,-,( S(tCJf.il.;.~>PDaRii1isfi·in 1 :Vera has i 198 4 )' J 
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operative factor. That is to say that the significative 

power inherent i n a word ex i s t s o n l y w it h r e fer e n c e 

to the primary attribute and subsequent figurative 

or metaphoric meanings are derivative of and dependent 

on this. The Buddhist thinkers, however, disagree 

with the notion of an invariable relation, believing 

as they do in the esssential disjunction between the 

world of reality and the world of language. Maintaining 

that there is no primary referent for a word, they 

say that "each word is applied to its object only 

indirectly by a sort of transfer, or upcara. The 

thing-in-itself (svalak~aQa) cannot be directly denoted 

by a word . It i s on 1 y the menta 1 i rna g e , o r v i k a l p a , 
3 

t h a t 

is denoted by words, and this image is not an objective 

rea 1 i t y , b e in g the neg a t i on o f i t s c o u n t e r- c or r e 1 a t e 

(anyapoha), the exclusion of all things other than 

itself." (K. Kunjunni Raja 1963: 247). The implication 

here is that all language is essentially referential 

and the language of literature more so. Even Kumarila 

Bha~~a, a ~Im;•saka, acknowledges the presence of 

an element of transfer even in ordinary sentences. 

He argues that the Nirudha-lak!?ana or what the west 

style as dead metaphor, which expresses the implied 

sense as if it were the denotation itself, bears testimony 

3 The concept of vikalpa is an anticipation 
of De Saussure's concept of the linguistic 
sign as the union of two elements: a sound 
image or signi fi~nt and a mental construct 
or signifie; and the inseparability of the 
two as the recognition of sounds as linguistic 
u n i t s i s not p o s s i b 1 e w it h o u t a c or r e s p on d i n g 
concept and alternatively the impossibility 
of visualizing concepts independently of 
their physical manifestation. 

,. 
'i 
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to the fact that the workaday language is replete 

with such expressions where connotation has usurped 

the place ascribed to denotation, and treated as a 

conventionalized form in the language. 

The theory of lak~aQa taken as a theory of 

exegesis of metaphoric language, then, tries to "attempt 

to relate two alternative approaches to metaphor 

metaphor as deviant and parasitic upon normal usage .. " 

(A. Ortony 1980: 2). Accordingly, it lays dowri that 

t h e met a ph o r i c t ran s f e r o f me a n i n g i s depend e n t o n 

the perpetration of certain stipulations, and interpre­

tation is possible only after these conditions are 

met. Three such conditions have been given: (1) the 

inapplicability of the primary meaning or the abhidha; 

that is, a disjunction between the context and the 

denoted reality; (2) the existence of some kind of 

relation between the. primary and secondary referents; 

(3) the license accorded to metaphoric expression 

by popular usage; as also the motive justifying the 

transfer of meaning, as when the meaning is said to 

be inconceivable denotatively. These stipulations 

have to be met in order to actuate interaction between 

the expressed and supressed referents, and on the 

basis of· the degree of reciprocity which accrues in 

such interactions, it is possible to distinguish three 

kinds of lakl?ar'a: 

(1) Jahallak~aQi or Jahatsvirthi lak~a~i- occuring 

in the case of collapsed grammatical relations 

resulting in the renunciation of the primary 
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sense in favour of a sense more suited 

to the context. Here the suppression of 

the vacyartha or overt meaning is effected. 

For instance, in a classical example like 

I g an g a y am g h 0 ~ a t) I ( T h e h am 1 e t 0 n t he G a n g e s ) 

makes for non-intelligible syntax until 

the denotation of the term 'Ganges' is 

rejected for its connotation 'the bank 

of the Ganges'. Mammata refers to such 

transfer as Laksanalaksana. . . . . 
(2) Ajahallalak~a~a or Ajahatsvartha lak~a~a 

involves the retention of the primary 

sense to a greater or lesser degree, in 

that modification may consist of specification 

by context , rest r i c t i on by syntax or ext ens i on 

by inclusion of another sense. This 1 s 

exemplified by the instance provided in 

classical literature 'kuntah pravisanti' 

(The lances enter) where by metaphoric 

transfer the word 'kuntah' indicates not 

only the lances but also the men carrying 

them, thereby retaining a certain degree 

of the primary sense. Mammata classifies . 
this transfer as upadanalakl?al)a. 

( 3) Jahadajahallak~a~a - entails the rejection 

of only a part of the primary sense. For 

example, the implication of a sentence 

like 'gramodagdah' (The village is burnt) 

involves the recognition of only part 

of the village as having been burnt. K. 
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Kunjunni Raja believes that this theory 

"is important in all philosophical systems 

which try to discuss the nature of the 

u 1 t i me: t e rea 1 it y which i s beyond r e cog n i t i on • " 

(K. Kunjunni Raja 1963 : 253). 

Apart from these three kinds of li!~~!2a,_ 

some writers indicate a fourth variety 

of lak~at:~a which they term: 

(4) Lak~italaksana recognizes an indirect 

relation between the actual and the assumed. 

And so, the word 'dvirepha' 1 iter ally 

meaning a word having two 'r's' indicates 

'bhramara' or a bee on the basis of t.he 

fact that the latter contains two r's. 

The later Naiyayika-s prefer to include 

it under jahallak9aoa. 

Apart from the four varieties of laksana . . 
discussed above, the Abhidhavrttimatrka of Mukulabhatta . . 
provides a further triune classification of laksana. . . 

, 
Accordingly, a _!ak~al)a is typified as ( i) Suddha or 

pure where the actual referent is clearly distinct 

from the primary; (ii) Saropa when a certain opacity 

imbues the relation between the primary and the secondary 

referent thereby precluding differentiation and resulting 

in the superimposition of one over the other. It is 

the basis of the figure of speech, rupaka, as in the 

often cited example 'mukham chandrah' (The face is 

the moon). And finally, (iii) Sadhyavasana refers 

to the complete primacy attained by that which 1s 

-. 
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super imposed. This is to say that the secondary meaning 

totally obscures the primary. This is exemplified by 

another classical example 'ayam chandrah' (This is 

the moon) when it is uttered in the context of a face. 

Classification of laksana 1s thus seen 

to be dependent on the relationship that accrues between 

the primary and secondary referents, as also on the 

degree of intensity and the degree of distinction 

that prevails between the two. While such a typology 

is essential for tracing the constituents of figurative 

l~nguage, the generation of meaning within the framework 

4 
of a given context involves~according to Dr. K. Kapoor , 

the operation of four cognitive processes. Of these, 

the first entails the recognition of relations between 

the expressed and the implied, and the identification 

of these relations through association and transfer 

- upcara. The second process involves mediation through 

reasoning or arthapatti to explicate the seemingly 

inexplicable. It consists of the reconciliation of 

the author's intention and the denotation of a word 

in metaphoric language. And so, when we say 'pino 

devadattah diva na bhunkte' (The fat Devadatta does 

4 
cf. Kapil Kapoor's article 'Alamkar~ and the Theory of 

Metaphor', forthcoming in Sanskrit Poetics 
and We stern Thought, M.S. Khushwaha, ed., (Luck now 
Lucknow Univ.). Reference may also be made 
to his article 'Metaphor in Sanskrit and English 
Criticism', Journal of Literary Criticism, 
I I , No • 2 ( Decem be r 1 9 8 5 ) , p • 2 9- 4 4 • 
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n o t e a t d u r i n g t he d a y ) , De v a d a t t a ' s o be s i t y and h i s 

not eating during the day seem to be a contradiction 

in terms until the possibility of his eating at night 

becomes manifest. The third process of cognition 

situates transfer of meaning through a phased progression 

of inferential logic- ~~~~ana. The efficacy of ~.!:!umana 

for the identification of metaphorical meaning has 

been postulated by Mahimabhatta, who claimed· that 

t h e i mpl i e d r e fer en t lak~yartha can be cognised 

by the extension of the inferential process from the 

abhidl\a even after it has exhausted its. denotative 

capacity. The fourth process involves purport or 

tatparya-vrtti which refers to the semantic ~organisation 

of words in a proposition, conducive to the generation 

of meaning of the sentence as a whole and not isolated 

meaning of individual words. Mahimabhatta observes 

t h a t "w he n de no t a t i on o f w o r d s a r e c on n e c te (j i' n a c co r d an c e 

with expectancy (a kanksa), compati bi 1 it y (yogyata) 

and proximity ~nnT<i_o_j_) another sense arises, called 

p u r p o r t , w h i c h h a s a d i s t i n c t f o r m a nd w hi c h , w h i 1 e 

not constituting the sense of the words is yet lhe 

sense of the sentence" (Krishna Chaitanya 1965: 123). 

In other words, the primary referent which is realized first 

serves as the means whereby the recognition of the 

imp 1 i e d referent lakes p 1 ace. Bhartrhari's famous . 
example 'kakebhyo dadhi rak~yatam' (Protect the curd 

from the crows) is actually meant to imply the protection 

of curd from all birds and animals and amply illustrates 

the ramifications of the word 'crow·' generated by the notion of 'protection'. 
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The importance of a context wherein lhe 

transfer of meaning and its cognition taken place 

has been e mp has i sed by B h art ~ h a r i . He believes that 

the discussion of the primary and iecondary referents 

of an individual word is meaningless, since sentences 

attain richness only when considered as a whole and 

within the compositional context. Anandavardhana 

ascribes similar significance to the notion of a context 

which is sometimes synonymous with the whole composition 

samghatana 
. . itself. The central insight developed 

in detail by the theory of laksana is thus based on 

the distinction between the primary and secondary 

meanings of words and sentences. A word may have several 

primary meanings ascertaining its utility in different 

types of contexts. Simultaneously it has secondary 

meanings, in that it evokes associations by virtue 

of its connection to certain types of objects, events, 

situations or linguistic frames. Like the primary 

meaning, it attaches to the word and can be disc~rnible 

to a sahrdaya or a competent speaker of the language 

with the requisite literary sensibility. Ordinary 

language is thus seen to be transparent, as the attention 

is focussed on the goal it is used to attain and not 

on the linguistic means. Literary language, on the 

other hand, differs by making use of secondary meanings 

and allowing connotation to come into play by employing 

primary meanings not required by the context. The 

theory of lakf?at;~a provides the technique necessary 

for explicating such meaning. 
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.. 
2.3. THE VAKROKTI SIDDHANTA 

The preoccupation with the need to specify 

::lnd differentiate literary language from the modes 

of ordinary language led to the formulation of another 

linguistic theory which placed the locus of literariness 

in the language of literature, namely, the concept 

of Vakrokti. While there is uncertainty as to who 

is the actual proponent of the Vakrokti Siddhanta, 

credit for first identifying and elucidating it appertains 

to Bhamah, who maintained that beau~y (alamk~ra) in 

literature consisted in a kind of deviation from the 

commonplace utterance. (Kavyalarhkara 11.85:46). Prof. A. 

Sankaran believes that "it was probably inspired by 

Bhamah. who regarded it an essential element in the 

make-up of all alamkara-s and by Dandin who classified 

all poetic language into svabhavokti and v.akrokti" 

(A. Sankaran 1973:129-130). However, it is only 

with the emergence of Acharya Kuntaka on the literary 

scene in the lith Century A.D., that the concept of 

vakrokti 1 iter a 11 y 1 arched speech 1 was elevated 

t o t he s tat u 9 of a f u 1 1- f 1 edged p r i n ci p l e o f p o e ti c 

assessment in his work- the Vakrokti-jivita. 

T a k i n g his cue from B h am a h .· , K u n t aka de f i n e s 

''V.aikrokti as an utterance characterized by wit and 

ingenuity. In other words, his formulation postulates 

vakrokti as the essence- jivita- of poetry, the implication 

being an unusual or charming (vicitra) mode of expression 

which is deviant from and surpasses the commonplace 
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and the t r i t e. This deviaUon from the norm Jn the 

moder of expression foregrounds the language of poetry 

j n glaring contrast to customary speech and imparts 

a certain outstanding quality (vaicitrya or vicchitti) 

which is the vakratva or vakrabhava underlying all 

poetic speech. Implicit in the definition is the 

implication that this uniqueness of expression applies 

t o bot h w or d and ni e a n i n g . To quote Dr. R.S. Tiwary 

"Just as Bhamah; had defined ~vya as a co-existence 

of word and meaning and had further elucidated himself 

by adding that kavya is distinct from varta which 

is mere statement of fact, so also Kuntaka·.! defines 

kavya as a charming co-existence of word and meaning, 

characterized by ingenious turns of speech and capable 

0 f p r 0 d U C i n g de 1 i g h t i n t he he a r t S 0 f t he ~a h r d ax~- S II 

(R.S. Tiwary 1984: 252). Indicated here is a difference 

not only in the method of the sciences and the scriptures, 

but also between what S.K. D~ calls the 'naturalistic' 

and artistic' modes of expression (S.K. De 1960 : 185) 

Ultimately, vakrokti j s the resultant product of the 

concepti on (pratibha) of the poet or his ski 11 (kausala) 
-----

or an act of i rna gina ion on his part which is termed 

kavi-vyapara or kavi-karman. 

This process of divergence from the accepted 

modes of. expression is not unlike the function assigned 

to language by the Russian Formalist - that of defami-

liarizing or making strange (T. Hawkes 1985 (, 1 ) • 

Furthermore, the comprehensive and almost scientific 
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classification of principles whereby literariness 

may be recognized 

a nd m a nne r s o f 

and distinguished from other 'modes 

linguistic communication, entitles 

Vakrokti to be classed as a Formalist Discipline. 

For a clear-cut and systematic extrapolation of the 

principles underlying this theory, Kuntaka, according 

to Prof. A.K. Warder "takes from linguistics the analysis 

of speech into a series of levels, of which he finds 

six : the phonetic, lexical, grammatical, sentential, 

contextual and compositional" (A.K. Warder~. 1978:33). 

These six levels have been identified and described 

by K u n t aka i n C h apt e r I , k a r i k a- s 1 8- 2 2 o f h is Va k r o k ti -j_f~l_~~ 

(K. Krishnamoorthy 1977:26-38). Each level deals 

with particular kinds of deviation of speech and covers 

·a"lmost the entire gamut of poetic art. An in-depth 

study of the various levels reveals that: 

(I) Var~a-vinyasa-vakrata, the phonetic level, deals 

with such lit~rary devices as alliteration and rhyme 

used as tools for defamiliarizing language, and 

corresponds to the sabdalamkara-s of Bhamah .• 

(II) Pada-purvardha-vakrata, lexical deviation, 

covers the selective use of words from a vast repertoire 

to effect a novel presentation. 

(III) Pada-parardha-vakrata or deviation~at the 

grammatical level, encompasses the idiosyncracies 

of syntax, such ai the reversal of the ontological 

order, the calculated use of grammatical alternatives, 

unusual application of tense, number and other factors • 

which shift the emphasis on some aspect of the subject 

matter. 
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( IV) Vakya-vakrala or sentential divergence accounts 

for the effects that ensue from the metaphoric twist 

given to the language, the uniqueness not only of 

the terms j u x tap o sed w i t h i n a sentence but a 1 so o f 

the relation between them. It is coincidental with 

Bhamah ·'s arth~la~kira insofar the latter is strictly 

a figure of speech or a mode of expression. Prof. 

Warder clarifies this point saying that Kuntaka "rejects 

half the ala~k~ra-s accepted by Bhamah , mostly because 

they are beauties in the subject matter, not in the 

expression." (A.K.Warder 1978: 34). 

(V) Prakarar:a-vakrat~, that is, contextual divergence,. 

occurs due to the unsual delineation of the incidents 

and episodes of the main narrative in a manner conducive 

to the maximal evocation of Rasa. 

(VI) Prabandha-vakrata or the departure from compositional 

norms concerns itself with the manipulation of the 

narrative as a whole which can be effected at various 

levels. Kuntaka holds that a literary work can be 

transformed by manoeuvering the source story in such 

a way as to recast the o r i g i n a 1 rasa i n a d i f f e rent 

mould giving it a new dimension. Similar results 

can also be achieved by curtailing the original story 

nr by terminating it abruptly, or again, it can be 

attained by altering the objective initially proposed 

by the protagonist .and substituting it with one more 

conducive to the generation of the desired rasa. Chal"gef:; 

in the modeE. of ch£,ract.tri?at.,ion a_nd' use· of :te'll'ing 
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or suggestive titles for the literary work also contribute 

to the process of ascribing prominence to literary 

utterance and making it aesthetically aberrant. 

The process of defamiliarization operating 

at various linguistic levels of an utterance is primarily 

employed to counteract the process of habituation 

and discourage stock responses, and ther~by to generate 

a heightened awareness of ardto restructure our ordinary 

perception of re~lity. Kuntaka's endeavour is to 

designate vakrokti as vicitra-abhidha beautiful 

expression - transcending and transmuting the ordinary 

connotations of abhidha, and to accord to it a status 

analogous to that occupied by the Dhvani Siddhanta. 

I n a nut shell , . he p r o p o s e d a t he o r y w hi c h i mp 1 i e s 

that all art exists. in a continuum in which high art 

periodically shifts its boundaries in order to renew 

itself, and that the only constant in this process 

is the sense which literature must always manifest 

- that of being literary. 

Kuntaka's stance, however, betrays the 

derivative nature of the Vakrokti Siddhanta making 

it as A. Sank a ran puts it "new wine in old bottles" 

(A. Sa nka ran 1973:131). It is evident in his recognition 

of the individuality of Dhvani and its contribution 
( 

to aesthetic pleasure (Vakrokti-jivita 1.39:43). 

It is manifest also in his inclusion of suggested 

ideas and suggestive words apart from the primary 

significatory capacity of words and their primary 

senses under vacakasabda and vacyartha which are analogous 
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to vyanj akasabda and vyangyartha ( Va kr ok U- j i vita 

1.8: 13). He also concurs with the dhvanikara's three­

fold classification of the suggested sense into vastu, 

alamkara and rasa dhvani. According to Prof. Warder, 

with regard to subject matter "vastu as opposed to 

expression, Kuntaka also speaks of curvedness, its 

beauties selected by the author and 'imposed' - aharya 

-imaginatively" (A.K. Warder 1978 35). Furthermore, 

Kuntaka's contention that while significative words 

and the i r senses cons t i t u t e the 1 in g u i s t i c me an s en a b 1 i n g 

poetry (kavya-sarira), the dexterous manipulation 

of words and ideas form its embellishment (alamkara), 

reveals a debt to Bhamah . He acknowledges the involvement 

of a kind of atisaya (exaggeration) in vakrokti-vaicitrya. 

·This corresponds to the concept of atisayokti enunciated 

by Bhamah and impli~S a kind of heightened experience 

of depersonalised expression which catalyses the 

evocation of rasa. Taking care not to compromise 

the status quo of vakrokti and merge its identity 

with a mere alamkara, Kuntaka calls it an apurva alamkara 

- an unparalleled metaphor which pervades a literary 

work. However, Kuntaka qualifies the inculcation 

of metaphors saying they are admissible only as poetic 

figures insofar as' they possess the capacity to impart 

a p e c u 1 i a r f e l i c i t y t o u t t e ran c e s . 5 . K . De h o 1 d s 

that Kuntaka "justifies the alarflkara-s as such only 

when it involves the vacitrya, vicchitti or vakratva 

a nd be c om e s a ph a s e o f v a k r o k ti " ( 5 . K • De 1 9 6 0 : 1 8 8 ) • 

It follows then that Kuntaka's bid in ascribing 

prominence to the concept of vakrokti in poetry 
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is to widen the scope of the term and to re-establish the 

principles of the older schools like Dhvani, Rasa 

and Alamkara by incorporating them in certain asepcts 

.· 
of vakrata thereby making it almost synonymous with 

everything that constitutes poetry. 
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2.4. THE APPLICATIONAL MODEL 

Prof. Nagendra in Literary Criticism in 

l!l dj E. i n de n t i f i e s two s t a r t i n g p o i n t i n Sa n s k r i t C r i t i c i s m -

" t he a r t o f poet i c compos i t i on and o f poet i c ex p e r i en c e , " 

(Nagendra 1976:1)· The theories of Alainkara and Vakrokti 

d e a 1 i n g c om p r e hens i v e 1 y w it h t he r h e to r i c a n d g ram ma r 

o f 1 it e r a r y 1 an g u age fa 1 1 wit .h in t he pur v i e w o f the 

art of poetic composition, while the theory of Rasa, 

primarily concerned with the enjoyment of a depersonalised 

and universalised emotion, deals with the analysis 

of poetic experience. It is the Dhvani Siddhanta 

which posits a theory which takes into consideration 

both the art of poetic composition and poetic experience, 

thereby providing the means not only to isolate the 

meaning and significance of a particular literary 

work b u t a 1 so to ide n ti f y t he s pe cia 1 w a y i n w h i c h 

it means, that is, how meaning .is constituted. In 

other words, the principle of Dhvani takes into account 

the syntactic and verbal aspect of the text concerned 

with the textual structure and manner of presentation 

as also with the semantic aspect which is inalienable 

to the interpretative process. With the rel~tively 

c om p r e hens i v e nat u r e o f t he t he o r y o f D h v a n i o r s u g g e s t i o n 

in mind, we have opted to use it as the applicational 

model, supplementing it with certain aspects of the 

concepts of Alarhkara and Vakrokti. 

Originally a term in linguistics where 
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it referred to the sound that revealed the phonological 

identity of the v~rQ~, when apprehended, Dhvani, in 

the hands of Anandavardhana, was reformulated as a theory 

of poetic meaning acclaiming suggestion not only as 

a distinct function of language but also as a principle 

of the highest kind of poetry. With its central preoccu­

pation like ascribing importance to unstated meaning, 

the multi-dimensional nature of poetic meaning, the 

alogical nature of the perception of unstated meaning 

a nd o b j e c t i f i c cti on as the on l y mod e o f p resent in g 

emotion in poetry; the concept of Dhvani assimilates 

the categories of other literary theories like alamkara 

(trope), Vakrokti (deviance), Riti (mode) etc. These, 

then, become the exegetical principles for explicating 

meaning which is immanent and has to be reconstructed. 

Unlike the theory of ~lamkara and Vakrokti, the Dhvani 

Siddhanta does not lay the onus only on rhetorical 

and grammatical devices for generating meaning and 

transforming ordinary language into literary language, 

but takes into account the entire composition or samgat.hana. 

The notion of a samgat.hana_ is inclusive of such factors 

as addresser, addressee, intonction, sentence, expressed 

RS well as metaphorical meaning, 

etc. 

stress, context, 

The fact that Alarftkara (metaphor) is the prime 

mover of suggestion makes pertinent the inclusion 

of this principle in the applicational model. Moreover, 

Anandavardhana 's model recognizes a form of Dhvani 
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or suggestion based on metaphor - LaksaQa-mula dhvani. 

Alternatively termed Avivaksita-vacya dhvani, it 

is operative on the principle of the metaphoric transfer 

o f me ani n g , i • e . , the subs t i t u t i on o f the p r i m a r ·y 

with the secondary meaning. 

of this lak~al)amula dhvani: 

In fact, the sub-divisions 

(i) Atyanta-tiraskrta-

vacya dhvani where the literal meaning is categorically 

rejected, (i i) Arthanatarasamkramita-vacya dhvani 

which involves a shift in emphasis, displays a striking 

correspondence with two modes of laksana (metaphoric 

transfer), JahaUaksana and Ajahallaksana respectively, 

the first involving the bypassing of the primary meaning, 

and the second its retention to a greater or lesser 

de g r e e • T h i s i mp 1 i e s a t h r e e t i e r s t r u c t u r e o f me a n i n g : 

vacyartha or the literal meaning, which when thwarted 

by the incongruity between the word's primary referent 

and the con t ex t c a 1 1 s i n to p 1 a y the 1 a k ~ y art h a w hi c h 

effects a transfer of meaning by the substitution 

with a secondary referent; concommitantly, a third 

level of meanin~ the vyangyartha or suggested meaning, 

exists which reveals the motive element behind the 

use of a particular metaphor. 

the transfer of meaning for 

Such a process necessitates 

a literary work to be 

s i g n i f i c a n t and , a s such , i t i s i mp e r a t i v e t o t a k e 

into consideration the ways in which this transfer 

of meaning is carried out. The incorporation of the 

theory of lakpana in the applicational model is done 

with the intention of determining whether the relations 

which accrue between the primary and the secondary 
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referents are of the Jahallaksa':la, 

Ajahallak~aCJa, or Jahadajahallak~a':la type, or whether 

the interaction is 
, -
suddha, sarop8 or s8dhyavas8n8. 

Suggestion can also be actuated through 

the idiosyncratic representation of grammatical categories, 

such as fragmentary syntax, reversal of the ontological 

order of utterances, peculiar eloquence of words or 

even sounds, incantatory rhythm all of which fall 

in the domain of the concept of Vakrokti. Since the 

locus of literariness lies in the language of lite~:ature, 

i t f o 11 ow s that the de vi ant use o f language drs ·. j also a. , 

corollary to the generation of meaning. Vakrokti 

with its principle of divergence at various levels 

of utterance the phonetic, lexical, grammatical, 

sentential, contextual and compoaitional - contributes 

significantly to the perception of suggested meaning. 

And as such its induction as one of the modes of inter-

nretation subsumed in a more comprehensive mode (dhvani) 

is, we feel, justified. 

The model of textual analysis which we propose 

to apply to T.S. Eliot's The Waste Land, then, designates 

t o 1 an g u age t h r e e dis ti n c t f u nc t i on s - t hat of be i n g 

vyanjakatva (suggestive), that of being alamkarik 

(metaphoric) and that of being vakra (deviant). These, 

thereby, become the means which transmute ukti (ordinary 

language) into kavyokti (literary language). 

ALAMKARA 

- -UKTI VYANJANA KAVYOKT I 

VAKROKTI 
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The concepts of Alamkara and VakrokU have 

been included in this model to show how the alamkarik 

(figurative) and vakra (divergent) uses of language 

contrib~te significantly to the perception of the 

vyangyartha (suggested meaning) and, as such, they 

become means to an end, the end being Dhvani (suggestion 

o f me an i n g ) . It i s imp e r a ti v e t o c 1 a ri f y a t t h i s j u n c t u r e 

that the application of the term Alamkira or metaphor 

envisages not its narrow use as a figure of speech 

or a mere trope, but as the kavisamyak (non-literal) 

a nd a 1 am k a r i k ( f i g u rat i v e ) u s e of 1 an g u a g e to e f f e c t 

::~n upcara or transfer of meaning which subsequently 

heightens vyanjana (suggestion). 



~- ANALYSIS Of THE WASTE LAND 
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3. THE ANALYSIS OF THE WASTE LAND 

From the time of its publicaUon in 1922 when 

The Waste Land was summarily dismissed by F.L. Lucas 

as some 'fantastic mumbo-jumbo', a hoax with 'inferior' 

parodies (F.L. Lucas 1986: 37-38) or as a pointless exercise 

in 'anthropological and literary erudition' to be interpreted 

by 'only the pundit, the pedant and the clairvoyant' 

(C. Powell 1986 : 29) to the time when it was eulogised 

by Conrad Aiken as 'unquestionably important, unquestionably 

brilliant' (C. Aiken 1958 177) and by I.A. Richards 

as a 'music of ideas' (I.A. Richards 1970 2 33) , and 

more contemporaneously, when its semantic opacity and 

mythopoeic consciousness has been unravelled by such 

discerning critics as Hugh Kenner, Cleanth Brooks, F.O. 

Matthiessen, George Williamson, Nancy Gish, Angus Calder, 

to name a few, The Waste Land has never ceased to be critically 

1 resurrected. Pre-eminently contemporary in its sensibility, 

The Waste Land refuses any categorisation according to 

formulaic interpretations, constantly registering shifts 

in approaches which has led Hugh Kenner to lament that 

"a name for the kind of poem The Waste Land is might have 

spared criticism much futile approximation" (H. Kenner 

1973: 23). While one can sympathise with the sentiments 

of Mr. Kenner, it must be conceded that "proof of its 

vitality is its outliving the established ways of reading 

1 
A discerning review of the controversies generated 
by the poe m and it s am b i v a l en t r e c e p t i on i s A • W a lt on 
Litz's "'The Waste Land' Fifty Years After". cf. 
A. Walton Litz ed., Eliot in His Time (Princeton: 
Princeton Univ. Press, 1973). Reference may also 
be made to the other articles in the book. 
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it. While the poem compels, the received criticism 

ceases to convince" (A.D. Moody 1974 4 7). Far, as 

a literary text, The Waste Land is open to signification 

-signification not necessarily dependent on the declared 

or presumed intentions of its author. Therefore, 

to see the poem only as a st~ement about the breakdown 

of European culture and as seriously invoking the 

J e s s i e We s t o n s c hem a o f f e r t i 1 i t y r i t e s a n d the Gr a i 1 

motif, or to see it as intelligible only after relating 

it to a lot of arcane information is to see, understand 

and appreciate only a part of the poem. The poem is 

much more than that, its text does not intend to convey 

what it means through recondite allusions and symbols 

alone because, as M.C. Bradbrock succinctly puts 

it "a successful poem does not rely on anything but 

itself for the essential core of its meaning" (M.C. 

Bradbrock 1968 1 6) • And as such, the cultural and 

mythical dimensions do not account for more than selected 

parts of the poem but operate as 'objective correlatives' 

for the expression of personal emotion. Eliot's use 

of literary allusions and myths are only a part of 

his technique of implication, of meaning which extends 

beyond the frontiers of the ostensive and the expressed, 

but which can be. cognized by "listening to the lines, 

by regarding their pattern as a self-enclosed whole, 

by listening to what is being communicated instead 

o f 1 o o k i n g for some t h i n g t hat i s n ' t " ( F • 0 • M a t t h i essen 

1986 119). Besides, wherever Eliot has felt the 

necessity for the clarification of the context, he· 
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has done so through the notes appended to lhe poem. 

Such a mode of r eadi ng l he poem, which Lakes 

the text as l he central object of analysis and evaluation, 

is available in the Sanskrit concept of Dhvani which 

posits that the factors that constitute 'literarine:;s' 

inhere in the text of the literary work, which is concep-

lualized as a linguistic artefact encapsulating certain 

syntactic, semantic and structural properties which 

can be descriptively an:~lysed. Dealing with the 

pratiyamanata (suggestibility) of language emanating 

from the innovative permutations and combinations 

of linguistic categories, the Dhvani Siddhanta becomes 

a determinant for the transformation of ordinary language 

into literary language, and for identifying such meaning 

which does not lie at the surface and has to be constructed. 

The idea of analysing The Waste Land 1n the perspective 
------------· 

of the Dhvani model was motivated by the fact lhal 

its language undeniably resonates with meanings which 

can be structured and restructured at various levels. 

In fact, "Bernard Bergonzi describes The Waste Land 

as a poem "where there is much suggestion and implication, 

and many hints of possible burgeonings of meaning, 

b u t w he r e nat h i n g i s s t a t e d w i t h a b s o 1 u t e f i n a l it y , 

and where the reader finds himself as much involved 

in the poem as the poet" (B. Bergonzi 1972 91). 

It deals with the world, with rea 1 it y, at one remove 

and meaning inevitably lies beyond the parameters 

of the overt and the explicit, inexpressible but with 

a powerful imp act, its nature imprecise, multiple 

and alogical. Eliot hi ms e 1 f declared in 1 921 "Our 
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civilization compreher1ds a great variety and complexity 

and this variety and comple:dty must provide various 

and complex results. The poet must become more and 

more comprehensive, more indirect, in order to force, 

t o d i s 1 o c a t e i f n e c e s sa r y , 1 an g u a g e i n t o h i s me a n i n g_ 

(emphasis mine) " (T • S. E 1 i o t 1 9 3 2 2 8 7) . Wh at the 

poet of The Waste Land is trying to say is that in 

the modern world reality inheres not in things themselves 

but in the relationships that we discern between things, 

and because relationships in the modern world do not 

lend themselves to easy comprehension, it follows 

that a discourse on such a reality must necessarily 

be imitative of its dynamics for the portrayal to 

be authentic. For instance, if spiritual dryness 

)_s presented as the energising principle, it would 

be more appropriate lo say that The Waste Land is not 

just about spiritual dryness but about the ways in 

which the dryness can be perceived and expressed. 

The Waste Land's language, then, matches the chaos 

and d i s so 1 uti on o f rea 1 i t y , de f y i n g con v en ti on a 1 

norms o f n a r r aU on and d i s pens i n g w it h the nice t i e s 

of a formal structure. The dislocation of language 

into meaning is complete and the condensed epic proceeds 

to build itself almost exclusively on myth, metaphor, 

symbol, montage and contrast, revelling in the unstated, 

insidiously suggesting all the time. 

From the lyrical opening of The Waste Land 

to the closing refrain Eliot aims at a maximal exploitation 
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of the connotative resources of the language allowing 

implications and suggestions to proliferate almost 

without limit. The manipulation of language to promote 

the suggestiveness or resonance of words and meanings 

has been effected in various ingenious ways. For 

instance, it is done through the suppression of meaning 

b rough t about by de v i a ti on at t he gram ma ti cal 1 eve 1 

involving such devices as truncated sentences or fragmentary 
I 

syntax, which ,in terms of Indian poetics, would be 

classed as pada-parardha-vakrCJ~a: 

To Carthage then I came 

Burning burning burning burning 
0 Lord Thou pluckest me out 
0 Lord Thou pluckest 

burning 

(The Waste Land 2 
: 11. 307-311) 

or by evoking the multiple semantic associations of a 

April is the cruellest month, breeding 
Lilacs out of a dead land, mixing 
Memory and desire, stirring 
Dull roots with spring rain. 

(WL 11. 1-4) 

or by the diffusion of the connotations of a metaphor· 

(a lamkiha) 

Here, said she, 
Is your card, lhe drowned Phoenician 
(Those are pearls that were his eyes. 
Here is Belladonna, the Lady of the 
The lady of situations. 

Sailor, 
La ok! ) 
Rocks, 

(WL : 11. 46-50) 

2 It would be desirable to abbreviate the title of 
the poem to WL because of its consistent occurrence 
Throughout the analysis. All subsequent references 
will be made to T.S. Eliot, §~_!ec~~Poe!!_l~. (London : 
Faber & Faber, 1982). 
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Q~~~~i (suggestion) then, becomes the prevailing 

mode through which Eliot seeks to structure his vision and 

perception of the modern world, giving seemingly incompatible 

and incoherent movements of the poem a compatibility 

and coherence which operates at a level that is immanent 

rather than manifest. With its central preoccupation 

with the unsaid and with the immense potential of 

suggestion it provides the exegetical tools necessary 

for the exploration of the ways in which Eliot has 

used language to constitute meaning. The application 

of this model is a bid to see The Waste Land not as 

an exercise in didacticism or animated by a social 

purpose, but to see it as a lyrical expression of a 

c r e a t i v e i mp u l s e w he r e a 1 l t he r e s o u r c e s p e r t a i n i n g 

to words their associations, connotations, music, 

rhythm have been exploited lo generate meaning. 

Our methodology in this would be to intensively 

analyse the first movement of the poem for the way 

i t man i f e s t s d i f f e r en t c a t e go r i e s o f v e r b a 1 s ym b o 1 i s m 

as a demonstration of the explanatory adequacy of 

the Dhvani model. In the process, as a concomitant 

of Dhvani analysis, the rasa structure of the poem 

also emerges. If the model is viable and has applicability 

here, it would generate a structure of dominant .!_'~sa-s 

and ancillary .!_'~Sa_:~_, and the conflicts and continuities 

between local experience and global experience. Once 

having drawn the instrumental and the objective parametric 

boundaries of Eliot's art in this poem, for the other 



four movements of lhe poem, we carry out an extensive 

representative analysjs both ~o enrich Lhe lone of 

the first movement and to jnflect jt. 

61 
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3. 1. THE BURIAL Of THE DEAD 

The opemng seven lines of The Waste Land 

are seen to be a powerful exposition of spiritual 

death images of which are generated by conscious 

or subconscious operations of memory and desire. 

In terms of the Indian concept of Dhvani this can be 

seen ·~o be effected by a process of suggestion designated 

as avivaksi ta-vacya dhvani, where the vacyartha (expressed 

meaning) is not meant to be applicable because an 

abstruse vya~gyartha (suggested sense) based upon 

:lak~ana. (indication) preponderates. For instance, 

a reading of these lines : 

April is the cruellest month, 
Lilacs out of a dead land, mixing 
Memory and desire, stirring 
Dull roots with spring rain. 
Winter kept us warm, covering 
Earth with forgetful snow, feeding 
A little life with dried tubers. 

breeding 

(WL : 11. 1-7) 

shows that the vacyartha is thwarted by the juxtaposition 

of disparate elements presupposing a relation which 

is not perceptually valid because of a shift in the 

ontologically given roles. And so the image of April 

as the 'cruellest month' mixing memory and desire 

is initially and understandably confounding. Even 

the laksyartha (metaphorical meaning) of April with 

its associations of life and regeneration fails to 

satisfy how the superlative form of the adjective 

'cruel' can be appended to it without vitiating the 

con v en ti on a 1 imp li cat i on s o f the word , as does t he 
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somewhat incongruous inclusion of 'memory and desire' 

amony lilacs, roots and spring rain. That the month 

of rebirth is somehow repugnant and barren is accentuated 

by the 

spring 

a dead 

continued rHpudiation of the burgeoning of 

by such images as "breeding I Lilacs out of 

land" and "stirring I Dull roots with spring 

rain". The incongruity generated by the paradox ·of 

the seasons - spring disturbing the dead land, winter 

letting it forget - is dispelled only with the interplay 

of the vy~~gy~rtha whereby the inclusion-of 'memory 

and desire' is made explicit and the sc.enario is situated 

in a humHn context. What emerges then, is an awareness 

of a waste land peopled by the spiritually dead who 

resent the intrusion of life in any form. Integral 

·to [l iot' s manipulation of language to yield the intended 

meaning is a process which the Sanskrit poeticians 

would call upcara (transfer), i.e., seeking paradigms 

in variations of what is connoted by a given word. 

He exploits the cognitive creativity of the alamkara 

(metaphor) to perceive and suggest the unknow~ through 

the known. In using April not merely as a harbinger 

of spring but also as a season of the mind, a season 

for the cyclical renewal of experience, Eliot is essentially 

effecting a kind of upcara termed Ajahatsvartha lak~aQa 

which involves the retention of abhidha (primary sense) 

to a certain extent and more importantly its extension 

by the inclusion of another sense. In the case under 

discussion, the upcara is applied with the intention 

of suggesting the possibility of redemption for the 
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inhabitants of the waste land for whom the renewal of experience, 

the promise of rebirth means a painful probing into their 

own spiritual torpor . Simultaneously it evokes an all 

pervasive rasa (mood) of spiritual barrenness and desolation, 

of a waste land of both the mind and being. A closer look 

r.eveals that the evocation is a phased one, entailing 

a discernible process of suggestion- Samlak?yakrama-vyarl·gya-

dbvani. The tone had already been set by the collocation 

'The Waste Land' with its notion of sterility and lifelessness 

preceding the poem, as also by the epigraph from Petronius 

which in certain ways extends the implications of the 

waste land: "With my own eyes I saw the sybil subspended 

in a glass bottle at Cumae, and when the boys said to her: 

'Sybil, what is is the matter?' 

'I yearn to die.' 111 

She would always respond: 

The dominant imp 1 ic it factor suggested by 

the epigraph is the idea of death - Vastu dhvani - which 

is reinforced by the figurative deadness - Alamkara Dhvani 

- implied by the collocation 'The Waste Land' and together 

they become a powerful comment on the action of the poem 

culminating in the little of the opening movement, 'The 

Burial of the Dead' which reiterates the notinn of deadness. 

Taken from the Anglican Church's Book of Common Prayer, 

the subtitle also suggests the idea of rebirth incorporating, 

as it does, the Christian idea· of death and ressurection. 

In this capacity it becomes an· intentional metaphor for 

the ritual of spring enacted in the waste land for the restoration 

1 As translated by George Williamson of the original latin 
cited in WL. Subsequent translations, have been 
taken from the same source. cf. A Readers Guide 
to T.S. Eliot (london: Thames & Hudson, 1980). 
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o f i t s fecund i t y . 0 per at i v e here i s A v i v a k s i t a - v a c y~ 

dhvani based on lak9aoa and alternatively termed 

laksanamula where the literal meaning is rendered 

subservient to the metaphorical. Furthermore, the 

notion of 8 spiritual death as opposed to a corporal 

one is suggested in that the longing for death has 

been voiced by the Sybil, a prophetess destined to 

live forever and, as such, precludes the implication 

of organic death. All these elements combine to create 

an atmosphere conducive to the generation of the-desired 

rasa, setting the mood for much that is to follow while 

simultaneously conditioning the reader's expectations 

from the poem. E 1 i o t i s , i n e f f e c t , e mp l o y i n g t he 

concept of Rasa Dhvani t h a t o f a d om i nan t em o t i on 

holding the entire poem together - which is more funda­

mental to the plan of the poem than the stuctural patterns 

derived from Jessie Weston or Sir James Frazer which, 

in his own admission, are largely 'incidental'. The 

prevalent rasa of apathy, ennui and spiritual paralysis 

which has the inhabitants of the waste land in its 

g r i p i s f u r t h e r e mp h a s i z e d by t he v a k r a ( d e v i a n t ) 

use of grammatical categories - pada-parardha-vakrata. 

For instance, the combination of active participles 

like 'breeding', 'stirring', 'covering', and 'feeding' 

with such adjectives as 'dull', 'dead', 'forgetful', 

and 'dried' insinuat'es a kind of stasis, a stagnation. 

Again, the heavy cadence of the diction and the occlfrence 

of these words at the terminal position of the poetic 

line and the periodic repetition of 'ing' sound produces 
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an almost incantatory rhythm suggestive of a certain 

torpor. Such divergent usage of phonetic entities 

varoa-vinyasa-vakrata •serves to foreground the 

tension which .is perceived between real life the 

spiritually and intellectually conscious existence 

and the mere organic being. 

The occ~ence of 'memory and desire' amid 

'lilacs' and 'rain' is indicative not only of the 

intrusion of life troubling the denizens of the waste 

land, but is also a preparation for the elaborate 

interplay of shifting, dissolving voices which follow 

and are susstained throughout the poem. Eliot is 

essentially attempting to depict the mimesis. of a 

mind reluctantly roused from its torpor, registering 

resentfully the stimulus to consciousness and in effecting 

this through fragmentary monologues, he is employing 

a technique which the Dhvanikara would term Kavi.-nibaddha-

praudhokti-siddha. Corresponding to the third voice 

of Eliot's 'Three Voices', it is the voice of the 

poet himself, speaking through an invented, usually 

dramatic, character. In so doing Eliot attempts to 

depersonalize the sentiment evoked and transmute 

it into a universal experience, and present it through 

scattered, random and disparate thoughts. The profusion 

of male/female voices sometimes contemporary, sometimes 

ancient, serve also to represent the breakdown of 

spatial and temporal distinctions, telescoping the 

past into the present and making all experience one 

experience. Accordingly, the verse modulation into 
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conversational narrative nostalgically recalling 

a buried past immediately following the sombre tones 

reproaching the cruelty of April is consonant with 

Eliot's bid to provide instances of depersonalized 

memory, a mere change in tense effortlessly effecting 

the transition from the present to the past: 

Summer surprised us, coming over the Starnbergersee 
With a shower of rain; we stopped in the collonade 
And went on in sunlight, into the Hofgarten, 
And drank coffee, and talked for an hour. 

(WL: ll. 8-11) 

That the recollection is painful is apprehended by 

the stark contrast posited by the ·current existence 

of the speaker, Marie, which is confined and dead: 

\ 

I read, much of the night, and go south in winter 

T h e u t t e r a n c e r eve a 1 s a n a 1 m o s t c om p l e t e 

reversion to the buried life of the first seven lines. 

The verb 'read' specifically evokes the state of inactivity 

which induces Marie to dispel the emptiness by reading. 

Moreover, the qualifying phrase 'much of the night' 

with its associations of a closed space, a room perhaps, 

with artificial lights (for reading to be possible) 

displays Eliot's selective use of lexis- pada-purvardha-

vakrata which culminates in the vyangyartha: the 

opposition which accrues between the openness, the 

sunlight and the liberty afforded by the Collonade, 

the cafe and the mountains and the claustrophobia 

of Marie's present existence. What began as a mere 

statement of fact is transmuted through an imperceptible 

process of suggestion - asamlak~yakrama-vyangya dhvani 

into an analogue for the non-life of the speaker 
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experience circumscribed by the words on the page 

and movement restricted by four walls. Marie's plight 

recalls that of the Sybil, both are compelled to stay 

alive. Confronted with the stagnation of a life reduced 

to nocturnal reading, the past is idealised as a 

world more pleasurable and secure and is suggested 

by the note of nostalgia and regret which suffuses 

Marie's reminiscences. Again, it is a note which 

can be traced to a single linguistic entity 'there': 

I 
In the mountains, there you feel free. 

The literal distancing implied by th~ abhidhi (primary 

referent) of the word is transmogrified into an tslamkarik 

(figurative) distancing. Operative here is vivaksitanyapara-

/ 
vacya dhvani or abhidhamTila dhvani where the abhidha 

'event u a 11 y r e s o 1 v e s i t s e l f in t o t he u n e x p r e sse d a n d 

leads to the realisation of rasa. 'There', then, 

r e f e r s not o n 1 y t o t he m o u n t a i n s b u t by i mp li c a ti on 

is also indicative of the time past, imperceptibly 

underscoring the mood of nostalgia mingled with resentment 

at the pain which the remembrance of things past generates, 

encroaching upon the terrible continuum of acedia. 

Furthermore, the reversal of the ontological order 

of the sentence, pada-parardha-vakrata, is not without 

design either. .The significance of 'there' can be 

gauged by the fact that its deletion, as in 

You feel free in the mountains 

or conversely 

In the mountains, you feel free 

would entail not only the collapse of the rhythm but 
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would also preclude the perception of the spiritual 

bankruptcy which is the speaker's lot, brought about 

by the juxtaposition of time past and present. While 

the rasa is cognised immediately after the apprehension 

of the vacyartha, the idea behind it can be seen to 

be communicated through gradual stages,samlak~yakrama­

vyan~, involving the power of the word 'there' 

sabdasaktimula and its mearling arthasaktimula. 

The former rules out its substitution by a synonym 

to have the desired effect, while the latter emphasises 

its relevance to the contextual factors which assist 

in eliciting dhvani. And so, the humdrum monotony 

of daily routine is interlaced with a terror of emptiness 

and presented in an all-time context, and Marie becomes 

an illustration of the sterile implications of the 

phrase "a little life with dried tubers". It is by 

me an s o f u p c a r a , i n v o 1 v i n g s om e t i me s a w o r d o r a s e n t e n c e , 

some ti me s the rhythm and cadences o f l in g u i s t i c cat ego r i e s 

and sometimes the tone of the speaking voice, all 

eventually leading to the generation of dhvani • that 

Eliot structures his experience. 

The notion of horror and emptiness continues, 

then, to be reiterated in the next few lines where 

the reverie which began in the eighth line is resumed 

by a sombre prophetic questioning voice: 

What are the roots that clutch, what branches grow 
0 u t o f t his stony r u b b i s h? 

(WL : 11. 19-20) 

This is a throwback to the dead land of the opening lines, 

a physical counterpart 6f the spiritual sterilit~ 
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where human values have become a "heap of broken images", 

an arid desert 

... where the sun beats, 
And the dead tree gives no shelter, the cricket no relief. 
And the dry stone no sound of water. 

(WL : 11. 22-24) 

The almost cinematic representation of the unbearably 

desolate ~andscape of the modern milieu - broken images, 

beating sun, dead tree, dry stone, parched earth 

is part of Eliot's technique of stage setting, of 

constructing a literal backdrop as a clue to the 'inexpressible' 

which emanates from the assoc ia ti ons of drought visualised 

by these images. Notwithstanding the citra (pictorial) 

quality of these lines, the passage resonates with 

avivaksita-vacya dhvani because of the proliferation 

of associations issuing from such pregnant images. 

The vacyartha is transferred by a process termed 

arthantarasamkramita-vacya dhvani to produce a heightened 

suggestion of the mind as a desert, the images of drought 

working both as a prayojanavati lak$aQa (intentional 

metaphor) and reality. It gains particularly meaningful 

overtones by the juxtaposition with the Biblical waste 

1 a n d i n v o k e d by r ef e r e n c e s t o t he b o o k s o f E z e k i e l 

and Ecclesiastes. This reference again is situated 

by the collocation 'Son of man' which , by a metaphorical 

transfer of the jahadajahallakqaria type, is open to 

interpretation as suggesting both humanity in general, 

a n d C h r i st a n d Hi s o r de a 1 i n t he des e r t. The sense 

o f a n o r de a 1 i s i mp 1 i c it i n t he r at he r s in i s t e r ex h o r t a t i on t o 
\ 

Come in under the shadow of this red rock 
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The ominous undertones of the invitation are enhanced 

by the con no b.l t i on s o f ' s h a dow ' a n d ' r e d rock ' w h i c h 

precludes a l,iteral acceptance of the vacyartha, suggesting 

that it is a prelude to something more intimidating. 

And it is. To the harrow and desolation of the waste 

land is added yet anotl•er dimension- fear. The repetition 

of 'shadow' in the following lines 

And I will show you something different from either 
Your shadow at morning striding behind you 
Or your shadow at evening rising to meet you; 

(WL : 11.27-29) 

does nothing to alleviate the feeling of dread which 

is generated by the word with its suggestion of a faceless, 

indisLinct form. The kind of transfer involved here 

includes a modification of the abhidha extending its 

implications by the inclusion of another sense 

Ajahat~vartha lak?aQ~. Thus, 'shaqoW', while retaining 

its denotation,is extended to suggest a phantasmagorical 

reality resulting in the superimposition of one over 

the other - an upcara which is also classed as saropa 

because a certain opacity imbues the relation between 

the primary and the secondary referents. Subsumed 

under the machinations of vivaksitanyapara- vacya 

or abh idhamul a dhvani, the lak~yartha eventually 

resolves into rasa dhvani to communicate the dread 

which is i~perceptibly evoked - asamlak~yakrama-vya~gya 

dhvani fran the associc•tions of 'shadow', and at 

the same time prt~paring us for the culmination of 

this •tire ad :in the categiGir i ca 1 statement of fear: 
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I will show you fear in a handful of dust 

which, when it comes,foregrounds rather than ~iminishes 

the feeling and tones associated with fear. 

The above-cited lines simultaneously resonate 

with the idea - vastu dh~ani - of a journey undertaken 

which i~• corroborated with the mCJtion indicated by 

such active participles as 'striding' and 'rising'. 

The vacyartha shows that the shadow stalks the 'you' 

of the passage, whose movement is away from it in the 

morning and towards it in the evening when the shadow 

rises to meet him as he approaches.' The 1 ak~ya rth a 

converts this into the possibility of a metaphoric 

journey of a sensibility eastwards the direction 

determined by the position of the traveller's shadow. 

The significance of the journey eastward is evinced 

by the vy&ngyartha which looks forward to a resolution 

of sorts which is eventually derived from oriental 

philosophy, both in the explicit allusions to the 

'Buddha's Fire Sermon in Section III and to the Brihadaranayaka 

Upani~ad in Section V, and in the ideational connections 

1 i k e t h ·~ mot i f o f r e i n c a r n a t i o n a n d r e b i r t h . T h e 

notion 0 f a journey towards some kind of resolution, 

w h i 1 e i n it s e 1 f an o p t i m i s t i c r11 o v em e n t , i s y e t f r a ugh t 

with fear : fear of the death signified by "the handful 

of dust" before rebirth is possible, fear that ultimately 

there might not be any repudiation of the waste land. 

It is an impression which is reinforced by 

the lines that follow immediately after - the snatches 

o f 1 y r i c from W a gn e r ' s T r i s t an a n d I s o 1 d e : 



Freffi blONS tt-e wipd 
Towards the homeland 
My Irish maid 
Where lingerest thou? 
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(WL 11. 31-34) 

A striking contrast to the arid barrenness depicted 

by the preceding lines, these lines too suggest a 

journey towards some kind of conclusion "Towards 

the homeland". At the same time, it is a feeling which 

is belied by the query "Where lingerest thou?" which 

somehow suggests a hesitation wl"lich might negate the 

whole endeavour. The lines generate al~ost undiscernibly -

asamlak~yakrama- vyangya dhvani a holding back, a 

withdrawal and as such become a prelude to the episode 

of the Hyacinth garden the scene of a failure of 

love: 

'You gave me hyacinths first a year ago; 
'They called me the hyacinth girl.' 
Yet when we came back, late, from the hyacinth garden, 
Yours arms full, and your hair wet, I could not 
Speak, and my eyes failed, I was neither 
Living nor dead, ahd I knew nothing, 
Looking into the heart of light, the silence. 

(WL : 11. 35-41) 

The lyrical pathos which suffuses the girl's speech 

immediately evokes a predominant rasa the erotic, 

which cannot be mediated through propositional statements 

but emanates from a creatively organised complex of 

stimuli. And so, the hyacinth girl becomes the vibhava 

(The mainspring of emotion) while the arms full of 

flowers and the wet hair become the anubhavas (the 

external manifestations of emotion), and the loss 

of speech ands sight are the vyabhicari-s or the evanescent 

accessory moods which assist the evocation of rasa. 
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The blending of these three elements, the formal, the 

imaginative and the affective emotional, with the 

sthayibhava (dominant emotion) which is rati or love 

constitutes the realisation of the srngara (erotic) 
~---

rasa. The hyacinth girl 1s projected as epitomizing 

life and fertility - "Your arms full, and your hair 

wet" - and as such becomes an ideogram for the possi bi 1 it y 

of rederuption through love. The flowers recall April, 

the month of rebirth, while the wetness of the girl's 

hair implies through jahatsvartha lak~a~a, i. e • , 

by the suppression of the vacyartha, the life-giving 

waters, the 'spring' rain' of the opening lines, which 

might dispel the spiritual drought. Still, inspite 

of the perception of life in her, the speaker finds 

himself in the grip of an emotional paralysis: 

I could not 
Speak, and my eyes failed, I was neither 
Living nor dead, and I knew nothing, 
Looking into the heart of light, the silence. 

(WL : 11. 38-41) 

A complete ~obliteration of the powers of speech and 

sight, of mind and soul, takes place, leaving an awareness 

of nothing but the failure to consummate an ecstatic 

and sublime experience and the impotence in the face 

of salvation. The fear, which stalks the traveller 

earlier1 cripples him and the desire for renewal instigated 

by a remembered experience comes to naught by the 

fa i 1 u r e t o c om mu n i c a t e • This failure identifies the 

speaker as one of the inhabitants, neither living 

nor dead, of the waste land who need burial or death 

by water. The clue to the overwhelming ~of failure 
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is provided by the single linguistic entity 'yet' 

which takes on the role of the vyanjaka (suggestor). 

By prefixing this adverb at the commencement of the 

protagon i s t ' s rever i e and i mm e d i ate 1 y after the h y a c i nth 

girl's speech, Eliot is employing pada-paradh'·a-vakrata, 

a technique involving the deviant use of grammatical 

categories, to shift not only the speaking voice but 

also the perspective and also to suggest the complete 

negation of the experience signified by the breakdown 

of communication. That the inclusion of 'yet' is 

c .r i t i c a 1 . t o t he pas s age c an b e s e en ·by t he f a c t t hat 

its deletion renders the experience a profound and 

fulfillihg one, the implications of 'nothing' being 

positive as the beginning of wisdom. It is an idea 

which is reinforced by the reference to the "heart 

of light" which would seem to be a comment on the light 

and peace of the Hyacinth garden. However, it is because 

of the judicious insertion of 'yet' that an interplay 

of meaning which is consonant with the idea of spiritual 

sterility is made possible. Consequent! y the "heart 

of light" is not sufficient to annihilate the germs 

of memory and desire and the silence which persists 

after the 'nothingness' becomes a powerful symbol 

of the incapacity to love, of the insolation of one 

from the other and establishes the fact that even 

love cannot survive in the waste land. As a fitting 

finale to the passage comes yet another fragment from 

Wagner: 

Oed' und leer das Meer. 
(Desolate and empty the sea) 
















































































































	TH28670001
	TH28670002
	TH28670003
	TH28670004
	TH28670005
	TH28670006
	TH28670007
	TH28670008
	TH28670009
	TH28670010
	TH28670011
	TH28670012
	TH28670013
	TH28670014
	TH28670015
	TH28670016
	TH28670017
	TH28670018
	TH28670019
	TH28670020
	TH28670021
	TH28670022
	TH28670023
	TH28670024
	TH28670025
	TH28670026
	TH28670027
	TH28670028
	TH28670029
	TH28670030
	TH28670031
	TH28670032
	TH28670033
	TH28670034
	TH28670035
	TH28670036
	TH28670037
	TH28670038
	TH28670039
	TH28670040
	TH28670041
	TH28670042
	TH28670043
	TH28670044
	TH28670045
	TH28670046
	TH28670047
	TH28670048
	TH28670049
	TH28670050
	TH28670051
	TH28670052
	TH28670053
	TH28670054
	TH28670055
	TH28670056
	TH28670057
	TH28670058
	TH28670059
	TH28670060
	TH28670061
	TH28670062
	TH28670063
	TH28670064
	TH28670065
	TH28670066
	TH28670067
	TH28670068
	TH28670069
	TH28670070
	TH28670071
	TH28670072
	TH28670073
	TH28670074
	TH28670075
	TH28670076
	TH28670077
	TH28670078
	TH28670079
	TH28670080
	TH28670081
	TH28670082
	TH28670083
	TH28670084
	TH28670085
	TH28670086
	TH28670087
	TH28670088
	TH28670089
	TH28670090
	TH28670091
	TH28670092
	TH28670093
	TH28670094
	TH28670095
	TH28670096
	TH28670097
	TH28670098
	TH28670099
	TH28670100
	TH28670101
	TH28670102
	TH28670103
	TH28670104
	TH28670105
	TH28670106
	TH28670107
	TH28670108
	TH28670109
	TH28670110
	TH28670111
	TH28670112
	TH28670113
	TH28670114
	TH28670115
	TH28670116
	TH28670117
	TH28670118
	TH28670119
	TH28670120
	TH28670121
	TH28670122
	TH28670123
	TH28670124
	TH28670125
	TH28670126
	TH28670127
	TH28670128
	TH28670129
	TH28670130
	TH28670131
	TH28670132
	TH28670133
	TH28670134
	TH28670135
	TH28670136
	TH28670137
	TH28670138

