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INTROGUCTICN

Ufhis disssrtation is designed to asse

]

=
the zachievemsnt and relevarnc=s of Indian poetician
Funtaka arnd hiz thesory of Yakrokti in the light of
Westarn ci1tical thought. Funtabg = theory of

Vakrckti reprassznts oz of the most outstanding

contributions to poetic theory. There has bzen a

matk2d AWArsnNaSss of lamguage of poetry i th=

J

reEce2nt dJecad=ss. Mot only posts and critics but

alsc limgulst=s, ghillo=cphers and stylisticians
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The present study aims t presenting an in—depth

armalysi f the theory of Yakrokti by tracing t=s

"
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growih in Indiam ge=tics vignt from the earliest

1t= haracteristics in pra2cise
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Criticism of poetic language has taken
zeveral directions in the west — from biogragphical
to formalistic criticism. The study of language

has been considerably influenced in recent decades



by linguists like F.d= Saussure and Moam Chomshy.
Indian sesthelicians do not use the tesrminclogy of
maod=rn ilinguistics and stylistics, but they Seem
t= have bzen fiully awarz2 of some of th=a cruacial

issiu=zs that confront us to day.(It would be worih

while to considesr Yakerokti 1in relation to the
Sausseira2an larmgu=s — parcle dichotomy, Chomsky "=
distinction betwe=sn ‘compestence’ and "performance”’

and conc=ots like idilggue and daviance.)

Th= anguwao= of poetry repressents the
mz=t Creatilvs == of languag=2. Foetry tas been
callad the moszt delightful and peirfect form =5 f
utterancs that muman words can rsach - nothiog
l=2=s tham thz sno=t periect speech of man. The po=t
exprasses his orginality through his subject, 1ts

treatment ard medium. It is in lanmnguage that he

presarves and perfects his thougnhts and Teelin

O
]|

The languag2 of poetry 1s the most conscious use

of language which snables the poet to transform
his basic concept into an effective and meaningful

me=csage. The language used by the poet is more
highly structured and novel than prose or the

language of Common usage.



af all the modes of self 2xpressions
poetiry uses language=s most precisely, exploiting
all po=sible ressources of language. The coet is
fregquently obliged to amnswer new v=2rbal domains by
maxbking what T.5.El1iot calls a raid on the
inarticulata. Th= language used by posts can be
taken to b2 thes sp=scimen of the languags at full
stretch. When the post finds that th= limitad

med ium a2t hlis diz=posal is inCapacle of

chaoice bt to use lanmguag= in his owmn indivigdual
way. e fundamsmtal 1nadeguacy armd Soaguensss of

reason whey the poet must take recource to _.the
obligqu= mod= of axpression rather than the
dir'-e:--:'t, referential manner. The Indian theory of
Vakrokti highlights fthis very striking deviation
from the ordinary mode of expression. The
strikingness produced by Vakrokti imparts a sense

of nawness as 1t language had become fresh, clean

washed, pure 1n 1ts colours.

“Although the earliest traces of the



theory of WVakrokti can be found in Bharata’'s
treatment of lakéana in his Natyasastra. Bhamata’
vias the first to give a detailed account of it.
Laxter on 1t was analvsed and enrichsd by 5duﬂﬁrs
likte Dandin, Bhoja, Abhinava Gupta and others. It

was Funtaka, howevea2r who was the greatest ensponent

A

cf Yakrokti which he held to be the sine qua non’
of true pocetry. A certaln charming deviation,
aczording o him, constitutes ths very life =f
poatry. In fact tha= differentiation matter—-oi-—
fac-t manner of 2varyday speech and the striking
daviating mcde of 2=pression characterising pocstry
1= the cornesrs stope of Funtak 's theory of postry

Hoplkins also atfirmgs that poetry i=

“h

peech glivesn E} o m or pattern: 'Poetry", e

n

maintains "is infact speach oniy employed to carry
the inscape of spesch for the inscape’'s =ake".
Foetry according to him is in the form of a poetic
composition, in the inscape and is an
intensification or patterning of sp=2ech. He adds:
some meaning or matter is essential to i1t but only
as an element n=2cessary to support and employ the

shape (formal) which is contemplated for its ; OwWwnN



1 -~ . .
saka" . Thus the consciousness of poetic
language Hhas become more intense i1in thea presant
century.)

There ha been a marked awarensss of the

"

language 2f poetry 1mn the recent decades of tha
twantieth century. Foets % critics have become, in

VAT1I0US WAaxrS, conscious of the creative use of

ot

ry. As T.S5.Eliot poimts out, now
"hormaest criticism and sa2nsitive appreciation is

directad not upcorn th=2 poet but upon the poetry "2,

Discussing "The =ccial function ot postry L=

smphatically rEmarkts that the direct duty of the
24 .

po=t” 1s to his lamguagx?®d:-Richards observes: "My

ideas are2, 1in a de=sp s2nse 1in jmy language - in

the relations batween words which guide me in

a

u=e"4. Herbart Read also hrolds similar views.
Foetry to him is mainly "a function of languag= -
the exploitation of a msdium a vocal and sernsuous
matsrial"” and "form in the natural effect of the
poet’'s integrity".S David Farkins holds that
pocetry iz an "affair of language"6 and Schreiber
maintains that “"the poem is the ward"7. The poet

expresses himself sby using a symbolic, rather



than a conceptual form im an organic way. As  Read

n

uvuggests "W nust thersfore look for the peculiar
virtue of postry 1in 1ts poetic structurs —in its
diction, idiom, and imagery" Decause without a
proper appra2ciation of these elements "the nature

of poetry can nevas- b2 trealis=2d™.B8

The communizativ rasources of gpoetic
language hawve besen studiad by the modern —ritics
in consideracls detatil. The risas of mod=2rn
criticism, as €l=amnth EBroolks obhserves "is part of
a gen2-al intensification of the study of lamguiaga
& zymbolism. It is mno accidernt, thsre fore, that
a great dzal of modern criticism has woccupiesed

itself with the problem of hHow language actually
wortks and specifically how it work=s 1n a piece of
literature”.9Mot enly critics but linguists and
stylisticians have also discussed inm detail what
have been called “poetic deviance’ ‘undefstanding
sentences, ' semi —sentences and ‘dagrees of
grammaticalnass ' .10 Ther=sz i3 an elem=snt of truth
in saying that a poet speaks because he must
speak. But h=2 speaks in a language different from

that of the common usage. Carlyle once said that



througn language the poet

universa. Content 15, no

poetry but its expression

The two are infact inter

dependent. Longinus tightly

"thought and languags= in

interfolded each in the other'.

doubt,
is mo

reiated

subdues the chaos of the

important in

less important.
and intear
maintain=ad that
literaturs are

This Drganismic

union is emphasised by various European wiriters
also. .

Froa2tics 1s one of the thr=ze2e main fi=1ds=s
af knowledge in which Indian scholarship has @ad=
significant contributions, the other two being
grammar arnd philosophy. Unlike the Indian systems

philoscphy and grammar, however

not been properly appreciated

remarkable

aware of sSome of the crucial

language

and defined it AS &

differing

the current mode of speaech.

ob=erves, "the whole

Alankarasastra

that Indiar aestheticians were

of pcetry. They callesd

= striking
frrom transcending the
As
fi=1ld

or poetics may be regarded as

Indiamn poetics has
in the west. It is
really

problems of the
it "Vakrokti 11
mode =t speaeach
established and

Krishmnamgaorthy
of Sanshkrit

ane



continued attempt to unravel the mysteries of
beauty in poetic language".12 The ancient Indian
aestheticians had their own distinctive concept of
postic language i1is =wvident from thesir theory of
Vakrokti. Speaking on the achievaements of Huntaka,
its greatsest exponsnt, FHrishnamoorthy says that
his basic postulates "camn find many echoes in
modsrn assthetic theories”. 13 The conc=pt of
Vakirokti can be profitably comsider=sd in relation
to the Waestern concept of shligque style or

linguistic dislocation. This is one a where the

=

W

affinities of Indian thought and the Ewropean

thinking ars clsarly discernliabla.

B Cwing to cZertain - o developments 1in
assthetics, criticism and linguistics, the theory
of Valt:rokti has gain=d a greater significancé,
Thaess peritain to the chamgs in attitude towards
style and ornament and the smergency of the
concept of languages of pocetry as paradox and
i-~ony. Carlyle wrote in one of his Jcocurnals that
style is not a coat of the writer, but his skin.
Style is now regarded as an integral aspect of

poetic composition. The earlier notions of moetic



style sSeem to have certain gaps in our
understanding of its nature. To say that style is
the man {Buffomn) or that it involves the
development cf progper words in proper places
(Swift) is really not to say much. Style is the
pirocess which transforms the poet ' 's basic conce=pt
into an effective and meaningful message. It is

not nearly a superstructure but an integral part

of communication. Style is; as Chmann puts it, is
not a =ugar coating, 1t is a useful key to total
meaning" =f a piece of work. Flaubert also
suggests that style 1is not mersly & mamnner of
expressian, 1t 13 a way of =22ing thing=. 5tyle 1is
tha suprassive system of a work of an author, of
an epoch. The two essential asp=cts of pogtic
cstructure — the manmer 1n which it is constructed

and the sort of aesthetic delight it produces
acquire greater depth and relevance when paired
with Funtakd s 'pronouncemeﬁ}s on ”Havimérga"
(poetic style) and Kavivyapara (the function of
poetic “imagination . Thus the concept of Vakrokti
can be regarded as a viable theory of poetic

language.
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CHAFTER — 1

A. THE CONCEFT OF VAEROMTI IN INDIAM FOETICS

From ancisnt times ornwards the word
Vakrokti has been us=d. The earliest use of this
tzrm, can b2 found in Subandu’'s Vasavadatta'. In
its very beginning Subandu refers to himself as

of the Goddess ot

]

one who by the blessing
learning,has besn able to compose a wotrk of rare

ingz2nuity, wnhich mabkass wusse of paroromasia 2t =wvery

step. F.V. Fan= says that the2 teern Vakrok il has
1 = i 1 ~

bzen uwused in Vasavadattza. . There ars treforenoss

also to Vakrokti i Bans's Fadambari. We T1ind the

term 4 Vakrokti in his description of Ujiaini -

EBana describes its people as wise men experit in
2 .

Vakrokti™. Bana uses VYakrokti in the sense of a

‘bantering humorous speech’ or a “witty remark .

The term Vakrokti has not been used ithI$%Carita.

But the tzvrm Vaidagdhya has been used in the sa2nse
of vakrakti foar as many as eleven times 4 . The
term “Vakrokti 'y hcocwever has been used by Subandhu
and Bana in the sense of a witty, bantering or

humorous speech.
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Scholars however are of the opinion that
the concept of *Vakrokti® must be older than
BEh3mana and Dandin for we find it vsed with
s=ttlad comnotation (@) . " Raghavan's contention
seems to b2 correct, for \Bhamaha does not think
it necessary to define the concept and the manner
in which he refers to 1t clearly shows that he
regards 1t to be a w=ll krnown concept. The

sarliest traces of the theory of wvakrokti can e

found in Ehazrata's Nityvashastra. Frishnamoorthy
and .C.FPandey “hE=2lieves that the conrncept of
Yakrokti had ite origin 1o Sharata. Howevar tH=

first detailed tresatment of Vakrokti in Samskrit
poetics is found in EBhamaha’'s Kavyalamkara, which
represents a major landmark 1n Sanskrit poetic
theory“7. Bhamaha attempts to explaih the nature
of Vakrokti and to stress its importance in poetic
speech. While mentioning various subdivisions of
poetry, Bhamaha reférs to Vakrokti as the most
distinguishing trait of poetic expression, adding
that "“poetry becomes commendable i1if characterisead
by obliguity.” According to him, Vakrokti

transgresses all mundane experience (loka-—
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aticranta gocaram? and {ig highly desirable for the

purposa of adorning poetic speech.

Bhamaha comes to = conclu=sion that
hyperbolical expressicns, are full of beauty and
the poet shouwld therefore cultivsate atisayokti

(1.2. Yakrokti).

Likes Bhamaha LDandin regards atisayokti
as the basis aof all poetic figures. Eoth of them
r=gard Vakroktil as an urncommon striking moge of
soesech different ferom the popuiar, matier of fact

F S

way of comnmuniication.

In the history of Vakrokti it is FRudrata

who first describes it as a sabdalamkara (verbal
figura?. In the second chapter of his
"tavvalamkira®" he treats five verbal figures -
Vakrokti, yamaka, anuprasa, s'leg,a and citra

(Fortrait).

The most exhaustive treatment of
Vakrokti was attempted in the tenth and eleventh

centuriessKuntaka was the pioneer among them. At
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the very outset of his VYakroktijivita Kurmtaka

states that his acbj=ct in writing a fresh treatice

"establish the idea of

ct
Q

on poetics is
stirkingness which causes 2xtraordinmary charm in

paetry.

He affirms that Vakrokti i a certain

th

charming deviation from the ordinary mode of

expressi1on of ideas. According to nim it
constitutes the soul of poetry. He furthese
describeas Yakroktli as a "=striking denctation’
(Yicitra abhidha)d ard concelives of it as a
striking modea of expression dzoanding cn the
peculiar turn Sivern to i1t by ths skill of the

poet. Funtalkta says : "'Eoth words and meanings are
to be embellished, and their embellishment lies 1in
t.heir* obligqueness. Vakrokti is an irngenlious
utterance peculiar to poetry and is distinct from
popular usag=2s. It is a clever turn (=l 4 speech,
witty and startiing in effect. This
differentiation between thes matter of fact manner
of wpressicn and the striking mode of poetry js
the corner stone of FHuntakds theory of vakrokti.

10 . S
Pe comments «aaea= It consists of strikingness
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of expressicn  which is different from the
established or current mode of speech, such as we
find in the dZ&stras and the like. Funtaka
"defines postry as an alliance of word and its
meaningl. Foetry is a coalescence of sound and
sense  which is established in =Y composition
embodying the poetic activity of a deviational
character and which delights those who Enow the
true nature of poetry. But this alliance of sound

and sense  must have the speciality of be=2ing

chatract=rise=d by Vakrata S vaicitry=

(Dbliquity). Darndin before Him had maintained

that poc=2try 1s embzllished words communicating the
12

desired meaning - tuntaka does not hold with

Dandin that mere idea conveyed by 1t constitutes
pocetry. Funtaka believes, by an act of
imagination on the part of the poet (Kavi—-Vy3apara)
that the Vakra—kavi—-vyapira or kavivyapira—-vakrata
1=

is in his opinian the ultimate source of

poetry.

Taking Vakrckti in its broadest
connotation FFuntaka affirms again and again that

it constitutes the only possible gmbellishment of .
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poetry. AN idea of the comprehensiveness of
Funtaka’'s concept of Vakrokt i can be formed from -
an analysis of his treatment of the ‘Sukumara
marg’ {(Brilliamnt style). H2 cbserveas that "the
artistic beauty of expression will faorm the vital
essence of poetic styls and Vakrokti alon2 should
therefors be regarded as 1ts life—-—birth or vital
essence. To FKuntala, Vakrokti is tha orily
amballishment {(alambkriti) possible to the word and

it ma2aning and all poetic figures are but

U]

differen mamif=zstations of vakrokti. EBoth word

and m2aning, Huntakza aaintains, are ths adorned,

ot

n

and their adornm=2rnt consists in the ocetic rocess

13

bnocwn as Ya

Echoing Bnhamaha, tuntake also

0
ot
[ 8
.

s

i

remarks that it is atigaya that is involved in

vakrokti - vaicitrya. He paraphrases atisaya as

prakarsa-rasthadhiroha and holds it to be a
. L = 14

necessary element in vicitra marga. (El=ganti

style) which consists in a departure from

conventional usage and is capable of pleasing the
connoisseur. Kuntaka has treated the subject of
poetic expression in great detail. He has added

new dimension to the theory of Vakrokti.
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Howewver some of the ancient and modern
critice have describsd his theory by sayving that
. . o . 15 . .
it is new wine in old bottle . Funtaka, no
doubt took the concept from BEhamaha, but his
treatment of 1t pressnts him as a 'a first rate
bold thinker who is not E blind conformist.
Sankaran Says that Funtaka’'s was an Aattempt to

widen the scope of the old term Vakrokti so as to

include the results of further thinking anrd make

-
<
»
[
3
0
Wi

1-
]
<
3
a
J
<
=)
o]
-
i}

with everything that

of vakrokti in detail ars BpHipgrvagupta and Bhojx.
There at= two references to ‘Vakrokti’ in
Abhinavagupta’'s Loccana. But it is in the
Abhinavabharati, we find the det=zil=sd treatm=nt of
YVakrokti. The first direct referance to ‘vakrokti’
iz found in Abhinavébhérati in Abhinavagupta’'s

. - - ’
o35 on the sixtzenth Chapter of the Natyasastra.

o
-

He holds : Vakrokti which lends strikingness to
the body of poetry and is the essence of all

poestic figures is referred to by Eharata by the
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term ‘Laksana’. Abhinavagupta thus takes Vakrokt}
and ‘"laksanna’ to bea the same. He treats vakrokti
as a ‘delesctable, singular meaning and seeks to
gain support for his remark by mentioning that
varicus scholars liks Bhoja, FKuntaka Bhattanayaka
and Bhattatauta, have alsoc included all poetic
figures under Laksana. Defining the Lakgana
callead and bhtsana, fAobhinavagupta writes 1’-?:
‘Whetre Vakrokti involves hyperbolic expressicon D
virtua of figures and attributes, we get the

Lakzana called bhdsana.

There arsa mari=sd similarities Cetwean

Funtaka's conc2pt of vakrokti and Abhinavagupta’'s

interpretation of Bharata’'s laksana. "Imn the wide

range Abhinava’'s laksana "remarks Lahiri,"” one is

naturally inclimed to r=ad the comprehensive
-~ 4 5 1" 2(:)

character =¥ Funtaka’' s Vakrclkti. Th= fresh

interpretation given to BRharata’'s Lakganas by
Abhinava gupta tends to "shaow th2 relationship of

21

Abhinava’'s Lakgzara with the theory of Vakrokti.

Bhoja also discusces vakrokti in greater

detail. In its nparrow sense, vakrokti in Bhoja is
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put: down as a general name for all figures

beginning with Simile. He defines

bondge J

s

vakrokti (Vakovakya’) as a repartee. The use aof
Vakrok*ti in its large sense is infirequeant in

Bhojas; he gernerally appliss the same ‘alamkara’ to

en=2ric quality inherring in all figurecs.

Iy

Following Bhamaha, Dandin and Yamana, Bhoja calls
the whole realm of poetic expression s alamkara

or wvakrokti. He speabks of Vakrokti as a gerne2ric

. . . -
trait cf all figures (alankaPa—Sémanya—laksaqa) -
To rHim arr supression like diomo yam agneh (This
smoke is of fire) 1s no alambara bscauss it lacks
23
obliguity o poetic beauty. Ry Valbratava ar

Vakrata EBhoja means poetic b=auty i g2rneral.,
EBEhoja who makes a detailead analysis of poetic
eHprassSion, divides poetry 1into thi=se classes;
i, Svabhavokti and rasokti. vakrolkti is
the obligue term of =2:uprassion, Sabhavokti, the
on figurative discription of nature and rascl:ti
tha delineation of rasas and bhavas (States).
Ehoja takeg all aspects of strikingness in poetic
axpressicn as realisations aof Vakrokti .
According to him, metaphor (lakasana) 1s the very

=
life of the poet’'s vakrokti.‘4. Ratneswara’s
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commenttry on Sarasvatikanthabharana throgvs
further light on Bhoja’'s concept of vakrokti.

Ratnesvara explains Bhoja's stand point as

25
follows.

Without obligueness there can be no
figure henc=2 no pcetry. Even Swvabhavakti has got
this obliquity amd is thersfore a figure of speech

s oand 1 del=z=ctable to the comnnoisssur. . .But

bold utterances, being devoid of obligquity, anly

roesults in Blemishes.

The p=Eriod of Yuntaka, Abhinavagupta and

thaja marbked th culmination of Indian thicmking on

i

Vatrotti . Aferwards 1ts Eigﬂificance underwsnt a
conspicuous wane. All later scholars accepted
Rudrata's d=sfinition of Vakrokti =6 and often
reduced it to a verbal figur=2 . The older and
broader connectiocn of the term was completely
lost. As S.¥..De sums up 27 y Funtakds theory of
Vakrokti never appearcs to have receivead liberal
recogoniticn in the bands of later writers..... If
later writers ref2r to his Vakrbkti it is only to

criticize and reject it and - s e-Funtaka was
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apparently fighting on behalf of a cause already
doomed. The popularity and i1mportance of Huntakh%"
Vakrokti were completely overshadowed by the
dominance of the theories of rasa and dhvani |, to
which élmost all the later aestheticians
wholaheartadly subscribead. Consequently,
Fluntaka’'s centeral theory of vakrokti vias
discreditad and his own name lingered only s a

_ - . . . )
half forgotten propounder of 1ngenlous doctrine.

=8
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R. VAKROKTI AND MODES OF FOETIC DEVIATION

Geoffrey Leech, in his eminently

readable  bgok, A Linguistic Guide to English

Foetry (Oxford 1979) feels that a creative writer
may have to transcend the bounds af starndard

langauvage to explore and communicata new areas of

¢

2uperiences. But he paoints cut that this freedom
granted to creative artist h. =s reached
pathoslcocgical degrees of abnormality in some poets.
He fesls that deviations from the accepted TOOrmsS
of language=, inevitable as they are i paoetry

shnould mnot be too violent and too frequent.

Dr. Leech has classified linguistic
deviation in poetry into =2ight types. They are :
1. Lexizal deviation (2) Grammatical dewviation, 3)
Fhonological deviaticn (4) Graphological
deviation, 5) Semantic deviation &) Dialectical
deviation, 7) Deviation of Register and {3)
Historical deviation. He calls thes first five as
main deviations and the last three ancillary
deviations. DS ’

O)l5 §rox, E 50,1
N\
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Funtaka in his treatise entitled
Vakroktijivitam has popularised the concept of
deviation called Vakrokti. Though the concept
existed even before FKuntaka, the distinction of
formulating it into a Ssttem of literary
criticism goss to Kuntaka. For Bhamaha and Dandi
Vakrokti WAaS only an alamkara, a poetic
emb=2llishment . Funtaka disagre=ing with them,

2levated it into the life of poetry.

Yakrokti [Rccording to EKuntaka is a
deviation from the established norms of language

for thea Furposea of ttaining a certain

m

strikingnass {(vaichitrya) or an imaginative turn
of phrase or idea {(bharmngibhianiti). He feels that
Vakrokti depends greatly upon the talent
{pratibha) and the craftsmanship (Kaugala) of the
poet. Dandin divides poetry into two kinds — the
one wtrritten in the natural speech (Svabhavolkti)
and the= othetr written'in the "twisted’ or obligue
speech (t.e. Vakrokti) and feels that the former
is more pleasing than the latter. But FKunaka,
disagreesing with them, says that the matter of

of
fact speech fails to please the connoisisSfe poatry
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(sahrnpdaya) because it lacks ‘vaichiterya ', and
states that the matter of fact speasch is elevated
to the status of postery only when 1t is gJivan a
twist . According to him vakrokti mAarga in poetry
1s superior to Subuméra Marga’ which depends
heavily an Swvabhavokti. Funtakd s theory of
vakrrokti can b2 summari=sed in the following sloga:
Sabdarthau Sahitau vakrakavi vyapara Salint

BRandhe, Yyavaszthitau FAavyam.

tadvid3ih lads FarinisC, Foetry is the
comdinaatich ot sciund 353 sense intrcdacsd in =
lingui=ztic Tomposicion that strikes with the
strikimngnes of 2ypre=sicn caused by the skill of

the post the cocompositicn that imparts dalight to
the cannoiszeu&.31wakrokti according to FkFuntaka
enmbraces such basic theories of Indian assthatics
as rasa arnd dhvani. Later aestheticians like
Mahima Bhatta agreed with Funtaka but said that
the difference between vakrokti and Dhvani 1s only

superficial -« Funtaka classifies vakrokti into the

following si1:x types.
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1. Varna Vinyasa Vakrata (deviation in the

arrangem=nt of letters).

2. Fada Fuarvardha vakrati Ydeviation in the

substantive parts of words?

S Fada parErdha Vakrata (deviation 1 the

terminal parts of words).

4. Vakya Yakratli (syntactic deviaticn)
S. Frakarapa Yakrati {deviation from tradition
in conceiving an incident or a chapter of a

worlt of litsrature).

&. Prabandha vakrata (deviation in the

construction of the wheole plot).

In the following sections of this
chapter the various types of the linquistic
deviations as classified by Dr.Geoffrey Leech will
be discussed. AN atempt will be made to compare
them with the different kinds of Vakrokti

mentioned above:
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1. lLevical deviat jor : Any deviation in the
form amnd function of vocabulary in poetry 15
clled laxical deviation . It is further sub—

d

ivided into 2! HMeologism b Affixation sind

ompoundling and <) Functional convesrsion.

Meolaglism i1is the coimning of mnew lexical
items. Thougt all great poests coin naw words and
phrasSes, thi=z 13 nmot restricted to goets alzone.
411 othesr linguistic practioners contribute to the
dzvalopment of lexis and z=ome of thesie crextions
becom=s part oF thz wocabulary of the languaga.

A fL mYioca 1T ozoolyvilmg S =wlE ol Lals
=T largaugs with girzabtes 2roscrality and “resdors TS
tanitin S T R E=1A" s Rl S T I The rule wihicoh i ==
azCc=stability o regativiIations lit= unmcy ing =nd
Unpairg 15 applied with greater frzedaom to cCoOin
exprecsions like "unfathesring"” as Hophins does in

widow

pGrvar

oEm, "Th= Wreck of ke de'utsghlarzd.“ The

making wurnchilding unfathering dsens.

Mzolcgism and affixation resmble pada

dha wvaktrata which allows the coining of new
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expressions, by taking the help of dhatus and
upasargas. Hepkins method of compounding is close

to the Indian tradittion of Sam3sa Kalpan?:.

Adapting ar item of vocabulary to a new
grammatical function, without its form being

changed 13 functional conversion as in the sxample

below.

"Storms bugle his fame® {(Hopkins)+« Bugle
traditicnally u==2d as a noun has been used as a
verh by Hopkims inm the same form. Allmost all

Sanskrit armd Indian lanmnguage poets exgerimentad
with l2xical dzviation to enrich their lamguage.
But naclogism- does not appear to have been =Y}
popular as it is in English. The reason might be
that Sarskrit the oldest language of India could
not borrow le=2xis from other languages as a modern
languags like English can. The Indian languages,
till wvery recently, were too hide—-bound to accept
new coinagzss as they did not have the sanction of
purva—-kavi pravoga.

Grammatical Deviations
A

ANy deviationm from the morphology or



syntasx

deviation

morphological deviation

poetry.

-
I

v

tn

grammatically

actic
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of the languag= is called grammatical

in stylistics. Leech feels

—_
=

are wvery ©are in

Misclassification is a

also

deviation. The syntactic

recerva2d for a certain class

is fill=d by & word bhelomnging to & diffiarent
class in miss classification. Wharn Dy lan Thomas
says ‘a gri=f agos,  grief has taken the place of a
time adwverbial.

Smong oodzon English ZnEts, Hopbins,
=1ist s2=o Audsn vz suCT==s=Tully, zuwsa2rima2n kel
Aditth Sntax o Audern 15 som=z =T hi= coe TS whitDtE o o1n
& st jzctiess and articlialza=szs stylet Sanskrit
azstheticiars do mot wisw this deviationr with
sympathy. Hance thay clasifisd it under the
Tlaws of po=ztry” rather than unda2r acceptable

devisti

OnNs.
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Sa Fhonological Deviation . Any deviation <rom
the established stress pattern of individual words.
which 1is fixed in English , 1s called Fhonological
dav&ation. This is genesrally done by po=2ts  to
suit the wards into metrical scales. For example
Rosetti deviating from the traditiorn, stresszes the
first syliable of "July instsad of the s=acond.
But deviations of this kind are not very Zommon 1in
English. As Sanskrit and othar Indian
language=s are nmot stress timesd, the guestion ot

phonological dewviation does not arise,

Most of £th= Indian meteres are basesd o
gana or matra.
{(4) Graphological deviation

Metrizal varse follows rules of line

length and fzat - : -

t wher=z2as as in verse libre the l=2ngth of
the line, though 1t is said to based on the rhythm
of sense, is arbitrary to a large extent. Foets

such as E.E. Cummings and @W.C. Williams viclently
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revolted against this tradition, and tried to give
visual patterns to the themes of their poems which -

are c¢alled by Leech coded massagss and crossword

3

puzzles. ost of the contemporary poetry is =Y

revolt Aagainst the graphology of the traditional

The acpara2nt irrationality which is
presaent is al1 girreat pogstiry 1= the basis foor
samantic deviticn a3 1m the following sxampla.

« »

The child is the father of man—
Wordswarth. ‘Beauty is truth and truth is

beautyfhuntaka includes all deviation=s in respect
of alamkara (embellishment to poatry) unds=r

vakyavakrata and alamkaras like virodhabhasa are

very closs to semnantic deviation. According to
Leech dia (dialectical,, registral and
historiondeviations are ancillary. Borrowing from

a dialect; which is a deviation from the Standard

Language, is a dialectical deviation. It can be
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found in the poetry of BRurns, Fipling and the
Black posts. M.A.¥ Halliday fTells that language
according to use 1s a ‘register’. Register mairnly
depend=s upon the ftopic of discourse and the people

whao participate in 1it. S5c

(
3
[H

poets mix Lo nore

T
1]

than SN2 ragister in same situations as doecs

Elioctt in nis Waste land. A poet of a particular

age wirrliting the langLuag= in past is called
historical deviation. Mild.on’'s Latimisms and
NG lo-Sason connoctations &= =cme  of the b=st
SHAMSD 1I2= Toe Siskoric=l deviaticn, i Emglish
litzrzaturs=s.

Th= SurTpEan —orceEpt =f deviation in
co=2try takas=s imntc account ol its limguistic
azgscts. But Turntagds thoaory of vabkirokti
—onsiders the formal and structursl as=pects of

pocatry as w=1ll. Hence= caoncepts corresponding to
prakarana vaktrati amnd prabandha Vakrata camnot be

found inm the Wsst.

When am incident which does not go well
with the deve=lopment of the plot is twisted to

suit its needs, it is called praka?ana vakrata.
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The 2=2xample cited by KFuntaka in his WVakrokti
jivitam 13 the curse of Durwvasa that k3lidasa
introduced in his Sakuntalam to ernhance the
enjoyment of srngara and to justify the character

of Dugyarnta . When the rasa is changed altcgesther,

it is termed prabandha, Vakrata.

In ConClusion, .« 1t can be said that
there is no one-to—one corrs2cspondences bestwesen the

Indian and YW=estorn

ihen conterastz=d with the We=stern concept, Vabkrokti
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CHAFTER — 11X

OBLIGUE FLETRY AND ITS FORMAL FEATURES

Th= Nature of Vakrokti

Vabkrokti literally means a corooked or
indirect speech. ds conceivad by Indian thinkers

it consists of stritingness of =sxpression Raghavan

[

defines it Aas & striking d=wviating expression.

Afocording to Hupopuswami Yakrokti may be understood
o =R Y

n
M

3

as deviaticon 1n expression fram the common Pl

or
r

may e dus o VvAarious cCausss,

it is termed

il

when deviation is =ffectiv

=

vakrokti". " Gnoli calls 1t the curved or DbliIQJE

diction, peculiar to poetic language.

Hoth Bhamaha and Huntaka have emphasis=2d
the striking déviating ratutre of Vabkrokti. "By
mere verbal esvpression remarks Bhamaha "beauty in
spe=ech i1s not achieved and that type of =2¢pression
callad vakrgkti is the factor that adocrns 5peech"4
It is vakrokti that marks the difference betwesen

ordinary speech and poetic speech. "All tyvpes of
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=

poetry must possess vakrokti adds Ehamaha." De
explains - Bhamaha: "by Vakrokta Bhamaha implies a
tind of heightsred or extracocrdinary turn given to
ANevpression, &=z dicetinguished from common speech

&

where facts are simply stated".

]

The concespt of vakrokti is identified by
Damdin with atisayokti (Hyperbole). By atisavokti,
he meamns a turn of supression which 1is a statement

=i = SHperiancese which tramscends the COommon

c

=xperizInca of the world. ANy expression lacking

this nature of transcsndental exparisnce cannot
constituuts po=2tey. Sticayokti is not gross
a2xaggeration zuceseding mundan=2 possibilitie=s. It
refleacts tha sup=a2r — normal sensitivity of the
pocet. It i= this exaggeration or atisayokti that

produces particular delight in poetic expression.

Before FKFuntake and after Dandin many
critics tried to interpret vakrokti according to
their whims and fancies. It is HKuntaka who khas
glven, in the form of wvakrokti a full fledged
theory of poetic expression. His vakrokti 1i1s, in

fact synonymoucs with poetry (Kavya) itself. Roth
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inadequate expression and expression devoid of
idea are =according to him, of no use. He calls a
beautiful =sxpression without a beautiful idea dead
{tMirthakalpa? and a beautiful ide=a not couched in

g -

i

an 2qually Geautiful 2XDraess10n, ‘diseas
{vyadhibhuta). Funtaia' s concept of vakrokti 15

vary comprehensive. He definas poetry in thres

. N

WRY, S 2 poetry is poet’'s achievement,

.

.

pocetr
L

consists in ornamentation”’ “po2try is comminglinc

o

gnse which 1S established in a

[t}

of sound and

il

composition 2mbodying the po=ftic activity of

deviational character and which delights those who

kmow the true pature of psetﬂy",lg

Yuntaka variously affirms the
ess=zntiality o¥f obliguilty in npoetry. )
stirikimmgness {(vaicitryal n the sp=2=2ch, =
ramart =, imparts an e:xZc2llent charm ey an to an
obiect which i1s stale and tasteles=. (yad
apyanBitanoc Jiskbham) . B vakrokti Funmtaka
undesrstands a certain striking or charming
(vicitrad mode of expr=2ssisn (vinyasa - Larmas?

which iz different from and excels the common ar

matter-ocf—-fact expression of words and ideas in
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scientific  threatiss and S0 on. It is this

Vakrata, or vakrabnava, Says Fumttaka that

underlies all poetic =peech.

The =sxlisnt features of Funtakd's

vakrokti may be summaris=2d as follows:

1)

111D

iv)

v

vi)

DbliQuity 13 an essentizl factor 1in postryv.

It is & stﬂ:king mode of spesech and dep=2nds

upon the individu=sl pow=r of the po=t.

It helpe poetry to impart & Lnspeakabls

delight to the connocisssur

It dis=tinguishes poetry from matter of

fact speech.

Foetry becomss lively in association with

Vakroktti i1s called obliquity arising cut of

)

poetice function {(Favya. - vyapara -

vakratval. It is also recognized as the
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emb=2llishmernt (alamkrit) of the worid and
its meaning, the physical constituends of

poetry.

vii) Vatrokti and poetry Ars invariably
.
associated with each other; an Ul embalished
postry can hardly be conceived.

causes

Vviill Foatiz delzctables=zness an elevation ar

il

consummation

12 Whatever renders posetry charming must [ny=
recognized as vakrokti
Fantak 's theory of poetry has be=n

occocasionally subjected to criticism. His theory of
poetry according to Lahiri for instaﬁce lacks
precision. Funtaka spared no pains to form a
definite and unigue theory poetry says h2, but his

theory has ‘remainad indefinitsness to FKuntak’'s

nd

b

compiehensiveness, gvandiloayent exspressions
vague gen=2+ralicsation (12) S.P Bhattacharya too is
ocf the ocpinion that Kuntaka possessed the taste of

a genuine critic but not the dash of a genius(173)
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Mest of the adverse comments are however
unten .able. Thay tend to forgeat Funtaka’'s basic
obj=ctives arnd losk at his thecory from a rather
narrcow point of view. Kuntakd has rightly bteen
Falled as '"one of the rare original minds of later

who attempted "to account for

poetry in fterms of the 2ssentially mnomn—-literal
charzcter" (143

Foetrv, say=s Funtaks 1s the activity of
the DoET, 2nd it aims at Twaicitrya’
{Ztrikingns=ss . which produces tramscerdesntsl
d=1light in responsive readers. Funtaks SAYS 15
ObEligui iy iz of =ix tygpe=s, sach with 2 numbs=r of
=i divisions - each subdivision stribking the
reader =0 a subtle nuance of poetry. Thie Si
types= are " obliguity in the arrangement ot
syllables, obliguity in the Dase forms of

substantives; obhliguity in the infl=a2cticnal forms

« xity in a whole =sntecne,

"}

3
ot

of suhsta ivessy obl
admitting thousand varieties, including a whole
lot of figures, obligquity in parts or incidents,

obliquity 1in the entire composition which may be

spontanecus or studied, both tramsmitting beauty

ax¢  gelight.
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Obliguity in

syllables or phonestic

recogriized In g% tuntaka
vakrokti :

.

he charming

lea

i

Ih

Fountabkas fL~tnhaer

3
i

alliteration Alithout any

artistically by the £

m

oo

s

—harm becaice

allitesraticn is affected

Hhen it is adoarn2d with

when

harsh,

the

of consonants,
scholar

Fumntaka hims=21f

varisty

armd

pr

interval
cont-ibutes high
iatiorns
Wwithout

syllables

arr~angament

=3

cbliquity ha
1St
vakrokti

—_

=

by

4

i

Say

of wak

it

[a
[

i

T =

17

cmetim

S |

=k

in

m

]

1=

e
too, employ=c
poetic

wh

in wowel

il

n

axxtra effort,

which are ot

it becomes appealing by discontinuance
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of earlier sound repetitions and by new achieves

for reiteration.

The second variety of vaktrokt:l -
obhlguity in the base forms of words or lexical
ebliguity comprrisses aii effecte bassd on th=

The nmgas wvariety of vabrobti cperates 2%

1’_-‘

th= lev=1 of senternce. Funtatzas maintains H .
"Obliguity of sentence is diztimct from the

richness of kbezuty born of attributes =nid tigures

in == far a= they relate to articizc wrds amd
conternt expressed 1n varilied styvles. In f=c-t,
expressiveness ot the sentence form should Le
regarded ze the escsence of this b&:bty- Jus=s 2=
the exncellencz of painting transcende the beauty
of various shadss and colours onn canvas the poet ' s
zrt excele thsz besuty of individuzl =l=sments suo
2= word, Sgs Sttributes and embelli=shmsnt.
fccording to Funtaka & sentence is nothing but Eb
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i
m
Re!
Iy
cr

1. of maintaining suspense all aslorng and i

ib
]

-4

the product of thes uvunigus, boundless postic skill

undesrlying 1t, we hava the ohliguity of epi=ade or
=2
incident.
Th2 last wvaristy discussed by Funtak 15
the nbligaity of the composition itself. This

variety of wvakrokti is =aid to have the beavty of
tne combinsd complesxr of the other five varieties.

ciirvarietiss =T the

I
il
(L
i
Ut
1l
[ :
1
m
i
1
in
]
)
=
U
=
3

cbhliguity of thzs sntirs compcecsition. The ocosi Ay
—hangs ths ra2sa oF the2 sourcs =tocry to Maks mils
Wy Zmligatfoall HzEoma mar= zrnly chni2 paect o of Th=
criginal sty the suhiec mati=c of his work. Tre
aE=T atw may be made kD ooyYain diffsrent Fz=ulits Ef=
his Sshisctiva untnzwn 1n the sourca =tory. Trhe
Sy Tigtle of = =k may DO=Sess stribingrniess,
indicating th= tilt bheing Given to it. An

ba sxpandad oir an axtensiva
orz2 cut short by thz2 author. LLastly the whole wark
of an 2uthor may = obligue, giving instructions

and telling n2w ways of success.
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The result of obliquity in a poetic

composition may be a kind of obscurity in a style.

True postry as Herbart Fead points out, is

‘concentratsed’ with =2dgss sharp and cutting. A=
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ambiguity. Soldzoith, Tor zoamolis, holds omliopalts
rezponsinia e Trigaudi Ty 1o tizzratur=s.
Frigigity, Tt obhia, iz oo Z@viabtizo Troo B =ty
Tl tTo the s=reoon=oous el T Vil TEs,
Wiz, =ndsavouring To ZEagtivats the admiration wmibh
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zxtravagance.
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conSCcious mod= =t ooatry » Mozt opo2ts choo=ze

b lique mod=2 of writing sut of shear recessity.
Coleridge maintains in his Literary Semzins. "Ue

shall allow a pcet to =s:xpress hiis mzaning when his
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meaning not well known to himse1f with a

™)
u

certaxin degres of obszourity, as 1t is one sort of”
25

sublime. " Obligue po=try fTinds SHpression i

wihat Sas  bEe=2n Ccalled the comple:x stvle. It has

i
O
...h

been pcoint=d cut that the meta phyvsical =tvyl

Seventzenth Century English literature, the mitch
maligned obhscure stvle of Browning armd tre
difficult style of the twentieth century postis
like= Hoobkins are different resxlizations ot this
very complaxn style. This style is marksd by a lov=
=f compl=xity 2md an nnusulaily powerTul
=5 - Thos=s  who weits in e B =toiz
ERH A S Yo say Thinmg=s a7rEsh &no =t I
2 frasld =T o oomldl, o= Limg o sAi kb mew fTorms ==
SO ETE L D, TEw s f oz=tyvle D7 WS 1InY zid
=btylizstic f2ohniguss 1 MS2W wWAavys.

Th= maetaphysical pcets, led oy Doons
zhocksd their conte2rmporari=2s and SUCC=S=SOrs =y
their daring excessa2s 1o languiage use. Johnson
wreote of thzir style in hiz Life of Cowlay ¢ "Th=

mast h2trogantous i1deas are yolked by viclenca

~anscalbted for
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illustraticns, compariscons, and allusions; their

learning imetiructs, and thair subtlety

SUrPrises. ... Hazlit considered most of Donne’'s

coems {guaint riddles in verse whiich 2ven the

phoernix could ot unravel. Words worth found the
‘repulsive quaint, and laboured . However Donne 's
is a poztry with more "‘mattzar and less words ',

. . ' . . 200
which is a Tlose packad and dens2 with meaning.

EBrowning 's is another well krnown case of

1]

poet writing 1in obscure po=2try. The socurcss of

his obs curity are his subtle armnd urnusual tha2mes,

i var-ied untTamiliar and lsarnsd allusions and

Ul

illustrations, his =2utremaly abrupt and sometimes
carela=s manna2+- of putting things all of which
were part of his new technigue of writing poetry.
Like Donme his wide and curious knowladge findes

terms and likeness unknown to us to express Bis

meaning.

SGuitsz E} few modz=rn pocet= oroduced whiat can be
acceptzd as th2 best specimsen of oblique style. Mo

onea alsa, hoviever, is more aorginal and
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unconventional than Hopkins. Fobert Bridges
described Hoplkin's poem "The Wreck of the
Deutschland as ° a great dragon folded in the gate

t0  forb id all entrarnces. Hopkins himself wrote in
a letter mentioned by R.F. Blackmur in the FKenyan
Review (Winter 1939) that "there is an old Adam of

barbarism, bovishness, wilden=sss, rawness,

. s

rankness, the disrz2putable, the unrefin=2d in
2very person which he would call tykishness.
Hapkins thought that the ocne aim of poetry to
grasp and =2:xapress individuwality of sverything in

the world. An

n
ct
o
1i]

mpt to catc ‘"imscapes’ in postry

will mean unique precision and distinctiveness in

language. This wild =xplain many appar2nt
difficuities cr sdditi=s of Hopkin ' s vocabulary

and svntzax, and freguent us=aJHqinversions, chissions.
ard ellipsi=s. He did away with the rules of
grammar s for they were found to limit the
possibilities walanguage as & medium of poetry.,
Mo other poet has used compounds more ocften in =tu]

short a =pace, none with mora potent

3
-

otrginality.”
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Hopkins was awars=s that, owing to these
features, his poetry may appe=sar to many as obscuré
or difficult, "No doubt my poetry erre on the side
of oddness he said. He took pains to explain to
his friend=s that he was ocbscure not b2cause he
wanted to be obscure but because he could not help
being obscure whila= striving to say quickly,

minutely, powerfully and authentically what he

wanted to say.

Some sort of obscurity is found even in
veary gr2at poetes’ works. Foetry is found to He
obscure W20, for one o other, there is &

breakdown in the flow cof communication,bstween a
poet arnd his readsrs. John Fress remarks that
"Judg=ed by rnormal standards of prose qualities
ther2 will always remailin an elam=nt of obecuirity

in poetry.” and that "po=2try, 1in okeying the vary

1aws af Eire must preserve the rights to be

na
209 ) . . .
obscure” /" Twheon A poet’'s mind is working under

1

sSome Ein intense pressur=2, the resulting poetry
is obscura bacause, to us2 mathematical

expra2ssicn, h2 is raising languag2a to a new power.
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"In such moments" comments Fress, the poet "rises

and falls through different levels of

consciousness, leaping encormous gaps between the

discontinuous : orders o'f experience, like =3
29

desperate climber.

Some. difficulty and sophistication are
thus bound to be there when subtle minds are
trying tc group and portray subtle feelings

accurately. Writing on ‘pure poetry ", Valery

RN

Rematrle:

Every time words ehcw & certain
devieticon from the most direct, that i=s, the most
insen=szible evpreszion of thought, everytime these

deviatiocns forsshadow, s 1t were, a world of

relationehips digstirnct frorm the purely practicxl

world, W cohiceive more ot le=s precisely the
possibility of enlarging thie excepticnal
domain,.....which, when developed and used,

constitutes poetry in sc far as it i1is an effect of
artsVallery ie not urniaware ot the danger of such &

poetry. He particularly drawe our attention to
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the complicated and the artificial language of
our age, which ‘becomes more mysterious,
narrowet, more inaccessible to the (:rcawc!":i:'1
Complexity in poetry is understandable, says he,
if it comes to a composition as a sequence of

"expressive and suggestive devices.... invented

in order tc enhance the power and impact of

-
P

speech.””™" Mallarme has justified obscurity inm

- -
RS

poetry evern more strongly. Obscurity is &

dangerous thing, regardless of whether 1t results
from the reader ' 's inadesgquamcy or from the poet ‘=.
But if you avoid the work it involves, your  are
cheating - If a person of mediocre and

insufficient literary experience happens to open

= bookw and 1msisets on enjoying 1it, samething is

wWrong. There hes simply bkeen & misunderstanding .
There mucst a2luwzays be an enigma in poeitry. The
purpocse of literature — the only purpdse — is to

evoke thing=.

Ubscurity for the sake of mystification
is & defect, but if it is nececssitated by the

poet’'s subject matter, it is ot urnjustified.
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Clarity of expression 1is undoubtedly a virtue of
poetry, but superficial clarity at the cost of the
genuineness of thoughts and feelings can hardly be
recommended. A ambiguity,~in ordinary speech
meanrns something very pronounced and as a rule
witty or deceitful. Ambiguity denotes various
layers of meaning in poetry. Empscn has classified
ambiguities bassd on theiP’CDmmunicative efforts

arnd their contribution to the te:tual structure.

many of the ambiguities treated by Fim involwve

factors that cannot be easily evaluated
linguistically. Thecse include : levels Of ability
in comprehension, degrees of sensitivity and
ingenuity, awareness of historical background,
allegory, allucsion, etymology, sound symbolism and

also the poet’'s intentions.

Sanshkrit scholars have given =t
impressive classification of ‘ambiguity’ on the
basis of comparison (sadharmya) exaggeration
(atig€aya) dissimilarity ' (Vaisamya),

appropriateness (aucitya’) obligueness (Vakrokti)d
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and wonder (Camalkaral. Empson’'s seven types
ambiguity roughly correspond to paronomasié“
(s leéa), irony (Vyajokti) Chime (Yamahkal) conceit,
transitional simili=s, repudiation of the idea put
(pratipai antithesis (virocdha) and paradosx
(Virodhabhasa). A mora=2 positive term Py =)
plurisignation has been suggested by wheelwright

. . . . . . =4
to indicate this richness of meaning 1n poetry.

Idiolsct and Fostic Language

Foetic style can also b= considered as
‘idiolect. Bloch introdwuwced the term to represent

the speech of one perscon talking on aone subject to

35

the same person for a short period of time.

Robins defines it simply as "The sp=2ech habits of

RY-1

a single person."” It 1s according to Trudgill,

"The speech one pe2rson at one tims in one
11 '_—:7 > - . .

style. Some lingutists like Labov, howevear,

have expressed doubts about the usefulness of the

concapt of ‘idiolect’ as a proper subjec% of
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linguistic description represents a defect" in

it.“e‘ The valus of the concept of idiolect,

however, can hardly be denied. Yet the notion of
idiolect” as Hockett remarks, . is important,
because in the last analysis a language 1s

obzervable only as a collection of Idiolects.“bq

Each individual builds up his own set of
speech habits, hBis i1idioclect, in himself and as

Hall suggests, the idiolect is the only ultimate

linguistic treality ™ 40 Crystal and Davy have
assigned a =significant place to ‘singularity’
amongst dimensions of situational constraints

operating upon a linguistic teut. They are of the
Dpin;on that occasional idiosyncratic linguistic
features, ' give a specific effect.’ of linguistic
orginality and that such features are
‘deliberately introduced into a situatiqn to make
a specific linguistic contr‘ast’41 - It is the
idiolectal features that impart a distinct
character to a poet’'s stylse. Parkinson aptly
-

Pemarks:a‘ “If we step momentarily from ‘langue ’

to ‘parole’ we become at once aware of the fact
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that avery individual has the capability, not
infrequently exercised of extendiﬁg the meaning Df/
any sign in the language, according to his
caprice. This fact alone would suffice to explain
the infinite creativity of language, but if we
consider also the syntactic processes by which

signs are created and communicated, we have basic

explanation of linguistic infinity.

Right from Buffon till present time,
literary critics have taken note of individual

walities of poetic style. Style according to

Lucas, “{is a means by which a human being gains
contact with others. It is personality clothed in
words,’ character embodis=d in speech. If

handwriting reveals character style reveals it

still more...4g Raleigh tregatrds style as the

gesture of the mind and of the soul of a poet.44
Style of a poet it is said is characteristic of
him at a certain period of - his personal
development. Style, says Murry, 1s an organic

aspect of work. It is a quality of language which

communicates precisely emotions or thoughts, or a
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system o

f emotions or thoughts, peculiar to the
45 "

author. "

In the present world of complexity and

incoherence, a poet is obliged to discover his own

language. In a letter written to Warner Taylor
Llewelyn Fowys maintained 46 : a perfect style is
the perfect expression of a man s saecret

identity....The style of a man is the direct
result of his passion for life. Learning and
scholarship are of =mall valuea here. Style is the
affirmation of marnn's heightened awareness of
existence and always grows up from within, from
out of the marrow of his bones....It would seem
that the inmnnate complexion of a man’'s mind finds
for itself fitting expression....Style has to do
with grace, health and vigour of a man’'s soul.
This quality of poet’ 's style may be called its
diacritical pcwér. To Garrad, "a man’'s poetry is

but a part of him."47

A poet’'s style is infact an integral

part of his personality. However public the means
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of communication, the way of conveying experience
will be peculiar to him. A po=2t is an artist by
virtue of the fact that he has certain skills at
his command and certain ways of selecting

materials and technigques to suit a particular end.

Socrates is credited with saying : As a
man is, so is his speech. Aristotle remarks that
the speaker must “"present himself as a certain
typ= of person and put those who judge him in

certain frame of mind by revealing through his

language his "good sansa, good character and
goodwill toviards his hearers.48 Longinus also
glimpses essentially the same truth when he
writes: ‘Height of style is the echo of a great
. 49 A $ 0
personality. Gibbon put i more clearly ,"Style
50
1s the image of character"”g. Jochnson once  said

of style in writing: "Why , Sir, I think any man

wha%ever has a péculiar style. "
T.5.Eli1ot, howeaver holds a different
view. FPo=tic art culminates, according to him, in

the annitkilation of the poet’'s personality’ to
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axpress but a particular Medium... in which
impressions and experiences coaombine in peculiar’

w1 Eliot does not seemr to

and unexpected ways.
appreciate the interplay between the poet’'s
temperamént and his style, which gets moulded in
important ways by the poet’'s preferences and
priorities. Whether it appears on the surface or
not, it is his personality which expresses the
poet’'s impressions and experiences 1n peculiar and
unexpected ways.’ FReferring to Dante’'s style
Elmiot himself admits that the language of each
greats, English poet is his own language." "The

task of the poet", he= adds, in making pesople
comprehend th=2 incomrpehensible, demands resscurces
cf language enriching the meaning of word=s  and
showing how much words can do, .. he is making
ponesible a much gresater rangs= ;f emotion and
perception for othsr men because hes gives them the

=
ol

speech in which mora2 can be expressed.

The organic connection betwa2en ocna’'s

style and personality has been endorsed by other

creative writers also. Coleridge writes : Every
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man ‘s lanéuage varies ....Every man’'s language
has, first its individualities, secondly, the
CoOmmon properties of the class to which he
belongs, , thirdly words and phrases of universal

[ =i d
gy 2

use. Coleridge thinks ’‘poetry without egoism
is comparatively unintewesting:54 Arrnold defines
style as the expression of the nobility aof the
pocet’'s ChaPaCtEP".SS Ezra Found says that ‘poetry
provides equations, like mathematics but equations
for emnotions. Hopkins also confides that poets
"have each their own dialect... formed generally
as thay go on writing“56 I.A. FRichards is eaven
more categorical in affirming the role played by
the poet’'s perscnality in shaping his medium. He
maintains in hiz Science and Foetry that style in
po=2try is politically a matter of r~hythm and that
rhythm iz "mno mattesr of tricks with the syllables,
but directly reflects persconality.” In a lecture
he stated that‘the printed words of a poem are
S7

only its footprints on paper.

All these visws prove conclusively the

value of personality in giving a particular

-
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character to a poet’'s style. Foetry can thus be
said to make use of the language which can be/
taken to be the poet’'s idiolect. The poet fuses
his material and his techniqgue with the
distinctive ality of the personality. Ohmann
points out that the style of a person is as unigue
as his finger pr‘ints.58 Ullmann also agrees that
"there i3 an intimate connection between a writers

lamguage arnd his pevsonality.dq

The style of a post can thus be treated
as his ‘'idiolect. 12 his individual, unigque way of
saying a thing. "The development of the idea of
style as the individual man and the exaltation of
orginality in literature are intimately involved.
Sanskrit poetics, it is alleged, deoes naot  pay
adaguate attention to the role played by the
poet's personslity . Lahiri for 2xample remarhk st
Sanskrit poetic - theorists have seldaom
considered...the element of individuality in
poetic composition =2xwcepting probably Funtaka..é69
S.¥. De also holds that the Indian concept of

style (riti) does not involve “"the expression of
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poetic individuality’ and that it cannot be

therefore regarded as equivalent to the English
word style"él . The individual in Indian tradition
has not. been assigned the same significance as
society, and 1t is but mnatural for the sanskrit
aestheticians not to regard the element of

individuality in poetic composition as of

paramount importance.

Indian agstheticians before and after
Funtaka were not unaware of the part piayéd by
po=stic function (t'avi Karma) and pcetic nature
{Kavi—-Swvabhavas.) HBut no one attached such a great
significance to them as Funtaka did - While
establishing the egsential importance of vakrokti
in his theory of poetry, he underscores the
important part playedbghe individual power of the
poet. One of his. great=st contributions to
Sanskrit poetics‘is that he established beyond any
pale of doubt the crucial importance of the pgoest’'s
temperament. To him poetic function itself is

&2

poetry. (K aveh Karma Havyam) ", Kuntaka

maintains that the entire poetic creation is
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essentially an act of imagination on the part of
the poet and that it finds a befetting means of

communication in an oblique expressions (Vakra

- - - - 6 3
Favi vyapara ).

He describes this imaginative activity

as a made or manner (Krama) without which there

will be no appreciable difference betwesn the

language of poetry and that of prosaic works.64

It 1= the poet’ ' s genius that, in Kuntakas opinion,

. . . s 55
is tha suprame factor in  po2tic composition.

Though he rtrecognizes the value of cul ture
{(Vyutpatti) and practice (abhyasa) in poetic
craation, the crucial role, he maintatns, 1is

played by paostic function and poatic nature,
"Whatever charm there be in poetry "Kuntaka

ramarkes, *"all that is attributable to poetic

Bb

ganius. The po=st’'s imagination and poetic

function should‘ be . treated, he sSays, as the
culmination of maturity of the prenatal and the

(sansékréas)".é7 The fact

present impiressions.
that mast of his predecessaors had generally

ignored this aspect of poetic creativity was not



60

unknown to Kuntaka. In the very first chapter he

observes. 8

So far there has not been a . single

scholar who has devoted his attention to
explaining, even a little of this concept. (of
Sahitya), although concept itself is very

interesting represanting as it does the -higheéf
watermark of the poetic art-So leat us under take
for the delight of the bee like connoisseur a
considesration of the strikingly beautiful essence
of the concept underlying all compositiocons of the
Hest poet and impressing us as containing the
caollective bzauty ofthe ambroisal drops to be
found - in the heart — lotus of the goddess of
‘ | ]
poetry. Funtaka again and again refers to this
poetic function (kKavi kKarma) and its relevance for
poetic _creation. Hiz definition of poetiry
attaches equal significance to poatic creativity
and aesthetic delight to the connolisseur.
"Foetry" he says, " is the word and sense together

enshrined in a style revealing oblique creativity

of the poet on the one hand and giving aesthetic
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delight tb the man of taste on the other.“bq.

Reiterating this very point, he further
observes: "1t must be accepted that an object finds
entrance . to a poetic process only as a result of

its interaction to the imagination of the poet."70

Funtaka makes no distinction between the
poet and his creative activity and holas 'thaf
differentiations of ritis or margas Ashould be
based on poetic functicn. The poet’'s temperament

alone, says he can furnish a reliable criterion

for their diffevences.71
A classification of styles can be
justifiable only when it is based on the

temperamental difference2s among pcets thzmselves.”
For =2aample, a poet gentle by temperament, is
gifted with an innate postic power of the same
order, since theApoetic creativity and the creator
are insparable from each other. Funt_aka has thus
variously affirmed the significance of poetic
function and poetic temperament in shaping the

poets sensibility and mediumeDe explains poetic
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-
-

function as the organic expressive activity of

e

poetic intuition.™” In his introduction to the
Vakroktijivita, he remarks that “"Kavi Svabhava
[Poet's\temperament] alone furnishes the criterion
for FKaviprasthanahetu" — the factors responsible
for particular ways (margas) of poetic speech".73
tuntak ‘s ideas on Kavikarma, kKavivyapara and Kavi—
Svabhava bring him very close to ‘those have
advanced and interpreted the concept aof poetic

style as ‘idiolect. This is, indeed, his . great

contribution toc Indian po=stics.
FOETIC LANGUAGE AS DEVIANCE

Foetic deviance is the most important
linguistic concept that cuts through the theory of
vakrokti. Recent works in Stylistics is mostly
of three.types, style as deviation from the norm’
style as recurrence o+ conveyance aof textual
pattern and style as a particular exploitation of
a gtammar of possibilities. 74 Quite a few

exponents of the stylistic approach to literature

consider style as a deviation a conscious
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The language of poetry is recogrniizably
the omne used in everyday affairs, but it is
turned, as it were inside out. The poet makes
words and their combinations to serve more than
ordinary functicsn . His chaoice of words and
assigning their function are characteristicaliy
different. A deviamt form in postry, whatewvar be
its typ=2 and mature acguires 1ts value bzcause of

its frequency and degree of deviation.

it

In analysing deviations, the Chomgkyan
notion of degrses of gramaticalnesss’ may prova to
b= of some h2lp. Chomsky remarks. "One  way to
test the adeguacy of grammar is to det=rmine
whether or not the sentences that it generates are

actually grammatical ie acceptable to the native

=ty
o DL

speaksr., H= Go=2s on to sSayv that nzither
s=tati=z=tical fraguency nor semantic significance
determinzs whether a2 zentznce is grammatical o

not Chomsbty mainmntzains that the native intuitien
can bHe fully relied upaon to reject all
ungrammatical sentz2nces and that convetrgent

rejection can be used t90 build a thecory of degrees



67

of grammaticality. A “well chosen deviant
uttsrance™ zay chomsky may be richer and more
- . 21 , " , ..
effective. Chomsky s concept ofihe “"deep and
surfac="’ structures of the sentence may alsao
provide an insight into deviations in poetry. In
much of poor poetry the surface structure

transformations are responsible for deviation,
while in good poetry deviant features ars
essentially differences in the deep structure.
Thorne proposes that a deviant text be regarded as
a2 sample of dialect and that a grammar for it be

constructed of the same ind that one would

cornstiruct for the standard languag=2. == Fostic
larnguag= ’ it 1is n=2ld, mus Le treated as a
microlasnguage with a microgirammar.

Deviation i= thus the raison d=tr=2 of
the languag=2 of poatry. Saome form of non-—
literalness i= undoubtedly its most essential
fzature, without which poestry would lose much of

<

its communicate force"B“. This fact was fully

appreciated by Indian aestheticians as is evident
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from their discussions of vakrokti and other
concapts. Right from Bharata, it may be noted,
they have invariably laid stress on the importance

of style in a literary composition.

Eharata has termed it Vritti, a
. sy - .84 .
particular style of composition.’ vVamana calls

it riti1 and says that it is the soul of poetry.

fnanda Vardana calls it pada—saﬁghatané anrnd
defines it as a system of placing words in a
composition.ad. Styl= (riti) hazs b=sen likenad to

the proper adjustment of limbs in a body.gc

It is tc the creadit of the Sanskrit
literary ﬁheoreticians that they did not develop
theaories of literature that would apply only to
certain forms of literature . Theirs is a truly
general theory free of external considerations.
These schalars have given due consideration to the

&=

objective aspect of style. Maoreaver, they have
p=id attentions to all the levels of linguistic

structure « Regarding choice and arrangement of

componential elements of a sentence in poetry,
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Anandhavardana states that when a poet is engaged
in his creative activity, various structural
patterns and wvarious synonyms pervade his mind of

. . 87
which he picks the best. ™

Vamana remarks: 88 The proc=ss of
selection arnd rejection of words should continue
so long as the mind in doubt. Once the wotds
firmly fixead Upon, poetic language attains
consummation. When in a work the words are so

Judicicusly us2d that sven a single arme of them

T

=

2placed, we have what =tylisticiams call a

~

can

=

!

consunmaxte c

0

H

imosition.

The Sanshkirit posticians treatment of

lakzana {indicationl’ and dogas (Blemizhes) alsoc

bear witness to =2 panetrating insight into having

meaning it 1s

o
a

linguistic subt=2liti=zs .In regard
held that one uses & word to signify a @ meaning
other than but related to its primarily meaning
either bzgcause that the latter 1s incompatible or
because gsome specific purpose can be achieved by

using & word in a deviant way.89 Once we free the
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concept of deviance from the implication of
‘incorrectness ’, we are clos= to the theary of’
VAHRORTI in certain significant respects. The
theoretical foundations of this theory owe their
popularify and lucidity to Bhamaha, Dandin and
Funtaka. Bhamaha would not normally birook the
presence of a single defect in a poem. But

grammar he admitted can be occasionally sacrificed

for beautiful expressions in poetry. "Grammar 1s

no grammar® he maintains, "meaning no meaning

logic no logic, art no art, it these do not
"9 - M — -

subserve poetry . According to ghamaha, a

poetry without Vakrakta i no poetry « Vakrokti
transgresses all mundane experi=2nce and consists
in the striking manner of putting a striking idea

. L ; 21
in equally striking words . He remarhks.

The sevz=ral poetic figures are nothing
but thea various ways in which speech i1s rendered
striking. This strikingness has an elzment of
uwnusualness, which may be called vakrokti. At the
bact of this unusualrness can be traced an element

of exaggeration in some measure. Pcetry is
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stranges and therefore beautiful. It is strange’
because thers iz deviation from what 1S common
place. Without Vakrokti there can be no figure
worth the name. However Bhamaha is partial when he
says that a literary composition should be logical
and grammatical. But Dandin does not accept this
12w and denounces pedantic rules and regﬁlations.

All

'y
(R
O

ures, he says, are marked by a deviation

from th=z ordinary mode of exprassion. runtaka has

2van more forcefully affirmed that Vakrokti, is
th2 sin2 qua non of poetry. This basic principle
underlying his theory of Vakrokti b= "that a

certain striking dsviation from the ordinary mods

of expression of ideas constitutes the essence of

. 2
poeth.”QL He definss Vakrokti as a speech which

1 charming by reason of the stilleiiAl ofthe po=t

l

. .= s ?= .. .
{Yaidagdhya bhangl-——-bhanitiy. ~ LEuntaka's zelf-
avzwed aim in writing s treati=ze on poetics has
been "to 2stablish the idsa of strikingness which

. . . 74
caus=2s the extraordinary charm in pocetry .

That poetiry is a striking deviating mode

of expression has been affirmed on so many



72

occasions by him. A strikingness in poetic speech
(Utktivaicitryamatera) he hold=s, imparts an
excallent charm even to an cbjij=ct which 1is stals

and tasteless (yad apianﬁntaﬁollekham)"QJ.

Takan together, the ftwo conc=pts, ie.
Vakrokti and deviarmce, attain greater relevance
for description and analysis of pocetic language.
Pespite diffarsnces in approach and priorities,
thare emerga2s & marked affinity betwesn them .
Even withaout the use of modern linguistics and

=tylistics Indian poetician’'s awaresness of some of

u

the rucial of the creative expolitation of
larmiguag=2 is und=finable. Certain i1ssues suggessted
by them have been consider=2d in détail by UWestern
scholars. The theory of vakrokti however, is for
more comprehensive than th=s concespt of deviance,
It is a commendable effort to tackle the question
of poetic communication more squaraly. The concept
of deviance is far mor=2 individualistic and allows
far mora2 frezdom. Le=ch fzels that the creative
wrriter may have to transcend the bounds of

standard language to explore and communicate new
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areas of experience. But he rightly points Dut.
that this freedom gtranted to creative artist has
reached pathological degreses of abriagrmality in
some modern poets. He 1is of the view that
deviations imevitable as they are in poetry,
should not be too violent and fPequent."96 The
Indian approach, on the contrary would never allow
audacious freedom to the poet, and the freadom

beo

given to him has to exsrcised with certain limits

prescribesd by the tradition. It has "indeesed”
graater regard for traditiocn tham for individual

talent.

In comparison to the trheory of Vakrokti,
the concept of deviance, howaver suffers from
certain inherent limitations. LPeviance has been
considered to b2 "the sum of non grammaticality and
"

non acceptability"”, and has been used as &

Elankest tarm covering two potzntialsty diftferent

-
factovs."q'

The interpretation of deviant slements

in poetry has been a debatable issue in
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linguistics. Chomsky remarkss: Given a

grammatically deviant utterance we attempt ta

imposé " an interpretation on it, exploiting

whatsgevsr features of grammatical structure it

preserveé and whatsoever analysis we can construct
8

with perfectly well—-formed utterances .3 In

poetry elements get transvaluated. atz remarks

that deviant sentences which he calls ‘s2mi

s2ntences”’ are understood in terms of their well

formead parts and that the knowledga of the

grammaticsl rules of the mormal language is made
.29

viss2 of to discover violations in poetry.
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CHAPTER =

THE WASTE LAND AND VAEFEOETI

The purpose of this study is to analyse
‘IEE_EEEEE—EAQQ' on the ground of Vakrokti. We 11
exemplify the = kinds of wvakrokti set out in

Chapter II. Eliot’'s poem The Waste Land has too

much complexity both in style and meaning. The

poem is striking from the very beginning to the

end. Many of its verses are strikingly
"spontamn=sous utterances". The pocem abounds ir
many striking passages. Vakrokti is a

characteristic f=ature of this poem, with full aof

. .

witty banterings arid ironic spe=sches. Foetry
becom=2s commendable i1t characterissd by obliguity
(Vakroktis. Elioct makes use of atisayckti’
svabhavokti and nunckti, besides similies,
metaphors and other beautifiers of poetry. Refore

going intc further analycsis I should give the

centent of the poa2m.
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THE THEME:

The theme of the poem encompasses
simul tanecusly sevaral levels of experisence
arising out of wvarious waste lands: the waste

1and of religiorn in which there are rocks but no
water, the waste land ofthe spirit from which all
moral and spiliritual springs have evaporated and
the waste land of the instinct for fertility where
sex has become merely a mechanical means of animal
satisfaction rather than a potent life;giving
source of regs=rneration. It zppears to many readers
that Eliot has here endeavored to give poestic
2xpression to his feelings of futility and anarchy

im-the face of contemporary civilization.

Eliot hims=2lf , disclaimed any intention
of expressing in the poem the disillusionment of a

generation. The Waste Land attempts to project the

modarn man’'s *illusion of being disillusioned.
Eliot said to Theodore Spencer: "various critics
have done me the honour to interpret the poem

interms of criticism of the contamporary world,
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have considered it indeed, as an important bit of

snocial criticism. To me it was only the relief of -

a personal and wholly insignificant grouse against

life. I is just a piece of rhythmical grumbling.

Whatever may be poet’'s view it seems
that in his poem he is dealing with the theme of
futility, frustration and the spiritual and
physical bareness of twentieth century western

civilization.

The Waste Land is primarily concerned

with the theme of bareness and symbholically this
is related with the myth of the Waste larnd as
shown by Jessie Weston in her book “From Ritual to
Romance " (1920) ., Weston d=zals with legends =bout
the qu==t for the Holy Grail {the cup vsad by
Christ at the Last Supper) which dezpict a region
as hawving been blight=d by a cruel curse.
ConseQuenthp, nothing can grow on this land, crops
and animals carnnot continue their reproductive
functions and the land has lost its fertility. Tha

plight of this waste land is also connected with
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‘the plight of the region’'s lord, the Fisher King.
The Fisheg King has been robbed of his power to
ptrocreats; h2 1is rendered impotent either through
chysical sickness aor maiming. How this curse which
has blighted the larnd and its Lord, to be removed??
This is to be domne by a questioning night who
asks the meanings ofvvaﬂious symbols which are
presented to him in the course of his visit to a
castle. In the original legend the sterility is
primarily physical, whereas in Bliot’'s poem it is
primarily spiritual. It reacts the religious drama
of the wvisit of the knight to the chapel perilous,

wh2re the grail is suppossd to have been kept.

In arnother context, the theme o Ths

—dlazte L and ;eems to be desth — ‘Dsath by Water’
is only orne facet of it. Death is continually
contrasted with l1ife and vice-versa. In fact

according tao Cleanth Rrooks the pcem deals with
two kinds of lifEAand two kinds of death and with
the contrast that this fact offers. In one
context life which becomes devoid of meaning is

equivalent to death, while in other context
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sacrificial death is shown as life giving, as

almost a means of securing the renewal of life.

The Waste Land at one level concerned with this

parado:x and with variations implicit in this self-—

contradictory movement.

Arnother important thematic aspect of

The UWaste Land as pointed by Ian Hamilton, ié

that it projects the superb trinity of culture ’
sex and religion both as the primary goal of
humanity and as scmething responsible for the
deplorable state of Western civilization, where
these impulses work in a mutual isolation, Eliot’ s
poem ravyeals facets of these three fundamental
features of human l1life in their spiritual and
social context and attempts to projecé his wvision
of life as w=21l1] as his evaluation of the condition
of barrenness which atflicts modern western

civilization.

Vakrokti is a witty bantering or a
humorous speech. But this definition of Vakorkti

cannot be seen in The Waste Land. One can say
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that there are too many tongue-in -cheek remarks in

The Waste Land-’. Eliot makes use of so many -

intelligent (witty) and {ronical remarks in the
poem. The epigraph of the pocem is very striking
"For once I myself saw with my own eyes the Sibyl
of Cumae hanging in a cage and when the boys said
to her "Sibyl, what do you want"? she replied. I
want to die" Cumaean, Sibyl a prophetic old woman
of Greel: mythology was givan immortality with out
perpetual yauth by Appolo. In the Waste Land
prophecy has dwindled into fortune telling.
C.F.Madame Sosostris. By a clever turn of speech
Eliot succeedead in striking these words in the
minds of the readers. The above limne has a
striking idea in equally striking words. It is

nothing but VYakrokti.

The first line of the poem The Waste

Land is a poetic deviance. Instead of saying
"April is the sQeetest month", Eliot sSays that
April is the cruglest month. The ironical
Jurxtaposition Df'\lines is startling in effect.

Easter, which commemorates christ’'s resurrection
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generally falls in april. In vegetation myths

also, spring brought potency to the Fisher king-"“

and fertility to his landrApril is called the
cruellest month bécause the starring of life and
resutrrection are% anticipated with fear and
apprehension. Heré poetic deviance or Vakrokti is
achieved by a clever turn of the word ‘sweetest’

into ‘cruellest’.

Vakrokti is the employment of words or

meanings in a fashibn out of the ordinary and that

ensures to the beauty of the statement. In the
second line "breeding lilacs out of the dead
land’, ‘lilacs” is ironically Juxtaposed with".

the dead land" the above usage is in a fashion out
of the ordinary. Lilacs is a symbol of fertility"

and it adorns poetic speech.

Hare the: allusion is ironic. Symbols
images, similies and‘metaphors are all pgms of
vakrokti, and they are us=sd wherever the ordinary
language fails to communicate the poests thoughts

and emotions. It is true that deviations from the
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accepted norms of language are inevitable in

postry.

Line no: 12, "I am a not a Fussian at

all, I come from Lithuania, a pure German’ is a
“VMakya vakrata“. Funtaka in his treatise accespts

such deviations. Here the deviation 1s quite

startling in effect. From line B eight onwards,

thare is a sudden transition - Here we ses
1
prakarara wvakrata. Bzcause there is a deviation

from raditions in. conceiving an incid=ant. Also

thersz ic a deviation in conceiving the section of

the poem. In a sense "'allusions’ and ‘references
ara lik=2 "alambiaras cofthe Indian poetics. Elinot
makes use ofnumerous allusions in this ooeam.

Allusions and refersnces ar=2 indispensable in the

Westerm poetry. They.are charming deviations from

the ordirnary mode of ewxpressions. Expressions of

b

ideas without allusions and metaphors will not

constitut Vakrokti is averything that

b
U
0
L]
ot
3
<

. ! . oo

constitut=s poetry. Symbol=z, images, similes and
[

metaphors are cocnstituents of the poetic language
[

1t

. I . . .
in the West. The jexpression like "son of man® in
|
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the poem suddenly brings to our mind chapter =
verse 1 of prophst Ezeki 21 in the 0O11d Textament.
It reads like this "And he said unto me, Son of

MaAN , stand wvpon thy feet, and I will sp=2ak unto

Vakrokti is everything that constitutes
poetiy. allusions are part ar:d parcel of
Vabkrokti. Eliot’'s use of allusions esnhance the
beauty of his poem . The exprazession "brokan

~

imag=2s" suddasnly brings to our mind Ezekiel 6:6 of

i

the 0Ol1d

~—}

sxtament .7 In a1l your places the cities
stall b2 laid wast=z=, and the high placss =shall be
desolate, that yvour altars may be laid waste and
made de=gliata2 and your idslé and cease, and vyour
imagas MAy be cut down, zand your wotrks may be
abolistad’ . By & clevaer rurn of spsech Eliot hhas
succe=eded i1n producing & staﬁtiing effect. Funtaka
in his "Yakrokii Jivitam® speaks about prakarana
crata. It coccurs whesn the poc=t takes a deviation

fr-om tradition in conc2iving an incident or a

chapter of a work of literature. Eliot in the
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beginning of his poem {(The Waste land) applies

prakarana vakrata. The lines are as follows.

"April is the cruslest month, breeding Lilacs out
of the dead land, mixing Memory and desire,
stirring Pull roots with spring rain. Winter Lkept
us warm, covering Earth 1in forgetful =s=now, fesding

2

little life with dried tuberws.

Sometimes Eliot makes use of vakya
vkirata {(Syntactic Deviation) for example: "Bin gar
Lein2 Fussin, 5S5tam” aus Ligtaurn, eeht deutsch. on
certain occasicns Eliot narrates the story in
plain simple z=traight forward mamnetr, i.e. in

svabhavokti.The following linss are sxampls .

Ahd when we were children,

Staying at the arck-dukes.

My cousins he took me on a sled.

And I was frightened.

He Said, Marie Marie, hold on tight, .

And down we went in the mountains where you feel" free.

It is true that there is o one to one
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Corresgondencs between Wastern and Irdian
agsthetics. But we can firnd in every gpo2sm striking
ideas in =2qually striking words, which 1s czxlled
“vakrottti. Th2 line (Z0) "I will show ycu fear in
E} handful of dust” is striking in both words and
ideas. Hare the connotation is Biblical =2f.
Ecelssiates 12:7 . Then shiall thz dust return to
the earth as i1t waes. CTf. also Donme, m=ditation 4
of Devctions upon Emergent Occasions

(16247 ....What’'s become of man’'s great extergd and

propoi-tion . wh=zn himself shrinmks himselof and
consum=ss himself to. a handful of dust. ..

Tha limn=s betwesn 31-Z4 =how prakarana
vakrata. We ara=2 referred to Richard wagnsr ' s

sy MUsS1ic drama in whic a Care raee young sailor on

Teristam's =hip sings of the sweet heart he has

U

left cehind:

"Fresh waft=sz the wind

Whare are you lingering.
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Symbols ares part and pere - cf
darrokti. “Hyacinths is a symbol of resu-tection.

Ir gresk Mythology, "Hyacinthus' a Spartan youth

wass accidentally killesd. The yacinth flower grew
from his bBlood. In Zparta thes death and rebir-th
of Hyvacnthus were c2lebrated in early summersr. Thus
Nyacinths are related to vegetation Dults.,

T he ‘dhawni® of the following limss -

Yet when we came back,

.late from the hyacinth garden

: Your arms full and your hair wet,

E could not speak and my eyes failed

I was neither living nor dead and I know nothing.

Looking‘into the heart of light the silence. i=

rather a mystical supesrisgsnce2 of love. Cf. Wagna2r's

Trizstan and Izolde to k=2 the bride of His umnc la

Fimg Mark., A gpoticon that tristans and Iscgids dririb
Sinds th2m to eternal 1ov2.
et
The wlazt=  Lapd 1s Full o7 ironic
CAas=agas. This =2nables The poet to make striking
pas=ajec. Irany i=s Pt of abkroti . The
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exprassi1on LLady of thes FRocks is an ironic parcdy
of YVirgin Mz, this b=ing the wasteland.
Som=times Elict Jmabkes nsa of iromnical
Juxtspositions to get the meceszary effzcot. The
Lady of the FRocks is followed by the lady of
si1tuaticns. Motiece the deflation of the character
implied by the us2 of a2 =mall lstter for lady in
contrast to th=2 capital latter vs=2d in the
previous line. The lady of situations fores=nadocws
the neurotic women 1in part IT.

It 1= impossible to write poems without
making any deviations. It 1= here we finmd the
modernity oF Huntard gostic theory. Ths spoarsnt
ireraticnality which 1= prsssnt in a1l great postrery
1s called semantic cdaviation. By coinming Aan
2xpre=sion "thes Unreal City" is semantic

jndeviation.

Vakrokti can shock the reader and take
the reader to the full participation in the poem.

The line

mon fire

vyou hypocri

! The 1in

te,

(=4

l=2cto

which

~ t
LA )

may

mon semblable,

be

translated;
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Hypocerite reader!', my likeness, My brothe:r.
Accor® nog to BEaud=2lair=, the poet and the readae

suffzr from enpui, the modern urbar man’'s malady.

lite Baycdelaire, Eloit i1s here shocking the reads:r
into full participation in th2 posm. The above
lin=2 is a vabya wvabkrata {(Syntactic deviation).

Yakrokti, to a large extend is identical

with atisavyokti (Hyparbkolisd) o Th

i
)
1]
2
-
n
W
s
ol
il
n
i
-+

b =)

sacond part (A Game of Chess) introducs wuis to a
bored womnasn of leisure2 sitting before a drezs=1ng
tzbla. It brimgs to oo mimd o7 Shakesoceara ' =
Ant:ny ard Cleocpxterat. The refarsnoe 15 o
Emnzharbu s descrigtion of Clazcpoztra’s CrTgrEss

alorng the Tlver Cydnus 15 C1licys Camp=2stri=s,
flowing through the city of Tarsus, ir Asia -
Mimor. The description 15 brimming with
R PR
Aaticsayvaokti ',
Sy d2viatiaon from the norpholcgy or
Syt A o the larmnguags 15 Z=alls=d grammatical
deviation. I lin2 ~aoc.3: 102 thera 13 a =sudd=n
chang=2 of ftens= fram pazt to present Yens=. It s =
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fact that there are no cne to one correspondance
with the Western and indian literary
thecries.Howaver images are Common in both
literary thzocries.All peoetic figures are part and
parcel of Yakrokti. The image of ‘rat’'s  alley’
sugg2sts spiritual sterility in the Waste Land.

T

Irony oc

wurs when the poet. says one
thinc and means the just o osite. It is a
g PP

deviation from the ordinary matter of fact was of
¥

SMpressian. Wharsver thers= 1s irony thare is
deviaticn and h2ncse vakrokti. Th= Shakespearean
Ry Wwas an Am=rican hit tune of 1912, The Tir=t
two lires of the chorus whi:h were an adaptatiocn
of a lirnz from Hasnmeth BEal ' = song Ch vou Beautiful
Doll amd ran:

Most intelligent wvery elesgant. In this
line Elinot ironically comments on the pcpul ar

distortion of the clas=ics.



cliot is one
English language. He d
toviards developing a
pcetic communicatin.
themes in Elioct’'s poetr

fundamental inadequacy a

and its inherent incap
plastic =tress cf the c
Ris weall—-tknown ss=ay on
has also reaffirmed the
poetic languaga'Funtaka
this fact cemturi=z2s ago.

Eliot 's gpoetry

connections which ar2 no

Although Elioct has drawn
almost a

allusi1ons are

poetic structure and ful
stre2am of tha postic pro
aspect of Elist s posti
images and symbols. His

svnthesis of

suitable means of

One of the most

imagiztic and symbolistic tenden

90

of the gresatest poets

2voted all his attention

effective
persistent

is tha= ideax of the

Y

nd opaqueness of language

ability for bearing the

reative en2rgy. Eliot in

The Metaphysical Foets®

necessity of obligity in
A

like Exict had Sxpressag
is full of allusions and

t always =asy to decipher.
upon diverse souwrces, his

lways reworkeaed into the

ly assimilated to the main

Gnoth snificant

<1

c2ss. =r g
Z language is his use sf
imagery reprzz=ents a fin=

cies.

of -
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Eliot s imagess do not merely appeal to our senses

but plungs= deep down into the reader ‘s
CONSCioUusShess. Theay undocubtedly perform an
int=gral function in his poetic style. The

dominant smctions conveyed in The YWaste Land ara

thoss of wesariness, boredom, frustration, self-
doubt and dissentification and the images used in

tham arse msant to convey these very gualities.

Elict did evervthing possible to purify

<t

ard mlsh h

i

Englisth languag=s. The poet tried

1Y
m
e
il

to juggle new mEaning=s out of old, defacsed words.

One of the most typical gxterrnal faatures ot
Elioct's poetic =ty le is the use of repetition?
"Dizstracted from distraction by distraction”  "Good
night, sweet dadies good might, good night, Tl
gocod night". In Eliot’'s pocatry repetition
Sparatas 2t different leval=. At times the
recurrert o=, “"images and phrases Ierva as
motifs. This tzndency to repeat gives a

p
liturigical rhwthm £33 his vers=2. The repetition of
woirds itmparts intensity and a predominant mood and

unity cf tone. I+ also fulfil s, a structural
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purpnse by providing a continuity throughout

agpparently different contexts.

ANy deviation i1n the form and function
of vocabulary im po2try 15 called lexical
deviation. Its further =subdividsd into {a)
Meologism b Affivation and Compournding and c
Fumcticnal CONVers1ion. Menlogism 1s the cocining
of new l=xical 1tems. Though all great poets coin
Bow words and phrasss, this is not restricted to
poets alone — All other linguistic practionars

contribute to the develcpment of lexis and some of

their creationz becam=2 part of the vocabulary of
the lamguages.Elict h=r2 coinsed a new word demobbad
a =1ang o d=acbiliced. Meclogiss ra2carblze rada

purvardbas vaberz@ which allcocws the coimirg of rew

QupraEssions Sy Taking the h=1 of dhatus arnd
[ b4 =

R T river 's tent 1s broken. ... Swaet

M

Thames, run softly 111 I end my <saong. The line
forms the resfrail in Edmund’ Spencser’'s (1552-99)

nuptial scng (c=2isbrating the double batrothal of
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Elizabeth and Kaherine Somerset, daughters of the
Earl of Worcester) entitled “Frothalamion’'. It is
uss=d ironically to suggest the contrast between
the glorious past and the prazsent day sordidness.

Here 1rony 13 used t Aachieve Vakrokti. such

t

ironic passages can be sz2n throughout the poem.

H1legory and Yakrokti

Inm altlegory ideas are symbol ised Ly
SRersons to m=an an anoThzr level of things. Like

vakrekti:l allegory refers somethin diff=zrent T om
Y 7

the contesxtual. In lin2 numbear 127 angd 152 (The
sound of horns and motors, which shall Lrimg
Sweaney to Mrs.FPorter in trhe Spring?’ ar=

allegorical. Eliot ' 's nmnote refers us to John  Day’'s

dramatic allegory "The parliament of Rees" “"uWhen
of the sudden, listening, you shall kear A noise

of horns and hunting, which shall bring Actin to

Diana in the spring. Whzsn all shall s=ze her nabke=d
skin”"....Acta=on surprissed Diama, thes goddess of

Charity bathing with her aymphs. He was sunished

by being turned intoc a s*ag and killed by his own
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hounds. The myth i1s allegorically interpr=taed to
mean the disastrous consequences of intemperate

love.

The above analysis is not in any way

complzste. The Waste Land refuses to be crumbled

1in within the short space ofa chapter: L ik= this.
Due to Yakrokti 1t has got different la2vels of
meaning and different styles are enployed in the
poem. Quoting Vyasa 1t cann b said of The Waste

Land.

"Yatihasti thad anyatra

Yennel has i n=a thad Ewacnhil."
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CONCLUSION

I do hot claim that my study 1is complete and.
satisfactory. It has many shortcomings. However
this 1s a novel and an interdisciplinary approach.
I had no models to start with my analysis. Moreover,
I had to complete my dissertation within a short span
of time and space. I hope I can make a detailed study

and thorough analysis in my research thesis.

The concept of Vakrokti . is  ~:2 a very old
ones in Indian poetics. Many scholars including Kuntaka
have made serious discussions about the concept of
vakrokti. It's still new and fresh. however more
serious discussions have yet to be made. Recent studies
and analysis 1in s;ylistics and linguistics will cer-
tainly affirm the importance of vakrokti and its
universality. It's highly unfortunate that the
followers of Kuntaka did not consider the true signi-
ficance of vakrokti. Yakrokti and other concepts
of literary theories 1in sanskrit 1literature could
not further advance since the language became dead.
Therefore the mdoern scholars find too many hurdkes

in analysing and propagating the concept of vakrokti

Some form of non-literalness or obliqueness
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is an essential aspect of poetic languge. But its

very néture, poetic language is different from other
forms of human discourse such as the 1language of

sciences and that of prose and the speech of common
parlance. What differentiate poetic language most
from other discourses are linguistic dislocations
and poetic 1licences which produce several anormal

linguistic structures.

Though the earliest traces of the theory of
vakrokti can be found in Bharata's Natyashastra,
Bhamaha was the first to gie a detailed treatment
of; it. In the latter's work, vakrokti emerges as
a full-fledged concept. Kuntaka, however, was un-
doubtedly the greatest exponent of this theory. He
takes vakrokti the sinecqgwmm non of true poetr&. It
is, according to him, a certain charming diviation
from the ordinary mode of expreséion that constitutes
the life of poetry. He regards the language of poetry
as different from the current mode of speech. This
differentiation between the matter of fact manner
of expression and the striking deivating mode of expre-
ssion on is the corner stone of Kuntalkds theory of

poetry. The period of Kuntaka, Abhinavagupta and
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Bhoja marked the culmination of Indian thinking on

vakrokti. Afterwards 1its significance underwent a

conspicuous wane.

The Waste Iand respresents Elis#s reaction againmst

discﬁrsive poetry. It is not merely a structure

of discourse from which certain links have been left
out, but a selection and organization of 1images to
express deeply felt 1imaginative truths. The mytho-
logical frame work enables the poet to present our
contemporary state of spiritual aridity as the modern
waste land and points to the possibility of its trans-

formation and redemption.

I do not claim to say everything about Vakrokti.
But my analysis TrTeveals certain 1illuminating facts
about the language used by poets and that of ordinary
poeple. Within the 1limited time and space I have
carried out an analysis about the language of T.S.

Eliot in his "?he Waste Land".
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