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INTRODUCTION 

vfhis dis:;et~tatiDn is designed to as=:;es·:; 

the achievement and relevance of Indian po:::~et i c i .:;.~.n 

!< u n t a r....a a r, d h i ·:; t h e 0 r~ }'' 0 f \/ .3. k t~ 0 k t i i n t h e 1 i 9 h t 0 f 

\.Je:; te ,.-n c r-· i t i c a. l thou·~h t. Kun t .3. ka; s theot~':/ cf 

'·/ a k r~ c k t i represents one of the most outstanding 

contributions to poetic theory. Thet~e has been 

in the 

r·ecen t dec.ades. Not only poets and bt_\t 

-~.l·::;c lin~di..:;ts~ ph i 1 o = o p :-. e r-· s and stylisticians 

consc iou·:; of the c ;-~eat i './e Ltse Df 

language in poetry. Vakrokti has been regarded by 

them as the basic principle of all poetic '5peech. 

The p r-·.2'5en t stu.jy aim·::; 3 t p r~esen t i ng an in-depth 

an~lysis of the theory of Vakrokti by tracing ~ts 

g t~c·>...j t h in Indian pcetics right from the e3.t' l i est 

times and differing i.ts character1stics in preci:;e 

tet~;T:S .v 

Ct~ it i c i :;m of poetic l3nguage has taken 

several directions in the west from biographical 

to formalistic criticism. The study of 1 ~nguage 

has been considerably influenced in recent dec~des 
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by linguists like F.de Saussure and Noam Chomsky. 

Indian aesthelicians do not use the terminology of 

linguistics and stylistics, but they seem 

have been fully aware of some of the c t-·_tc i a 1 

issues that confront us to day.[It would be 

i-"Jh i 1 e to consider Vakrokti in t'e l at ion to the 

Sausse i t'e:::<.n langue - parole dichotomy, Chom-sky· s-

d 
. .L . .. . 
1 ·:=; ,, 1 r: c •-~ 1 (Jn 'competence' and ·. p e t- f o t-· man c e ' 

.::~.nd conc·=:-ot·::; 1 ike idi l~~ and devi~nce.J 

language of poetry 

m c·::; t u~e of language. Poetry has been 

c =- 1 led t.~,e m o::; t de l i g h t f u 1 and per· f e c t for-·m 

u t tet~2.nc =:- hum:::<.n words can reach nothing 

less than the most ~erfect speech of man. The poet 

expresses his orginality through his subject, its 

t r··ea tmen t and medium. It is in language that he 

preserves and perfects his thoughts and feelings. 

The language o~ poetry is the most conscious use 

of language which enables the poet to t r~ an s f o t' m 

his basic =~ncept into an effective and meaningful 

message. The language used by the poet is 

highly 5 t t-·uc tut~ed .::1.nd novel than or the 

language of coomon usage. 
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Of all the modes of ·;;;elf e>:p r-·ess ions 

uses language most p t' e c i s e 1 y , e;-;p loi t ing 

all possible resources of language. The poet is 

frequently obliged to answer new verbal domains by 

m.ak ing vJha t T.S.Eliot calls 

inat'ticulate. The 

taken to be the specimen of the 

a 

b ._, 
:; 

t'a id 

poets 

language 

on the 

can be 

full 

;;;tt'etch. V.Jhen poet finds that the limited 

medium at d i :::.posa l is incapable of 

c OiTiffii_,.rt i cat in;~ hi-;;; varied experiences, he has no 

choice but to use language in his own in d i './ i dua 1 

way. The fundamental inadequacy and opaqueness of 

plastic stress of the poet creative erergy is the 

why the poet must take t'eCDUt'Ce to .the 

oblique mode of e >:p t'ess ion than the 

referential manner. The Indian theory of 

Vak t'Ok t i highlights this very striking deviation 

from the ot'd i nat'Y mode of e:{pression. The 

strikingness produced by Vakrokti imparts a sense 

of newness as if language had become fresh, clean 

washed, pure in its colours. 

~1 though the eat'l iest traces of the 
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theOt'Y of lJak t'ok t i can be found in Bhat'ata 's 

. 
t t-·ea tmen t of laks-~na iii hi·:=; Na"~:yasastt~a. Bhamaha· 

vJas the first to give a detailed account of it. 

La tet' on it was analysed and enriched by 

like Dandin, Bhoja, Abhinava Gupta and others. It 

was Kuntaka, however who was the greate3t exponent 

of Vakrokti which he held to " be the sine qua nonJ 

of tt~u~ poett'Y· A devia.tion, 

accor~d i n•d him, constitutes the very life of 

poet r-·y. In f-3.ct the d i f f e t-· en t i at i on mat ter'-of-

fact manner of everyday speech and the st t~ i k i n.d 

daviating mode of e/pression characterising poetry 

is the corner stone of Kuntak's theory of poetry. 

Hopkins also affirms that poetr-·y i =· 
speech given Ot' he 

maintains ''is infact speech only employed to carry 

the inscape of speech for the inscape's sake". 

Poetry according to him is in the form of a poetic 

composition, in the inscape and is an 

intensification or patterning of speech. He adds: 

some meaning or matter is essential to it but only 

as an element necessary to support and employ the 

shape (formal> which is contemplated far its ;own 
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1 sake 11 
• the consciousness of poetic 

language has become ~ore intense in the pt'esent 

cent ur'y·.) 

There has been a marked awareness of the 

language of poetry in the recent decades of the 

twentieth century. Poets & critics have become, in 

'v· a,..-. i OL! ~ conscious of the creative u-=:.e of 

l-.3-nguage in poetry. As T.S.Eliot points out, now 

criticism and sensitive appt'ec i at ion is 

directed not upon th2 poet but upon the poe t t-· y 11 2 • 

D i scu-=:.s i ng "The :.ocial fdnction of h: 

emphatically remarks that the direct duty of the 
)J • . 

p ':J e t " i s t o h i s l an g u a g E(,1) ; • R i c h a r' d s o b s e t'"v' e ·:; : "r1y 

ideas are, in a deep sense in ;my language in 

the t· e l.a t ion·:; wot'ds ~o-Jh i ch guide me in 

u-se" 4. Read also holds similar views. 

Poett'Y to him is mainly "a function of language 

the exploitation of a medium a vocal and <::-en suou s 

ma t.>:?t' i a l" an d " f o t' m i n the n a t u r -::l 1 e f f e c t of the 

poet's integt'i ty". 5 David Pat'k ins holds that 

poett'Y is an "affait' of language"6 and Sch t'e i bet' 

maintains that "the poem is the word"7. The poet 

e>~Pt'esses himself ;by using a symbolic, rather 
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than a conceptual form in an organic way. As F:ead 

sug'dest·s "L.tJe must ther-·2fOt'e 1 ook fot' the pecu l i at' 

vi t-·tue of poetry in its poetic structure -in its 

diction, idiom, and i mage t' y " because ~o-Ji thout a 

pr'opet-· appt'eciation of these elements "the na tu.t'e 

of poetr-·y can ne··.--er-· be t'eal i<:ed". 8 

The communicative resources of poetic 

language have been studied by the modern 

in cons i det-·ab 1 e detail. The of modet'n 

criticism. as Cleanth Brooks observes ''is part of 

.a g en 2 r' a 1 i n t en ·s i f i c a. t i on o f t h e s t u d).-' o f l ::w"d u. a 9 e 

and ·:=,ymboli-=m. It i·:=, no accident, thet-·e fot~e, that 

a g;--·ea t d e a 1 o f mod e t' n c t-· i t i c i s m has. occupied 

itself with the p~oblem of how language actually 

works and specifically how it works in a piece of 

l i tet'a tut'e". 9Not only critics but linguists 

stylisticians have also discussed in detail 

and 

~o-Jhat 

have been called ··poetic deviance· · undet'stand ing 

sentence-s,· ·semi -sentences and · degt'ees 

grammaticalness".lO There is an element of 

in saying that a poet speaks because he 

speak. But he speaks in a language different 

that of the common usage. Carlyle once said 

of 

must 

from 

that 
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through language the poet subdues the chaos of the 

Content is, no daub t, impot'tant in 

poett'Y but its expression is no less i mpot~tan t. 

The tvJo infact in tet' t'e 1 a ted and intet' 

dependent. Longinus t'ight ly maintained that 

"thought and language in 1 i tet'a tut'e at'e 

in tet'fo 1 ded each in the othet'". This organismic 

union is emphasised by various Eut'opean vH' i tet'S 

also. 

Poetics is one of the three main fields 

of knowledge in which Indian scholarship has made 

significant contt'ibut ion·::;, the other' being 

grammar and philosophy. Unlike the Indian ·::;y·::;tems -:;f 

~hilosophy and grammar, however Indian poetics has 

not been properly appreciated in the west. It is 

t'emat'kab 1 e 

awat'e of 

language 

that Indiarr aestheticians were r'ea 1 l y 

some of the cr~uc ial pt'ob lems of the 

of pcetry. They called -~ 

1 " ' V a k t' o k t i ' 1 1 

and defined it as a striking mode Df speech 

differing from transcending the establi5hed and 

the m-:Jde of speech. As 

observes, "the vJho l e field of Sanskt'i t 

A 1 an kat'as'ast t'a or poetics may be regarded as one 
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continued attempt to unt~avel the mys tet' i es of 

beauty in poetic language".12 The ancient Indian 

aestheticians had their own distinctive concept of 

poetic language is evident from their theot'y of 

Vakrokti. Speaking on the achievements of Kuntaka 7 

its greatest exponent, Krishnamoorthy says thai: 

h i ·s basic postulate-s "can find many echoes in 

mod·:?~--n ae·sthet ic theot' i es". 13 The concept of 

Vakrokti can be profitably considered in t'el at ion 

to the ~·Jest e t'n concept of ob 1 ique ·style Ot' 

linguistic dislocation. This is one area where the 

3.ffinities of Indi3n thought and the Eut-·opean 

thinkin•;, at'e cleat-·ly discer-niable. 

developments in 

aesthetics, criticism and linguistics 7 the theot-·y 

\)a k r-·o k t i h2.s gained a significance. 

These 

style 

cDncept 

i t~ony. 

style 

Style 

pertain to the change in 3_t t i tude 

and ot'namen t and the emet-·gency of 

of l-anguage of poetr'Y as paradD:-: 

Carlyle wrote in one of his jcurnals 

is not a cDat of the writer 7 but his 

the 

and 

that 

skin. 

is now regarded as an integral aspect of 

poetic composition. The earlier notions of poetic 
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style ·::.eem to have cet'tain gaps in OUt' 

understanding of its nature. To say that style is 

the man (Buffon) Ot' that it in·,to 1 ves the 

development of p r-·opet' in p t'Oper places 

c S~·J if t) is really not to say much. Style is the 

process which transforms the poet's basic concept 

into an effective and meaningful message. It is 

nearly a superstructure but an integral 

of communic3tion. Style is1 as Ohmann puts it, is 

n·::Jt a sugar coating, it is a useful key to total 

,T;ea.n i ng" Df a piece of WOt'k. Flauber·t also 

that style is not merely mannet' of 

e '< p r' e ·::. ·::. i on , i t i ::. a way of -:=. 2 e i n g t h i n ·~:: • :3 t y 1 e i s 

the expres::.ive system of a work of an author, of 

an epoch. The two essential aspects 

the manner in which it is 

and the sort of aesthetic 

acqu i t'e greater depth and relevance 

with l<un taka.' s p t'Dn oun c em en t s on 

<poetic style) and Kavivyip~ra <the 

of poetic 
' 

constt'Ucted 

it produces 

when pa i t'ed 

function of 

poetic imagination Thus the concept of Vakrokti 

c.an be t'eg at-·d ed as a viable theory of poetic 

language. 
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CHAPTER - 1 

A. THE CONCEPT OF VAI<F~OKT I IN I ND I AI'-J F'OET I CS 

ancient times onwat~ds the 

Vakrokti has been used. The earliest use of this 

ter'm, can be found in '3ubandu 's 'vasavadatta ·. In 

it::; very beginning Subandu refers to him~.elf as 

one by the blessings of the Goddess of 

1 eat'n i ng, ha~. been able to compose a work of 

ingenuity, which makes use of paronomasia at every 

step. F'. 'v'. K<:<.ne ·:=;ays that the te;-··m t)ak r'ok -1:; i t-1a.s 

been used in V~savadatta. 1 

a 1 so to V a k r-· o k t i i n Ban a · s Ka d a mba t-· i . 1.-'Je f in d the 

tet··m ' Vakrokti 1n his description of Ujjaini 

Ban a describes its people as wise men e>~pet't 

7 
V a k t'O k t i ~. Bana uses Vakrokti in the sense of 

l.n 

'bantering humorous speech' or a 'witty ;'em a ~--k · • ·-· 

The tet'm Vak t'Ok t i has not been used in Hax:sa.car it a. 

But the term Vaidagdhya has been used in the sense 

of vakrokti for as many as eleven 
4 

times The 

term ·vakrokti", however has been used by Subandhu 

and in the sense of a witty, bantering or 

humorous speech. 
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Scholars however are of the opinion that 

concept of 'Vakt~akti · must be a ldet~ 

Bhamaha and Dc:c.ndin fat~ we find it u:;ed ~~i th 

settled connotation<6)." Raghavan·s contention 

seems to be correct, for 'Sh~maha does not think 

it necessary to define the concept and the manner~ 

in which he refers to it clearly shows tt>at he 

t~e.~at-·ds 
. _._ 
l ..... to be .a well concepto The 

eat~ 1 iest traces of the theory of vakrokti can be 

found in Bhax·ata 's Kr i shn.amoot~thy 

and , __ . ,~ r:· "'nd,=.·' /..._, ~ 1 1- e· ·=<= 
f··. • L· • , ..:=-. , - j1 - ,_J - -..., - ._J that the concept of 

'v' a k t~ a k t i had its origin in Bharata. the 

first detailed treatment of Vakrokti in Sansk r~ it 

poetics is found in Bhamaha's Kavy~lamk~ra, which 

7 
theot~y"' . 

a major landmark in Sansk t' it 

Bh~maha attempts to explain the 

poetic 

natut-·e 

of Vakrokti and to stress its importance in poetic 

speech. While mentioning various subdivisions of 

pDetr-y, Bhamaha refers to Vakrokti as the most 

distinguishing trait of poetic expression, adding 

that "poetry becomes commendable if char act e t~ i sed 

by obliguity." Accot~d ing to him, Vakt~okt i 

t ransg t~esses all mundane e~<pet~ience <loka-
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atict'anta gocar'am) and is highly desirable for the 

put··pose Df poetic ~ 8 speec ••. 

Bhamaha comes to a conclusion that 

hypet··bol ical expressions, are full of beauty and 

the poet shou 1 d thet~efor··e cultivate atisayokti 

(i.e. 1Jakt~okti). 

Like Bh~maha Dandin regards atisayokti 

as the basis of all poetic figures. E:oth of them 

V3krokti as an uncommon striking i!lode of 

speech different from the popular, matter of fact 

way of communication. 

In the h~story of Vakrokti it is Rudr~ta 

who first describes it as a sabd~lamk~ra <verbal 

In the second chaptet·· of his 

he treats five verbal 

Vakrokti, yama~::a, an up r.asa, 
, 
sle'¥a and 

(F'or·tt'ai t). 

The most exhaustive tr'eatment of 

Vakrokti was attempted in the tenth and eleventh 

centuries•Kuntaka was the pioneer among them. At 
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the out·:;et of his Vai-:Tokti j ivi ta l<untak.!t 

states that his object in writing a fresh treatise 

on poetics is to "establish the idea of 

st it~~,: i r:gness which causes extraordinary charm in 

9 poett-·y." 

He affirms that Vakrokti is 

deviation the 

of ide=:ts. tD 

constitutes the ·::;oul of poett~y. He 

a cet~ta in 

mode 

h i.T: 

of 

• .L 

l " 

desct~ i bes Vakrokti a::; a "striking denotation' 

( \.' i cit,~ 3 abhidha) and conceiv·es ,-::;f it a 

str~i king mode of depending on the 

pecu 1 i :::n-· tut~n given to it by the skill of the 

poet. ~<un taka says 'Both words and meanings are 

to be embellished, and their embellishment lies in 

the it~ obliqueness. is an ingenious 

utterance peculiar to poetry and is distinct 

popul at~ us.ag:~s. . It is a c 1 ever~ tut~n of speech, 

'rJitty and s t a r-· t 1 i n g in effect. This 

differentiation between the matter of fact manner 

of expression and the striking mode of poetry i·::; 

the cot~ner stone of ~<un takd s theot~y of vak t~ok t i. 

De comments 10 
It consists of stt~i k ingness 
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of e>;p r~ess ion which is the 

established or current mode of speech, such as we 

find in the and the like. l<untaka 

"defines poet t~y as an alliance of word and its 

. 1 mean1ng Poetry is a coalescence of 

sense which i ·:; established in a 

embody i rP~ the poetic activity of a 

and which delights those who 

sound and 

composi t io.-., 

deviational 

kno~.-J the 

true nature of poetry. But this alliance of sound 

and sen·:;e must have the speciality of being 

chat-·ac ter-· i sed by Vakt~ata vaicitry=-. 

Dandin had maintair:e·j 

that p De t r-~ y is embellished words communicating 

des i :--·ed 

Dandin 

poetr~y. 

....... 

.L...::. meaning Kuntaka does not 

that mere idea conveyed by it 

Kuntaka be 1 ie·:es, by :tn 

hold 1-'J i th 

constitutes 

act of 

imagination on the part of the poet <Kavi-Vy~p~ra) 

that the Vakra-kavi-vy~p~ra or kavivyip~ra-vakrata 

13 is in his opinion the ultimate sout~ce of 

poett~y. 

Taking Vakrckt.i. i i1 its 

connotation Kuntaka affirms again and again that 

it constitutes the only possible embellishment of 
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poet t-·y. An idea of the comprehensiveness of 

l<untaka · s concept of V,::,.kt'okt•:h can be fot'med ft'Offi 

an ana 1 y·~ i -~ of his tr-·eatment of the 

mar'·~ <Brilliant style). He obset'ves that "the 

artistic beauty of expression will form the vital 

essence of poetic style and Vakrokti alone should 

therefore be regarded as its life--birth or vital 

essence. To l<un taka., Vakt'Ok t i the only 

embellishment (alankriti) possible to the word and 

its meaning and all poetic f igur-·es but 

manifestations of vakrokti. Both 

-~.nd meaning, Kuntaka maintains, are the adDt~ned, 

and their adornment consists in the poetic process 

k n ov-Jn as Vakrokti. Echoing Bh~maha, Kuntaka... al·~o 

that it is ati~aya that is in··,tol ved in 

vakt'ok t i vaicitrya. He paraphrases atisaya as 

prakarsa-K~sthadhiroha 
" 

and holds it to be a 

nece·~sar'y element 
14 in vicitra marga. <Elegant\_ 

style> which c;onsi~ts in a departure ft'om 

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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some of the ancient and modern 

c t' it i c s have described his theory by saying that 

it is new wine in old bottle 15 
Kuntaka, no 

doubt took the concept f r~om bu.t hi·:=. 

t r-·ea tmen t of it presents him as a a r-·a te 

bold th inket~ who is not a blind f . t: 16 con or-·mls ~. 

San kar-·.::;,n say·:=. that Kuntaka's was an attempt to 

widen the scope of the old term Vakrokti so as to 

include the results of further thinking and 

i t almost 

constitutes 

synonymous 

17 poet r~y. " · 

with ever~yth i ng 

..,..., 
i r,e other two great scholars 

make 

that 

to Lu.n t . .=.ka,• s a•:;;e ~·Jho too have t t~ea ted the concept 

of v a k r-·o k t i in de ta i l a :--e .cltflli.iJl=?. v· ~gup t a and Bhoja. 

ar~e to · Vakt~okt i · in 

Abhinavagupta's Locana. But it is in the 

Abhinavabharati, we find the detailed treatment of 

Vakrokti. The fi~st direct reference to ·vakrokti' 

i ·:. found in Abhinavabh~rati in Abhinavagupta's 

gloss on the sL-:teent:-1 Chaptet~ of the Natyas'astt~a. 

He holds 18 Vakt'okti ;.,.1hich lends strikingness to 

the body Df poetry and is the essence of all 

poetic figures is referred to by Bharata by the 
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term 'Lak~ana ·. Abh inavagupta thus takes Vakt-·ok t~ 

and 'laksanna' to be the same. He treats vakrokti • 

as a 'delectable, singular meaning and seeks to 

gain suppor't for his remark by mentioning that 

various scholars like Bhojay Kuntaka Bhattanayaka 

and Bhattatauta, have also included all poet-:c 

f i gut'es under' Lak~ana. Defining the Lak~a.na 

called and Abh i nava•-;,u.p ta Wr' i tes 19 
: 

'Where Vakrokti involves hyperbolic expression by 

of f i gur'es and attr'ibutes, we get the 

Lak·~an-3. called bhusana. , 

Thet'e ar'e mat'ked s i m i 1 :3. r' i t i e ·:::; b 2 t v-Je-:r, 

Kun t ak.a'--=:. concept of vakrokti and Abhina·.-·a.gupta 's 

interpretation of Bharata's laksana. . "In the v-~ide 

t' an g e A b h i n a v a · s 1 a k ¥an a 11 
t' em at' k s La h i t-· i y 

11 on e i s 

n :3. t •-1. t' a 1 1 y inclined to the cooTip r-ehen ·=:. i ··.;e 

chat'ac ter of Th.'= 

i n t e t' p t' e t a t i on given to Bharata's Laksanas . by 

Abhinava gupta tends to "show the ~'elationship of 

Abhinava':::; Lakiana with the theory of Vakrokti. 21 

Bhoja also discusses vakrokti in greater 

detail. In its narrow sense, vakrokti in Bhoja is 
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as a ·~eneral name for all f i gut-·es 

beginning with Simile. He defines 
--:>-:> 

vakrokti<Vakovakya") as a repartee.~~ The use of 

Vakt-·ok t i in its 1.:~-t'ge sense is in f t'equen t in 

Bhoja; he generally applies the same "alamkara· to 

9enet' i c quality inhet'ring in all 

Following Bh~maha, Dandin and V~mana, Bhoja calls 

the whole realm of poetic expression as a 1 amkat'a 

Ot' v a k r-· o k t i . He speaks of Vakrokti as a genet'ic 

trait of all figures . - -<alankara-Samanya-laksa~a) 

To him an e~pression like dDmo yam agnel;l ( Th i:; 

smoke 1s of fire) is no alamkara because it 1-:~.ck:. 

obliquity :~;--· poetic be.:~.uty. By '·/ak t'a tava CJ t' 

Vak t-·a ta Bhoja means poetic be.:~.uty in genet':~-1. 

Bhoja makes a detailed analysis of poetic 

e;.~pt-·ess ion, divides poetry into classes; 

t..,-' a k t' o k t i , Svabhavokti and rasokti. ·.;ak t'ok t i 15 

the oblique term of expres:.ion, Sabha'-./Clkt i, the 

non figurative discription of nature and rasokti 

the delineation of t'as.:~.s and bhavas <States>. 

Bhoja take~ all aspects of strikingness in poetic 

e ;.: p t' e s s ion as t'eal isations of Vakt'Ok t i 

According to him, metaphor <laka~ana) is the vet'Y 

life of the poet's L Lt. 24 vat<rDr<. 1. •• Ratneswara·s 
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commentt~y on Sarasvatik~nth~bharana 

furthet' light on Bhoja's concept of 

25 
follows. 

e}:p lains Bhoja's 

Without obliqueness 

stand 

there 

tht'09'VS 

vakrokti. 

point as 

can be no 

figure hence no poetry. Even Svabhivokti has got 

this obliquity and is therefore a figure of speech 

and is delectable to the connoisseur ... But 

bold utterances, being devoid of obliquity, only 

results in blemishes. 

The period of Kuntaka, Abhinavagupta and 

Bhoja marked the culmination of Indian thinking on 

\/akt~okt i Aferwards its significance underwent a 

conspicuous ~.>Jane. All latet~ scholat~s .accepted 

Rudt'ata 's definition of Vakt~okti 26 and often 

t~educed it to a verbal figure The older and 

connection of the tet'm was completely 

lost. A S ,. D 27 s -~- e sums up 1 KuntakO.s tt-.eory of 

Vakt~akt i never appears to have liberal 

recogonition in the hands of later writers ••.•• If 

later writers refer to his Vakrokti it is only to 

criticize and reject it and •• Kuntaka was 
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appat'en t 1 y fighting on behalf of a cause 

doomed. The popularity and importance of 
I 

kunta~as 

Vakt'Okt i compl2tely ovet'shadowed by the 

dominance of the theories of rasa and dhvani to 

~'>Jh i ch a 1 mc::r3 t all the 1 atet' aestheticians 

·3Ub ·3C t-· i bed. Consequently, 

Kuntaka's centr'a 1 theot~y of vak t~ak t i ~Jas 

d i 5C t-·ed i ted and his own name lingered only as a 

half forgotten propounder of ingenious doc t t' i ne ~' 

28 
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B. VAKROI<TI AND MODES OF POETIC DEVIATION 

Geofft'ey Leech, in emi.nently 

book, A Linguistic Guide to English 

Poetry <Oxford 1979) feels that a creative 

may have to tt'anscend the bound-::; of standat'd 

langauage to explore and communicate new areas of 

e ::pet' i ence. But he points out that this 

gr-anted to c t··ea t i ve artist h·. ~s reached 

p 24. t rt 01 cg i c 3. 1 degr-ees of abnormality in some poets. 

He feel·::; that d2viations f r-e:m the accepted n Dr'ms:. 

of l~nguage, ine'.-·itable a·::; they at··e in poetr··y 

should not be too violent and too f t'equen t. 

Dr. Leech ha·::; classified linguistic 

deviation in poetry into eight types. They are : 

1. Lexical deviation C2> Grammatical deviation, 3) 

Phonological deviation ( 4) G t' a ph o 1 o g i c a 1 

ds-viation, 5) Semantic deviation 6) Dialectical 

deviation, 7> Deviation of Register- and(8) 

Historical deviation. He calls the first five 21.S 

main deviations and the last 

deviations. :b\S~ 

0) \ s ·. 2'':£. ~ E. s 0 _, l ·. d 
N\ 

three anc i 1 1 a.t-y 
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l<untaka in his treatise entitled 

Vakt'okt i j ivi tam ha·:; popul at' i sed the concept of 

deviation called Vakt'okt i. Though the concept 

e:< i sted even befor'e Kuntaka, the distinction of 

fot'mu lat ing it into a sys; 1 tem of 

criticism goes to Kuntaka. For Bh~maha and Dandi 

Vakr·okti only an a 1 amk~H--a, a poetic 

embellishment Kuntaka di:;agreeing vJi th them, 

elevated it into the life of poetry. 

'·-/ak r-·ok t i 3ccor--d ing to l<untaka is a 

de'./ i at ion from the established norms of language 

fat' the put'po-:;e of a cet'tain 

:=;tt'ikingness (vaichitrya) or an imaginative 

phrase or idea (bhangibh~Aiti). He feels that 

'vJakt'okt i depends gt'eat ly upon the talent 

<pratibha) and the craftsmanship <Kau~ala> of the 

poet. Dandin divides poetry into two kinds - the 

one written in the natural speech ( Svabh~l\tok t i > 

and the other written in the "twisted" or ob 1 ique 

speech (i.e. V3krokti) and feels that the formet' 

is mot'e pleasing than the latter. But !<unaka, 

d isagt'eeing with them, says that the matter of 
~. ·~ of 

fact speech fails to please the connoi~~ poetry ... 
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< sa.h t;daya > because it lacks 'vaichitt~ya', and 

states that the matter of fact speech is elevated 

to the status of poetry only when it is ·~ i '.,.-en a 

twist According to him vakrokti m~rga in poetry 

is super~ i or~ to which depends 

heavily on Kuntaka:s of 

vakrokti can be summarised in the following sloga: 

Sabdat·thau Sahitau './akrakavi Salini 

Bandhe, Vyavasthitau K~vyam. 

- -::-o 
t:· - t~ ' n 1.. -= F' --. ~- t: · ~ • -' r- -=:1 ~ • '-'= , r y - .-... :::> the 

c om2J in :=-t t. i. en of scu~d a~d sense intrcd0ced in 

lin~ui:;tic that ::;t r-· ike::; ~·~ i t h ~he 

striki;-;gne·;::; of e~pressicn -caused by the skill of 

the poet the cc~position ~hat imparts delight to 

the 
":l 

connoisseu~~.- \'akt-okti accor~ding to Vuntaka 

embraces such basic theories of Indian aesthetics 

as r2.·5a and dhva.ni. La tet~ aestheticians like 

Mahima Bhatta agreed with Kuntaka but said that 

the difference between vakrokti and Dhvani is only 

::; up e r f i c i a 1 · ..,::un taka c 1 ass i f i e s v a k t~ o k t i i n to the 

following six types. 
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1 . Varr:a. Vinyasa Vakrata (deviation 

arrangement of letter·:;). 

2. Pad a PCt r~v a t~dh a {deviation 

substantiv~ parts of words) 

Pad a (deviation 

terminal parts of words). 

4. V~kya Vakrat~ <syntactic deviation> 

= .J. F' t~a k a r-·a~r a Vakrata (deviation from 

in the 

in the 

in the 

t t-ad it ion 

in conceiving an incident or a chapter of 

work of literature). 

6. Pt-·aba.ndha vakrata <deviation in the 

construction of the whole plot>. 

In the following sections of this 

chapter~ the vat~ i OUS types of the linguistic 

deviations as classified by Dr.Geoffrey Leech will 

be discussed. An atempt will be made to compare 

them with the d if fet~en t kinds of 

mentioned above: 
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1 . Le>~ ical deviation : Any deviation in the 

form and function of vocabulary in poetry is 

clled l~xical deviation I t i ·3 f u t-· t h e t' sub-

divided into a) Neologism b ) A f f i ::< a. t i on and 

Compoundi~g and c) Functional conversion. 

1 .
~ => the coining of new l e.:< i cal 

Though all gre3t poets coin new words and 

p h r·· .a s e s , t t-1 i s i -:=; rt o t ;-· e ·:; t t' i c ted t cJ poets 31-::-'ne. 

All other lingui3tic practioners contri~ute to the 

of lexis and some of their 

b e c :::; me p = ~-- t ·:J f t r-, •'? ··.; o c -9. b u l a~, y· c f the 1 2 n ·~'-·'·a::; e • 

.::. ; 
=:. ·.·· - --= - , .- ·-

.... ·- . ·::.. 
.::..: 

.-::; f 

c ·::J i :-, T~ie t ... Lt l e Cjl·.===-

1s appli9d with greatEr freedom to coin 

e _:-: p t--ess i on s 1 i k e . " u n f a-+: t-H~ ~, i n g " as Hop L i n ·3 does i n 

his poem, " T h 2 l.>Jt- e c k o f ~ h e The 

widow making unchilding unfathering deeos. 

N2olcgi3m 3nd affi::ation t'esmb 1 e pad a 

pGrvirdha vakrata which allows the coining of new 
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by taking the help of dhatus and 

upasargas. Hopkins method of compounding is close 

to the Indian tradittion of Sam~sa Kalpan~. 

Adapting an item of vocabulary to a ne~~oJ 

g t' amma t i c a 1 function, i-'-1 i thou t its fot'm being 

changed is functional conversion as in the example 

bel o~·J. 

"Stor'ms bugle his fame"(Hopkins) • Bugle 

traditir..:;nc<.lly us.ed a::; a noun has been used a 

by Hopkins in the same form. Allmost all 

Sanskt- it and Indian language poets e::-~pet' i men ted 

lexical deviation to enrich their 1 a.ngu2tge. 

But neologism- does not appear to have been so 

popu 1 at' as it is in English. The reason might be 

that Sanskrit the oldest language of India could 

not borrow lexis from other languages as a moder~n 

like English can. The Indian languages, 

till very recently, were too hide-bound to :0\CCept 

new coinages as they did not have the sanction of 

p~rva-kavi prayoga. 

Gr~tical Deviations 

"' Any deviationm from the morphology or 
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syn ta~-: of the language is called grammatical 

deviation in stylistics. Leech feels that 

morphological deviations are very rare in English 

poetr~y. Misclassification ; .-
~ :::> 

·::;yntact ic devi2.tion. The 

also a 

syntactic 

kind of 

. +- . pos1 .• 1on 

grammatically reserved for a certain class of word 

filled by a word belonging to a diffiet~ent 

class in mi::;s classification. When Dylan Thomas 

says 'a g~ief ago, grief has taken the pla~e of a 

E 1 i::, t: 3L.i.c::es=fu::.ly 1 

At.. :J en .-• ...!: l ;~ 

an .j a. ;--. t i c l e l ·::? ::; 3 stj·l e. 

a<?s-::hetici.=.r-:3 do 11ot ···/iet.--1 thi:;; devi~tion 

sympa-';hy. Hence it unds-r the 

of pc~try· r3ther than under~ accept:?.ble 

deviations. 
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Phonological Deviation Any deviation 

the established stress pattern of individual words 

which is fi~·:ed in English 
' 

is called Phonological 

d-.v±ation. This is generally done by poet;; to 

-;;ui t the words into metrical scales. For e;-~amp le 

Rosetti deviating from the tradition, stresses the 

f i r-·s t syllable of 'July instead of the second. 

But deviations of this kind are not very common in 

English. As Sanskt' it and othet' Indian 

languages are not stress timed, the q;_testion of 

phonologic3l deviation does not arise, 

Most of the Indian meteres are based on 

9 a r.· a 0 ~-- m a t t' a -

(4) Graphological deviation 

Metr' i cal ver::;e follow·::; ~'ules of 1 ine 

length and feet 1 

~ whereas as in verse libre the l2ngth of 

the line, though it is said to based on the rhythm 

of sense, is arbitrary to a large extent. Poets 

such as E.E. Cummings and @W.C. Williams violently 

' -. 
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revolted against this tradition, and tried to give 

visual patterns to the themes of their poems which 

ar~e called by Leech coded messages and 

puzzle-::;. Most of the contemporary poetr~y is a 

against the graphology of the tr--aditional 

meter-··::;. 

<=: ·-·. 

The app -~- r-·en t i r' r-- a t i on a l i t y ~·Jhich 

p r-·esen t in all the basi::; 

semantic deviticn as in the following exampl9. 

The 

Wot-·dswot~ th. 

child 

' Beauty 

is 

is 

the father-- of 

tr~uth and t r~u th 

be -L·t··'" vL'n ~ a'-·a o.~ y.r··.'- . .J'._t .. includes all deviations in 

is 

11 
man-

is 

of al amkar--a <embellishment to poetr~y) under· 

vakyavak r~a ta and alamk~ras like virodh~bh~sa 

ver~y close to semantic deviation. Accot~d i ng to 

Leech ~dialect-ical. , r~eg istral and 

historiodeviations are ancillary. from 

a dialect, ~hich is a deviation from the Standat~d 

Language, is a dialectical deviation. It can be 
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in the poetry of Burns, ~:::ipling 

poets. M.A.K Halliday fells that 

and the 

language 

according to use is a 'register·. Register mainly 

depends upon the topic of discourse and the people 

p.;;;.r--t ic ipate in it. Some poets mi >~ u.p 

than one register in ~he same situations as does 

Eliott in his Waste land. A poet of a 

'rJ ;--· i t i n 'd the in past is called 

h i s t o t~ i c a. l de·v·iatiCJn. r1ilt;:m's Latin isms and 

Cif the 

~; i ·s t u ;--- i ·= ~ :!. i l! 

t:. Ll :- -= p E =a. :-i co;-.cept ·=f de·.f .i ::<. t i =·n 

3.·::.J=•ect·=:.. But ~<unta·~=· theDrJ of -.,:ak>~okti 

the ~or0al and structural a.::.pec ts 

as ~ell. Hence concepts cot~t~espond i ng 

of 

to 

prakara~a vaktrat~ and prabandha Vakrat~ cannot be 

found in the West. 

When an incident which does not go well 

with the development of the plot is twisted to 

suit its needs, it is called vakrata. 
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The e}:amp le cited by l<untaka in his Vakt-ok t i 

jivitam is the cut~se of that ka.l idasa 

in t t~oduced in L. 

lt1S SakLtn ta 1 am to enhance 

enjoyment of ~rngara and to justify the char-acter 

of Du·=iyan t a When the rasa is changed altogether, 

it is termed prabandha, Vakrat~. 

In cone 1 u·::; ion, . it car: be said that 

there i::; no one-to-one correspondence between the 

Indian and Western Concept of poetic d::=viations. 

When contra::;ted with the Western concept, Vakrokti 

of Ind i :<.n Aesthetic 1s not only olde~ b·_:_t ::>.1'50 

wider in its usefulness ::>.nd applicability. 
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CHAPTER - II 

OBLIQUE F'OETF:Y AND ITS FORI"1AL FEATUF~~S 

The Nature of Vakrokti 

Vakr~ok t i literally means a cr~ooked or~ 

i nd i r-ec t speech. As conceived by Indian thinker-s 

it consists of strikingness of expression Raghavan 

defines it a;:; a str~iking de\tiating 

According to Kuppuswami Vakrokti may be understood 

a;:; deviation in expression from the common p l ~ce. 

This de'·.' i -~ t ion II may be due to ···.tat~ i ou·:::; causes, 

when deviation is effective it is 

'-::> 
v a k r-· o k t i II • - G no 1 i c a 1 1 s it the cur~ved or-· ob 1 i l w.,ue 

diction~ peculiar to poetic 1 a.rrgu.a ;,e. 
._:. 

-· 
Both Bhamaha and Kuntaka have emphasised 

the stt~iking deviating nature of Vakt'okti. liB/' 

met~e \tet~bal e~:pr~ession remar-ks Bhamaha ''be3.uty in 

speech is not achieved and that type of 9xpression 

called v a~:: r~ o k t i is the factor that ador·ns 

It is vakrokti that marks the difference 

4 speech" 

bet~-"ieen 

speech and poetic speech. "All types of 
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C" 

poetry mLtSt possess vakrakti adds Bhamaha • ....J De 

e:<p lains Bhamaha: "by Vakr~okta Bhamaha implies a 

kind of heightened or extraordinary turn given to 

aYle:-:pres-:.ion, as dic:tinguished fr~om common 

~-.~ h e ;-· e f.:;( c t s a r' e s i m p l y s t a t e d " • 
6 

speech 

The concept of vakrokti is identified by 

Dandin with ati4ayokti <Hyperbole>. By ati~ayokti, 

he means a turn of expression which is a statement 

of an \-'Jh i ch t t~anscends the common 

e ;-:pet-- i en c e of the world. Any lacking 

nature of transcendental e:-:oe~- i ere e ce<.nnot 

constitute poett-·J. Atisayokti is not 

exceeding mundane possibilities. It 

~--eflects the super - normal sensitivity of the 

poet. It ic this exaggeration or atisayokti that 

produces particular delight in poe~ic expression. 

Kuntaka. and aftet~ Dandin many 

critics tried td interpret vakrokti according to 

the it~ whims ar:d fancies. It is Kuntaka who ~has 

given, in the form of vakrokti a full fledged 

of poetic expression. His vakrokti is, in 

fact synonymouos with poetry <Kivya) itself. Both 
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inadequate e~·:p t'ess ion and e;·:p t'ess ion devoid of 

idea are according to him, of no use. He calls a 

beautiful expression without a beautiful idea dead 

( Mr.~thaka 1 pa) and a beautiful idea not couched in 

an equ.a 1 l :l beautiful e ::·;p r~ess ion, 'diseased' 

( vyadh i bhl:t ta > l<untaha.'::; concept of vakt'okti 15 

-...tet~y camp r~ehens i ve. He defines poetry in 

ways: poet r~y is poet's . t: 8 ach1evemen., 'poetr~y 

,..., 
c on s i ·:; t s i n o r~n amen t a t i on " 7 

' poet r··y i s com m ~ n g l i n g 

of sound and sense which is e·::;tabl ished in a 

compo::;ition embody in<~ the poetic activity of a 

deviation3l character and which delights those who 

k:OOL-.1 t:-:e - lCJ t r' u e n :::=-, t u r·· e o -r poe t r·· y '' . · 

Kun t.3ka v a r~ i ou. ·:; l y a f f i r~ms the 

of obliquity in A 

s t ;-- i k i n ·~ n '2 s s ( v a i c i t r~ y ~ ) i·n the speech, h = -

imparts an excellent charm e'./2tt to an 

object ~·Jh i ch is stale and tasteless. (yad 

apyan~1tano liekham)" By vaki·'okt i Luntaka 

under~stands a certain str~iking or char··ming 

(vic it r'a) mode of expression Cviny~s3 k at'ma) 

which is different from and excels the common 

matter-of-fact expression of ~ords and ideas in 
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scientific tht'ea t i se and so on. It is this 

Vakt'ata, Ot' vak t'abhava, says ~:::u.nt.=.ka that 

underlies all poetic speech. 

The salient featur-·es of 

vakrokti may be summarised as follows: 

i ) Obli~uity is an essential factor in poetry. 

i i) It is a ::;td. king mode of speech and depends 

upon the individual power of the poet. 

i i i ) It helpS poetry to impart un::;peak ab 1 e 

delight to the connoisseur 

iv) It distir:guishes poet r~y f r'Otn mat tet~ of 

fact speech. 

v) be~Qm2s lively in association with 

'\lak rok t i 

vi> Vakt~okti is called obliqtl:ity 3t'isi:tg out of 

c poet i·c function 

vakrat'·.ta). It is also recognized as the 
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embellishment <alamkrit> of the world and 

it·::; meaning, the physical constituends of 

vii) Vak r~ok t i and poett~y at~e invat~iab ly 

associ a ted ;;.J i th each other~; an u'n embellished 

poetry can hardly be conceived. 

causes 
·~./ i i i ) F'oetic delectable::n:tness .:\n elevation ot~ 

consummation 

i >~ ) \.o.)h3te'/e;--· r'endet-·s poetr-y ct-1-~t~ming mu·::;t be 

recognized as vakrokti 

Kant3k':::. theor-·y of has been 

occasionally subjected to criticism. His theory of 

accot-·d ing to Lah i t'i far instance 1.=-.cks 

p t'ec is ion. Kuntaka no pains to fot'm a 

definite and unique theory poetry says he, but his 

theot'y has 'remained indefiniteness to Vuntak':; 

cc::.mpt'ehensiveness, · gt~andi lo~uent e;.~pt-·essions and 

vague generalisation <12> S.P Bhattacharya too is 

of the opinion that Kuntaka possessed the taste of 

a genuine critic but not the dash of a geniusC13) 
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Most of the adverse comments are however 

unten .able. They tend to forget Kuntaka's basic 

objective·:; and look at his theory from 

n .;:~. r' r-·ow point of view. Kuntaka has been 

h a i l e d a. s " c n e o f the r-· at-· e o t' i 9 i n a 1 m i n d s o f l a t e t' 

India!! " ~·Jho at temp ted "to account fat' 

poet t'y in t e t~ m :; o f the essentially non-1 i tet'a l 

Poetry, says Kuntaka is the act1vity of 

the pcet; it aims at ' · .• , 3 i c i t t' y 3 . 

( S t t' i k i n ,;, n e ::; ::; ) produces t t'ansc ere d'?n -1; a 1 

del i.ght in re::;ponsive readers. Kuntaka 15 
s.;:~.ys 

is cf six types, each with a number of 

sub 
. . . . 

a 1 ..... ./ 1 ·51. cJr1 s - each subdivision str'ikin;~ the 

t'eadet' by a subtle nuance of poet t'y. The 

type·=. " obliquity in the ar'r·angemen t of 

S)lllable·=., obliguity in the b.:-.se of 

sub:;tantive:;; obliquity in the inflectional 

of sut:ostanti··~es; obl l( :..lity in a \-1ho 1 e s2ntecne, 

admitting thaus;:~.nd varieties, including whole 

lot of figures, obliquity in parts or incidents, 

obliquity in the entire composition which may be 

sp'?n ta.neous or studied, both transmitting beauty 

delight. 
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Db l iqu i ty in the at't'angemen t of· 

syllables Ot' obliquity has been 

t'ecogr; i zed by Kuntaka as the f i ;·'St -...1 ::<.t' i ety of 

vakr··ok t i This var··iety of v·akt'okti upon 

the ch ar'm i n';j a t'r··ang:?men t·:;; of con sonant s, ·='.nd has 

been called by the earlier scholars by the name of 

a 1 l i t e t' .::;. -':; i on Kuntaka him:;;elf says This <:=.kill 

in 

even 

the 

verbal arrangement itself 1s 

b··· f 

i_,_se 

ancient s c h o l a r·· ·:;; Ulid2t' 

Thi:;; variety of ~akrokti 

of Alliteration and Chime and 

r··er:cgn i =ed 

the name 

include:; 

the 

,nor··e su.btle sound effects pr··oduced by the fr··ee and 

i r· t' e g u. l ::.. ~-

and of 

a. 1 1 i t e ,-.at ion 

of :=. i m i l a r·· 

17 
r·· e m ;.:l. ~- k s : 

~i~hout any interval 

icenti=::tl 

em;::Jloyed 

artistically by t~e poet, contributes high poetic 

ch at'r., bee 2'...tse of v ::t t' i at i Dr; s in wt-: ?n 

alliter··aticn i:;; effected ~...;ithout e>: t t'a 

it 1s adorned with syllables which at··e not 

harsh, when it become:; appealing by discontinuance 
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of earlier sound repetitions and by new achieves: 

f o t' t-· e i t e t-· a t i on • 

The ·:::.econd 'v'CITiety of v -3. k t~ 0 k t :. 

oblquit:_.• in the base forms of words le:;-~ical 

obliquity camp t-· i se s all effects be.. sed on the 

choice and use cf vocabulary. 

ThE n e : ~ -t --.·a, t-· i e t y o f ·--.. -· -='- k :--- o l: t i ope t~ 2. t e -:::, 2 t 

le ..-e 1 of sentence. Kunta~2 maintains 
19 

"Ot.liquity ~~f s.entence is di::=tinct the 

richness of be2uty born of attributes and 

wor-·ds 

content expressed in varied styles~ In j'a.==t, 

e>~~rr-·ess i ··-.ier;e=s.s- of the sentence for--m should be-

t'egat'ded 2.~- the essence of t :tiS- b p -. ' ' t: C;i 
- :\._1_ -· J 2~-

the excellence of painting transcends the b~a.;..o.ty 

2. r- t the bea:.u.ty i Jl =i i v i d '-'- 3. l elerr.ents - .. -l-=:; L,_ .__ . • 

as c\nd 

According to Vunt2ka 2 sentence is ncithing but ar 

assemblage of as many bea~tifying elements. 
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!<un taka also discusses obliquity of 

':::ubject mattet~. He says "When the subject 

;-=!a. t tet' 1s described in a way conducive to beauty 

by virtue of its own infinite natural charm and by 

1Tie3.r:s ,~f 2>~clLt·=.i\/el·~-,/ ar-·tisti~= e;~J:·t .... e·:;:;iof:·5 ~Je h.ave 

e ::-: .~ m p l e - J:: L•l c r-- e -3. t i ···-l e beauty t-elating to content. 

Content brimming with beauty, he adds, 

matt et~ 

,' -.... ~. ~ 
· . . :\1! ·=---

---~ c·. ·-:-.~ ~_, 1 l ... - = .. _ .. 

·r :!. 1 1 · ~ r · -:j :T! .?. 

,-.a . .-···? 1 :..- '--. .._, .; 

:T:ay' 

SEr1 tertc2 

compositicn. 

be 'natur~al' ( Sah a j a) 

=:t = 3. i..'. t - ...;. ·_i l. - t 

oblique. 

lS as 

The 

+~ ... --..J 

the 

large5t unit of lingui~tic analysis. I t i s t~ e a l l y 

r-em a;-~ k .=<.b 1:::> that l<u.:~takd.l.does not finish off his 

at the level of sentence but also deals 

obliquity originating from context and the 

composition. When the intended object 
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c3pable of m3int3ining suspense all along and is 

the product of the unique, boundless poetic skill 

underlyin~ it, we ha~e the obliquity of epis~de or 

22 

The last ~ariety discussed by Kuntak 1s 

the ct:• 1 i q= __ \ it y of the composition itself. This 

variety of vakrokti is said to have the beauty of 

the combined ccmple~ of the other five --.,..·a t~ i e t i e s • 

He ·:::.e··./e~ :T:3 in of tr.e 

sbliquitj· of the entire composition. The poet 

ch :;~_,---..~e the ~3sa of the sour~e story to hi.=· 

~a/ be ~ade ~- =b~ain different 2-.~-

his o b j e c t i ·-.- :? unkn2wn in the source =- t 0 ~-~l. Tr.e 

-., e r~y po·:=.s_.ess str-·i k in·~r.ess~ 

indic3.ting t~i-~ tilt being given to it. An 

e;-: tens iva 

o~e cut short by the author. L3stly the whole work 

of an ~uthor may te oblique, giving instr~uctions 

and telling new ways of success. 
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The of obliquity in a poetic 

composition may be a kind of obscurity in a style. 

poet r~y Het""'bet ... t F:ead 

' c on c en t r~ ate d ~·- i th 

an e:: p r- 2 s s i v e s.ys.tem, modet~n 

point:=; 

and 

poe-!;~-:/ 

OLtt, 

,_,...,.. 
fl......:..-~·, 

is 

emb~~~ces 

almost e ·-.; e t~ :/ t h i r: q Ran:=;om rightly suggests 

it is the extreme condensation and its 

displacement that are responsible 

difficultj· in mode•~n 

1- - -
!: -='- = 

+- -· 

- ~.!... -
_) ! •.· '=':"! '. 

....: -=; .. -. 

1- - -
I ' ..._ i'. ~ 

·- , __ 
0 ; ) ~ 2 ·: 3.:!1f= .... = 1 

L'' 

l ~-

fot~ 

syntactic 

c::..using 

Oblique 

r.ove l t y· ','2("j' :::-ft:::::r-· :=.J-.c=~-s th2 L.:-;de;'st.=~.ncir··:;; 

e>~tt-·.=t.·· .. lagar.ce. '' 

t~b 1 i q!_t-? a self 

con=.cious ;node Df poet=. Cf-100·~e 

ob l i.que mode of writing out of s.heer necessity. 

Coler~idge m.=~.intains in his Literary Remains: "t-Je 

shall allow a poet to express his meaning when his 
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meaning not ¥Je 1 1 kno~.oJn to himself with a 

certain degree of obsecurityl as it is one sort of· 

"76 
::;ub 1 i ;ne. "-· 

v~ha t 

Oblique poetry finds 

been c~lled the complex style. T .1.. 

.1. " 

been pointed out that the meta physical style 

Se··-.'en teen t h Century English literature, the 

maligned obscLt:-""e style of =:\nd 

in 

h:~s 

of 

much 

tt-e 

difficult of the t~·Jentieth centu;-·y poet·::; 

1 ike H c ;:J k i n s a ,, e d i f f e ;-'en t i--· e.=-. l i :: =-. t i on s of 

c ':)!1iP l e;: i t:-,1 2-.1; .j an unusually po'.·;e t' fu l 

Tt-,:~·=e in 

+--' __ , .=. -· -~ -- t 

Lt ·=> i :-i 'd -~ l-j 

iTi e t -=c.p h ~~ =:; 1 c a 1 pcets, led by 

::;hocked their~ conte~poraries and succ es ::;ot~s 

the it~ d.=-.~-· i ng e ;: ces-= e•s in l.3nqua9e u·se. Johnso:t 

wrote of th~ir style in his Life of Cowley "The 

most yoked by . ' VlO.i.ence 

togethet~ na tut-·e and .?. t'E' r'::~nsc a ked 
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i llustt~-.3.t ions, comparisons, and allusions; their 

i nst r~uc ts, and subtlety 

sut~p t~ i se::;. .. H-.3.zlit considered most of Donne's 

poem·::; "{quaint t-· i dd 1 es i-n verse :.-Jh ich even the 

phoenix could not unravel. the 

'repulsive quaint, and laboured However Donne'::; 

i ·::; a poetry with more 'matter and less 

is a close packed and dense with 
. 20) 

mean1ng. 

Browning's is another well known case of 

a poet writing in obscure poetry. The sout~ces of 

his obs curity are his subtle and unusual themes, 

his varied unfamiliar and learned allusions and 

illustrations, his extremely abrupt and ·::;omet i mes 

m.:::tn n e r-· of putting things all of which 

were part of his new technique of writing poetr~y. 

Like Donne his wide and curious knoll'lledge finds 

ter~ms and likeness unknown to us to e~{pt~ess his 

meaning. 

Quite few modern poets produced what can be 

accepted as the best specimen of oblique style. No 

one e l--:;e, is mor-·e and 
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unconventional than Hopkins. Bridges 

desc t-· i bed Hopkin's poem "The Wreck of the 

Deutschland as a great dragon folded in the gate 

to forbid all entrances. Hopkins himself wrote in 

a letter mentioned by R.P. Blackmur in the Kenyan 

Review (Winter' 1939) ,that "thet'e is an old Adam of 

b at'bat' ism., boyishness., wildeness., rawness, 

t'ar.kness, the disreputable., the unrefined II in 

evet''./ per--··5on which he would ca 11 tykishness. 

Hopkins thou•;,h t that the one aim of poett'y to 

gt'asp and express individuality of everything in 

the world. An attempt to catch 'inscape in poetr'y 

will mean unique precision and distinctiveness in 

1 a:,gu.::\•;,e. ~·JCU l d many 

diffic=-tlties or-- ~d d i t i e s of Hopkin's ·.rocabu l at'Y 

. ~nd ell ipsi=: • He did away with the t'u 1 es of 

g t'ammat' ' for they fDund to limit the 

possibilities of language as a medium of poett'Y•, 

No othe~ poet has used compounds more often in so 

shot't a space, none with mot'e potent 

o ,.~ g i ~a 1 i t y • 
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Hopkins was aware that, owing to these 

features, his poetry may appear to many as obscure 

o t' d i f f i c u 1 t , " No do u b t my poe t r' y err-· s on the s i de 

of oddnes~'he said. He took pains to e::p lain to 

his that he was obscure not because he 

wanted to be obscure but because he could not help 

being obscur--e while striving to say quickly1 

minutely, powerfully and authentically what he 

~-Jan ted to say. 

Some sort of obscurity is found even in 

ver~y ·~ r-·e.3. t poets· works. Poetry is found to be 

one other-·, is a 

breakdo\.-.;n in the flow of communication,between a 

poet and John F't~ess remarks that 

" . .Jud c;. ed bv 
J 

normal standards of pt'OSe qualities 

ther-·e will always rem3in an element of obSCLlt' i ty 

i n p a e t t' y • " an d t h at " p o ·:? t r' y , i n _a b e y i n g the 

1 a•.·Js of nat~re must preserve the 
·-::-q 

ob·:;:;cut'e'' / -~'.•Jh·:?n poet's mind is 

some kind intense pressure, the resulting 

vat')/ 

to be 

under 

poett'Y 

is obscur--e because, to use mathematical 

expression, he is raising language to a new power. 
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"In such moments" comments Pt~ess, the poet "rises 

and falls levels of 

consciousness, leaping enormous gaps between the 

discontinuous ' ordet~s of e~<pet~ i ence, like 

d t 1 . b 29 espera e c 1m er. 

Some difficulty and sophistication 

thus bound to subtle minds 

t r~y i ng to and pot-·t t~ay subtle feelingE 

accu.t~a te 1 y. 

~Cl 
Remat-+s: --

vJt~ it i ng 

time 

on 

vJo r~d 5. a 

deviation from the most direct, that is, the most 

insensible e~pression of thought~ everytime these 

devia.tio~,s as it were, a wor·l d .of 

distinct froffi the purely pt~act ical 

wot~l d, less precise 1 )-' the 

possibility of er.l .=u·~g i ng +· . ._n 1s e~·:cep t i on.:.\1 

doma.in, ..... \o"Jh ich ~ when de\.-'E 1 oped and used, 

constitute~ poetry in ~c far as it is an effect of 

art•Vallery is not unaware of the danger of such a 

He particularly draws our attention to 
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the complicated and the artificial language of 

our~ age, which 'becomes mys ter~ i ous, 

n a r~ t'owe r-·, inaccessible to the 
3.1 

crowd" 

Camp le>: i ty in poetry is under~tandable, says he, 

if it comes to a composition a.s a sequence of 

"e>~p r~ess i ve and suggestive devices. invented 

in to enhance the and impact of 

speech. 
<'") .. --·~ ha.s justified obscur~i ty in 

even stt~ongly. 33 
Dbscur~ity is a 

dangerous thing, regardless of whether it 

from the reader's inadequa~cy or from the poet's. 

But if you avoid the wot'k it involves., your~ 

cheating If a of med iocr~e and 

insufficient literary experience happens to open 

2. book and insists on enjoying it, something is 

There has simply been a misunderstanding 

The~'e mus.t always be an enigma in The 

pur-·pose of literature - the only purpose - is to 

evc•~::e things. 

Obscurity for the sake of mystification 

is defect, but if it is necess.itated by the 

poet's sLtb ject mattet', it is not unjustified. 
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Clarity of expression is undoubtedly a virtue of 

poetry, but superficial clarity at the cost of the 

genuineness of thoughts and feelings can hardly be 

recommended. An ambiguity, in ordinary speech 

means something very pronounced and as a rule 

witty or deceitful. Ambiguity denotes various 

layers of meaning in poetry. Empson has classified 

ambiguities based on their communicative efforts 

and their contribution to the textual structure. 

many of the ambiguities treated by him involve 

factors that cannot be easily evaluated 

linguistically. These include : levels Of ability 

in comprehension. degrees of sensitivity and 

ingenuity, awareness of historical background, 

allegory, allusion, etymology. sound symbolism a~d 

also the poet's intentions. 

Sanskrit scholars have given an 

impressive classification of 'ambiguity' on the 

basis of comparison <sadharmya) 

<atisaya> 

appropriateness 

dissimilarity 

Caucitya) obliqueness 

exaggeration 

<Vai~amya>, 

<Vakrokti) 
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and wonder <Camalkat'a). Empson's seven types 
.. · 

ambiguity roughly cot'respond to pat'onomasia 
, 

<s le~a>, irony <Vyajokti) Chime <Yamaka) conceit, 

transitional similies, repudiation of the idea put 

(pt'atipa) antithesis <vit'odha) and parade>: 

A positive 

p lut'isignat ion has been suggested by 

to indicate this richness of meaning 

Idiole,-t and Poetic Language 

in 

ie 

~·Jhee 1 wt' i gh t 

:-'!:4 
poetry.-

Poetic style can also be considered as 

idiolect. Bloch introduced the term to 

the speech of one person talking o~ one subject to 

the same person for a short period of time. 
...,..= 
-.:.•...J 

Robins defines it simply as "The speech habits of 

a single 
~6 

pe~··son. '!-

"The speech one 

It is 

person 

to Trudgill, 

at one time in one 

~7 style."- Some linguists like Labav, hovJever, 

have expressed doubts ~bout the usefulness of the 

concept of 'idiolect' as a pr-oper subject of 
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linguistic desct' ip t ion represents a defect" in . .-
. t 38. 
]. . The value of the concept of idiolect, 

however, can hardly be denied. Yet the notion of 

idiolect·" as Hockett remat'ks, II is important, 

because in the last analysis a language is 

obset'vable only as a collection of Idiolects. " 39 

Each individual builds up his own set of 

speech habits, h is i d i o 1 ec t , in h i mse 1 f and as 

Hall suggests, the idiolect is the only ultimate 

linguistic t'eal i ty" 40 Crystal and Davy have 

assigned a significant place to 'sinyLllat'ity · 

amongst dimensions of situational constt'a in ts 

operating upon a linguistic text. They are of the 

opinion that occasional idiosyncratic linguistic 

features,· give a specific effect.· of linguistic 

Ot'g inal i ty and that such features 

'deliberately introduced into a situation to make 

a specific 1 .. t•• t t• 41 1.ngu1.s 1c con ras It is the 

idiolectal that a distinct 

chat'acter to a poet's style. Parkinson aptly 

42 t'emarks: "If we step momentarily from 

to 'parole' we become at once aware of 

· 1 angue · 

the fact 
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that every individual has the capability., not 

infrequently exercised of extending the meaning of 

any sign in the language., according to his 

capt~ ice. This fact alone would suffice to explain 

the infinite creativity of language, but 

consider~ also the syntactic processes by 

signs are created and communicated, we have 

explanation of linguistic infinity. 

Right from Buffon till present 

if we 

which 

basic 

time, 

ct~itics ha-...te taken note of ind i vidLta 1 

qualities of poetic style. Style accot~d ing to 

Lucas, "{is a means by which a human being gains 

contact with others. 

vJot~cts,- chat~ac tet' 

hand w t~ i t in g r--eveals 

still 43 
mor~e .•. 

It is personality clothed in 

embodied in speech. 

character' style reveals 

style 

If 

it 

gestur~e of the mind and of the soul of a 

as the 

44 poet. 

Style 

him 

of a poet it is said is 

at a cet'tain period 

charactet~ist ic of 

of his 

development. Style, says Murry, is an 

personal 

organic 

aspect of work. It is a quality of language 

communicates precisely emotions or thoughts, 

which 

or a 
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system of emotions or thoughts, peculiar to 

45 author-." 

In the present world of complexity 

the 

and 

incoherence, a poet is obliged to discover his own 

language. In a letter written to Warner Taylor~ 

Ll 1 P . t . d 46 ewe yn owys ma1n a1ne : a per~ f ec t sty 1 e is 

the pet~fect e;<pr~essian of a man'·:; 

identity ••.. The style of a man is the 

result of his passion for~ life. Lear~n ing and 

scholarship are of small value here. Style is the 

a f f i r~ma t ion of man's heightened awar~eness of 

e;.: istence and always grows up from ".Jithin, 

out of the marrow of his bones •••. It would seem 

that the innate 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 power. To Gat~rod, "a man's poett~y is 

b t f h
. 47 

Ll a par~t o 1m." 

A poet's style is intact an integral 

part of his personality. However public the means 
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of co~muniiation, the way of conveying e>:perience 

will be peculiar to him. A poet is an artist by 

virtue of the fact that he has certain skills at 

his command and ways of selecting 

materials and techniques to suit a particular end. 

Socrates is credited with saying : As a 

man is, so is his speech. Aristotle remarks 

the speaket' must "pt~esent himself as a 

type of 

cer~tain 

language 

goodwill 

glimpses 

person and put those who judge him 

f t'ame of mind by revealing th t~OLlgh 

his "good sense, good 

48 his hear~ers. 

essentially the s.:tme 

chat~ac ter~ 

Longinus 

t t'U th when 

that 

in 

his 

and 

also 

he 

writes: 'Height of style is the echo of a great 

l •t 49 pet'sona 1 y. Gibbon put i't mot~e cleat~ly , "Style 

is 

of 

=n 
the image of ch.ar~actet'"....~_ 

s t::; 1 e in ~a~ i tin g : "Why 

Jchnson once said 

Sir, I think any man 

~"h a te·-v·er has a pecu 1 i ar~ :;ty 1 e. " 

T.S.Eliot, however~ holds a d if fer~en t 

view. Poetic art culminates, according to him, in 

the annihilation of the poet's personality' to 
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b.ut a particular Medium ••• in which 

imp t'ess ions and experiences combine in peculiar.---

and une>:pected 51 ways." Eliot does not seem to 

appt'ec iate the interplay between the poet's 

temperament and his style, which gets moulded in 

impot'tant ways by the poet's pt'efet'ences and 

p t' i Dt' it i es. Whether it appears on the surface Ot' 

not, it is his personality which e;;{presses the 

poet's impressions and experiences in peculiar and 

une:<pec ted ways. Refet't'ing to Dante's style 

El)l(iot himself admits that the language of each 

gt'eatsll English poet is his own language." "The 

task of the poet", he adds., "in making people 

comprehend the incomrpehensible, demands resources 

cf language enriching the meaning of word':. and 

:5hovJ i ng much ~JDt'ds c 3.n do, .. · he is making 

possible a much greater range of emotion and 

perception f~r other men because he gives them the 

s;.peech 

style 

in which more can be 
5? 

e:-:pt'es·:5ed. " -

The connection between 

and personality has been endorsed by 

creative writers also. Coleridge writes :" 

one's 

othet' 

Every 
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-
man's language varies •••• Evet'y man's language 

has, first its individualities, secondly, the 

common propet't ies of the class to which he 

belongs, thirdly words and phrases of universal 
=...,.. 

L\ se ... -J-.J Coleridge thinks 'poetry without egoism 

. t. 1 . t t. 54 1s compara 1ve y un1n eres 1ng: At'no 1 d defines 

style as the expression of the nobility of the 

poet's 55 chat'acter-·". Ezt:~a Pound says that 'poetry 

provides equations, like mathematics but equations 

fat' emotions. Hopkins also confides that poets 

"hav·e each their own dialect ... formed genet'a 11 y 

~---- => they go on . . ,,56 
~"'lit' 1 t 1 ng I. A. F:ichat'ds is even 

categorical in affirming the role played by 

the poet's personality in shaping his medium. He 

maintains in his Science an~ Poetry that style in 

pa~try is politically a matter of rhythm and that 

t-· h y t h m i s " no mat t e t' of t r i c k $ v~ i t h the s y 1 1 a b 1 e s , 

b u t d i r' e c t l y t' e f 1 e c t s pet's on a 1 i t y • " In a 

he 

only 

stated that the printed words of a 

its footprints on 
57 paper." 

poem 

All these views prove conclusively 

are 

the 

value of pet'sonal i ty in giving a particular 
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charactet~ to a poet's style. Poetry 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 technique with the 

distinctive quality of the personality. Ohmann 

points out that the style of a person is as unique 

h . f. . t 58 as 1s 1nger pr1n s. Ullmann also agrees that 

"thet'e i::; an intimate connection between a Wt'iters 

1 d J- . 1 . t 59 anguage an ••lS pet'sona 1 y. 

The style of a poet can thus be treated 

as his ·idiolect. ie his individual, unique ~o>Jay 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. 

Sansk r' it poetics, it is alleged, does not pay 

adequate attention to the t'ole played by the 

poet's pet~sona l i ty Lahiri for example rem.3rks•. 

Sanskrit poetic theot~ists have ·::;eldom 

considet~ed .•. the element of individuality in 

poetic composition excepting probably l<untaka •• 60 

S.K. 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 

regarded as equivalent to the English 

word 
61 

::.tyle" ... The individual in Indian tradition 

has not been assigned the same significance as 

society, and it i::. but natural for the sanskrit 

aestheticians not to the element of 

individuality in poetic composition as o:f 

paramount importance. 

Indian aestheticians before and after 

Kuntaka not unaware of the part played by 

poetic function <Kavi Karma) and poetic nature 

(Kavi-Svabh~vas.) But no one attached such a great 

significance to them as Kuntaka did While 

establishing the essential importance of vakr~ok t i 

in his theory of poetry, he underscores 

impor~tant par-·t playedbthe individual powet' of 

poet. One of his- gr~eatest contr~ibut ions 

the 

the 

to 

Sanskrit poetics is that he established beyond any 

pale of doubt the crucial importance of the paet"s 

tempet~amen t. To him poetic function itself is 

O<aveh l<at~m.a Kavyam)". 62 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 e~-~p t'ess ions <Vakt~a 

Kavi vy~pAra >. 63 

He describes this imaginative activity 

as a mode or manner <Krama) without which thet~e 

\."J i 11 be 

language 

no appt'ec iab le d if fet'ence bet~·Jeen the 

of poetry and that of prosaic 64 
wo~~ks. 

It is the poet's genius that, in Kuntakas opinion, 

is the supreme factor in poetic •t• 65 compos1 1on. 

Though he t~ecogn i zes the valL\e of culture 

<Vyutpatti) and pt'actice <abhyasa> in poetic 

ct~eation, the ct~uc ial t'O 1 e, he maintains, is 

played by poetic function and poetic natut'e, 

"Wha tevet~ pe in poetry "l<untaka 

"all that is attributable to poet i ·= 

genius." 66 The poet's imagination and poetic 

function should be . tt'eated, he says, as the 

culmination of maturity of the prenatal and the 

present impressions." <sansakt'aas) ". 67 The fact 

that mast of. his p t'edecessors had generally 

ignored this aspect of poetic creativity was not 
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unknown tcr Kuntaka. In the very first chapter he 

ob set'Ves. G 8 

So fat' there has not been a . single 

-scholar has devoted his attention to 

e:-:p 1 a in i ng, even a little of this concept <of 

Sah i tya > , although concept itself is vet'Y 

interesting representing as it does the highest 

of the poetic art•So let us under take 

far~ the delight of the bee like con no i sseut' a 

consideration of the strikingly beautiful essence 

of the concept underlying all compositions of the 

be·:st poet and impressing us as containing the 

collective beauty of the amb t~o i sa 1 dt~ops to be 

found- in the heat~t - 1 otus of the goddess of 
• 

poet r~y. Kuntaka again and again refer~s to this 

poetic function <Kavi Karma) and its relevance for 

poetic creation. His definition of poet~~y 

attaches equal ~igni!icance to poetic creativity 

and aesthetic delight to the connoisseur. 

"Poet r~y" he ·::;ays, II 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 to the man of taste on 

Rei tet"'!at ing this vet"'y point~ 

the 

he 

69 other." • 

further 

obset--ves: "It must be accepted that an object finds 

entr--ance to a poetic process only as a result of 

its inter--action to the imagination of the poet. ,.?O 

Kuntaka makes no distinction between the 

poet and his creative activity and holds · that 

differ--entiations of margas shaLt 1 d be 

based on poetic function. The poet's temperament 

alone, says he can furnish a cri tet"' ion 

for their differences. 71 

A classification of styles can be 

justifiable only it is based on the 

tempet"'amental diffet"'encas among pGets themselves." 

For a:r~amp 1 e, a poet gentle by ternpet"'amen t, is 

9ifted with an innate poetic power of the same 

order~ since the poetic creativity and the creator 

are insperable from each other. Kunt~aka has thus 

vat"' i au sly a f f i t"'rned the significance of poetic 

function and poetic temperament in shaping the 

poets sensibility and medium•De e:-~p lains poetic 
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function as the organic expressive activity of 

poetic intuition. " 72 In his introduction to the 

Vak t'Ok t i _j i vita, he remarks that "Kavi Svabhava 

[Poet's temperament] alone furnishes the criterion 

K.:\viprasthanahetu" - the factors 

for particular ways <margas> of poetic 

responsible 

73 speech". 

Kuntak"s ideas on Kavikarma, Kavivyap~ra and Kavi-

Svabhava br' ing him vet'Y close to those have 

advanced and interpreted the concept of poetic 

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

contribution to Indian poetics. 

POETIC LANGUAGE AS DEVIANCE 

Poetic deviance is the most important 

linguistic concept that cuts through the theory of 

vak t'ok t i. Recent works in Stylistics is mostly 

of three types, style as deviation from the not'm · 

style as t'ecut't'ence Ot' conveyance of textual 

pattern and style as a particular exploitation of 

74 
a gt'ammar of possibilities. Quite a few 

exponents of the stylistic approach to 1 i teratut~e 

consider style as a deviation a conscious 
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d epa r~ t u ;-- e the Dt'd in at'Y not'ms of well-_ 

which involves the d i s,cr r-·up t ion 

·::;ome regularity of pattern. The Indian theory 

of 

of 

Vakrokti can be profitably considered in t'e 1 at ion 

to the concept of deviance. The 

1 =tngu.3.9'2 of is an und if fet-·en t i a ted 

language. The poet'::; thoughts at'e l 3.t'g e 1 y 

u n t ~-- .:~. n ·= 1 :?. t .::.. ti 1 -2 and the re.3.l1y important thing in 

poet t'Y is not the li~eral assertion made 

but the way the assertion is made. 

p .3. t-· t i c u 1 a ,-. 1 y in poet t'Y which is 

in 

In 

::;pecial kind of human discourse, the poet tries to 

··./ i =· i en (J .~ ideas in hi ;;,h l ~--

individu.3.lized medium to a 

and in part unique, use of language 

while imposing certain formal restrictions on the 

fot-· ;l;a~·:in'~ ;__;:-,;::·~-·?cec!ented i::r-:0\/.:.=.tions o~ e:-~ploiti;og 

t h e g t' :?. ::. n a t i. c a 1 p o s s i b i l i t i e s o f t h e 1 an g u ="·~ 2 • 

The f 3C t that deviation i·::; a 

distinguishing mark of poetry has been realized in 

the Western criticism from earliest times. Talking 
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of the perfection of style, Aristotle 75 obser-·ve·:=;: 

That diction is lofty and raised above the c·~mmon 

p l ~ce which employs unusual words. E:y unu:::.u~l I 

me~n me t a p h c r-- i c ~- 1 , 

any t ;--, i n q , i n ~- h c ~-- t , that 

f~om ~n2 ~ormal i~icm .•. The value of deviations 1n 

t"-i-3. 3 be,;::.,, e·s t a.t:. 1 ish ed t. ~/ 

'- -
I 1·.=-f.=· 

of linguis~ic devi~tion 

__ ..;_J.._ 
i-' t.._l ~ '· : l_. ·-=· out that "the 

a. f f i r- ~Ti-2d the 

is 

intc::. n ·-=•>: la.-,guage -~n-j 

t :-, 2 :1 • • • i n t ·::J a. f at- m ·=· f l a. n ·~ u a. g ·:? d i f f 2 r-· i r· ·~ f :·' c :li 

lS p ::.. t- t i c u l 3 t-

The .~nd con ··,iO l uti 0!1 cf the 

·=l::i~~~::.---i···-'·.?..i""i'::=:s., ., ·=·-~ .3. ;:.. .-_JE· '":" 

of p=:<.infu-: 

:- ;: p ,-. e -~ s : -~ n :; i=. c· 2 t ,., '/ =· = , ·•· e p ;_t ;·, p 0 s 2 • 

u:;:_•sua 1 

I t e ~ a b l e s the poet to e:: o t-·e s s 

and >-lOU 1 ,j 

u n e ;.; p r- e s :; e d • 
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The LtS'? con t t' i but i ':Jf"";S of 

h.::..··/:'? been d iscu.::;·::;ed in 

=tyl i~ti:::::= .• the 

initi3.ted 

·~ e r: e t' a t i ··.,· e 

the detailed discussion on 

7~3 
;--· ~ IT: 2. l"-. k ·=> : c 1 r'c;__;mstar:ces 

the us::> of grammatically deviant 

in p 1 a.~= 2 •••• ,. I T"i 

:; t r·· i k i <: ·~ preci:;ely by means 

in 

the 

i>-Jho 

in 

of 

a ;--· eg u 1 3. r·· i t '/ . 

Dev·iation may t3ke pl3ce at different levels. It 

omission or suspension of of 

I~ :-· .:? .. TI ill .3. ;- .... ' in ap p l i c.3b i l it y 

them, their reorde~ing or addition of new t'U l es. 

I t c3,-, at a l 1 le··.;el::; Df lingu.is+:ic 

Or'yani:=.at i::::::r::;, 1 e ::-:is, g t' .3 :nm at·· , p~:or,o 1 ':J:~y 

graphology dialect, register and semantics though 

de·v' i at ions ar~e most common. I • A. 

Richards would call a deviant sample as being the 

in "the state of at~det~ d i ::;.::::w·d e t' 1--Jithin our~ 

1 e ;-: i c a 1 - s t t~ u c t u t' a 1 v-J o u 1 d be s y s t em " : 
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language of poetry is recogn i za.b ly 

the one used but is 

tut'ned, as it were inside out. The poet m~_kes 

and their combinations to serve than 

function His choice of WOt'dS and 

assigning the i t' fun c t ion characteristically 

d i f f e t--ent . A deviant form in poetry, whatever be 

its type and nature acquires its value because of 

its frequency and degree of deviation. 

In analysing deviations~ the Chomskya.n 

notion of degrees of gramaticalness· may prove to 

be of ::;ome help. Chomsky t--emar--ks. ''One way to 

test the adeqLtacy is to detet'mine 

-whether Dt' not the sentences that it genet'ates at'e 

actu~lly grammatical ie acceptable to the native 

SCi 
'=· p e .::\ k e t' • '' - 902S on to soy that ne i thet' 

f t'equ.ency not' sem:o.ntic :;i•.;Jnificance 

de t er-·m in e·::; a sentence is grammatical 

not Chomsky maintains that the 

can be fully 

ungt--amma tic a 1 

rejection can '-o u_ 

r-·e 1 i ed upon 

sentences and 

used to build a 

native intuition 

to t'e j ec t all 

that convet'gen t 

theor-y of degr-·ees 
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of gt~ammatical ity. A "well cho·sen deviant 

uttet~ance" say chomsky may be richer and mot~e 

f - t• 81 e iec 1.ve. Chomsky's concept ofthe 'deep'' and 

SLlt~ face · s t t~uc t u t~es of the sentence may also 

provide an insight into deviations in poetry. !n 

much of poor poett~y the sut'f.:a.ce ·s t t'uc tur~e 

t t'ansfor~ma t ions t'esponsib le for~ deviation, 

while in good poett~y deviant featur-es 

essentially d i ffer·ences in the deep s t t'UC tu t'e. 

Thorne proposes that a deviant text be regarded as 

sample of dialect and that a grammar for it be 

cons-'; t-·uc ted of the same kind that 

c Oa1·s tr--ue t the standard language. 

language 1 s h? I d, ;l:u s t be 

microlanguage with :a. microgrammar. 

Deviation is thus the r:a.ison 

the language of poett'Y. Some form 

I i t e t~ a 1 n e s s is undoubtedly its most 

one 

of 

would 

a ,_ 
~ a 

of 

non-

essential 

fea tur'e 1 without which poetry would lose much of 

its communicate 
8:-'!: 

for-ce" -. This fact vJas 

appreciated by Indian aestheticians as is 

fully 

evident 



68 

theft' discussions of vakrokti and other 

concepts. Right from Bharata, it may be noted, 

they have invariably laid stress on the importance 

of style in a literary composition. 

Bhat'ata has termed it Vritti, a 

t . 1 t l f . t . II 
84 par 1cu ar s y e o compos1 1on. 'Vamana calls 

i t riti and says that it is the soul of poetry. 

calls it pada-sanghatana and 

defines it as a system of placing words in a 

. . 85 
compo·s1 t 1on. Style (riti) has been likened to 

the proper adjustment of 1 imbs in a body. 86 

It is to the ct'edit of the Sanskr-'i t 

l i tet'at~y fheoreticians that they did not develop 

theot~ i es of literature that waul~ apply only to 

forms of literature Thei t'S is a truly 

genet'a 1 theC)rY ft'ee of cansi det'a t ions. 

These scholars have given due consideration to the 

-=sb j ec t i ·-.re .3.Spect of style. Moreover, they have 

paid attention::; to all the levels of linguistic 

structure · Regarding choice and at'rangemen t of 

componential elements of a sentence in poet t'Y, 
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Anandhavardana states that when a poet is engaged· 

in his ct'eat i ve activity, ·--.1 a r~ i au s stt'uctur-·al 

patterns and various synonyms pervade his mind of 

~Jh i c h he p i c k s 
87 the best. · 

Vamana 88 The process of 

selection and rejection of words should continue 

so long as the mind in doubt. Once the WOt'dS 

fir'mly upon, poetic langLtage attains 

consummation. in a wot~k the ""Jords so 

judiciously used that even a single one of them 

can be replaced, we have what stylisticians call a 

consummate composition. 

The S::tnsk r-- it poetic ian-::; t t'ea tmen t of 

(indication) and dosas <Blemi·:=.hes> also • 
bear witness to a penetrating insight into having 

linguistic subtelities .In regard to meaning it is 

held that one uses a word to signify a meaning 

othet~ than but related to its p t~ i mat' i 1 y meaning 

either because th3t the latter is incompatible or 

because some specific purpose can be achieved by 

. ~ d - t 89 us~ng a ~Dt''.J in a ev~an way. Once we free the 
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concept o_f deviance from the implication of 

· incot~t~ectness ·., at~e close to the 

VAI<ROKTI in certain significant respects. The 

theot~et i ca 1 foundations of this theory owe their 

popu 1 at~ i ty and lucidity to Bhamaha., Dandin and 

l<untaka. Bhamaha would not normally b r~ook the 

p r-·e·5ence of a single defect in a poem. But 

grammar he admitted can be occasionally sacrificed 

for beautiful expressions in poetry. 

no he maintains., 

logic no 1 D•~ i C, 

"meaning no 

. -"' 
1 I these 

is 

meaning 

do not 

subset've 
90 

poe t t' y " - • Accot~d ing to Bhamaha, a 

poett~y without t)akr~akta is no poe t ~~ y • V a k t~ o k t i 

all mundane experience and consi5ts 

in the striking manner of putting a striking idea 

in equally striking words He 
·::? 1 

t~ema. t~k s. 

The sev2ral poetic figures are 

but the variaus.ways in which speech is 

nothing 

r~endet~ed 

5triking. This strikingness has an element of 

unusualness, which may be called vakrokti. At the 

back of this unusualness can be traced an element 

of e>~aggera t ion in some measure. Poetry is 
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strange and therefore beautiful. It is 

because is deviation from what commc)n 

place. Without Vakrokti there can be no 

worth the name. However Bh~maha is partial when he 

says that a literary composition should be logical 

and g r~ amm at i c a 1 • But Dandin does not accept this 

~iew and denounces pedantic rules and regulations. 

All figures, he says, are marked by a deviation 

from the ordinary mode of expression. l<untaka has 

even more forcefully affirmed that Vakt~okt i, is 

the sine qua non of poetry. This basic principle 

u. n d e t-· 1 y i n g his theot~y of Vakt~okt i is "that 

certain striking deviation from the ordinary mode 

of expression of ideas constitutes the essence of 

He defines Vakrokti as a speech which 

is chat~ming by t-·eason of the skillcri--J.::-1 ofthe poet 

(\'aid agdhy·=t • - . . 93 
bha~gi--bha~ltl). ·• Kunt.:;.ka 's self-

a\/G\rled aim in writing a treatise on poetics has 

been "to establish the idea of strikingness which 

causes the e:-: t t~aat~d i nat'Y charm in poet t~y" 94 

That poetry is a striking deviating mode 

of e:-:pt~ession has been a f f i t~med on so many 
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occasions by him. A strikingness in poetic speech 

CUktivaicitryam~tra) he holds., impat'ts an 

excellent charm even to an object which 1s stale 

=>nd t t l ( d . - t 11 I h ) 1195 
~ as e .... ess ya• ap 1 anun ano et=:r am 

Taken together, the two concepts, ie. 

~/ak r-·ok t i and deviance, attain 9 r·ea tet' t'elevance 

fot~ description and analysis of poetic language. 

Despite differences in approach and p t' i ot' it i es., 

emerges a marked affinity between them 

E\/en lt'J i thou t the use of modern linguistics and 

stylistics Indian poetician's awareness of some of 

the cr-ucidl of the e ~< p a l i tat ion of 

language is undefinable. Certain issues suggested 

by them have been considered in d~tail by V.Jestet'n 

The theory of vakrokti however, is fot' 

comprehensive than the concept of de\tiance, 

It is a commendable effort to tackle the question 

of poetic communication more squarely. The concept 

of deviance is far more individualistic and allows 

fat' Le~ch feels that the 

may have to the bounds of 

standat-·d language to explore and communicate new 
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areas But he t~ightly points out 

that this freedom granted to creative artist has 

t~eached pathological abnor~ma 1 i ty in 

some modern poets. He is of the view that 

deviations inevitable as they in poet ;~y, 

should not be too violent and 96 
ft~equent." The 

Indian approach, on the contrary would never allow 

audacious freedom to the poet, and the freedom 
be 

given to him has to exercised with certain limits 

p resc r~ i bed by the tt~adition. It has 'indeed' 

regard for tradition than for individual 

talent. 

In comparison to the theory of Vakrokti, 

the concept of deviance, hovJevet~ su f fet-·s 

cer~tain inheren~ limitations. Deviance has been 

considet'ed to be "the sum of non grammatic.3lit'y and 

non acceptability", and has been used as "a 

blanket tet~m cover~ing two potentiall~y 

97 factot's." · 

The 

in poet t'Y 

interpretation of deviant 

has been a debatable 

d if fet-·en t 

elements 

issue in 
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linguistics. Chomsky r~emarks: Given a 

gt~ammatically deviant ut ter~ance we attempt to 

impose m'an in ter~p t~eta t ion on it' eYploiting 

what soe··.tet~ features of grammatical it 

preserves and whatsoever analysis we can construct 

11-J i th pet~fec t 1 y 1--Je 11-for~med u t te;-~ances 98 
In 

elements get transvaluated. Katz remar~ks 

that deviant sentences which he calls semi 

sentences' are understood in terms of their well 

far~med par~ts and that the knowledge of the 

g r~amma tic.~ 1 rules of the normal language is made 

. 1 t. . t ' 99 
use of to discover v1o a 1ans 1n poe ry. 
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CHAPTER 3 

THE ~JASTE LAND AND VAKPOI<T I 

The purpose of this study is to analyse 

'ThP Waste Land' on the ground of Vakrokti. We'll 

exE?mp l i fy the 6 kinds of vakrokti set out 

Chapter II. Eliot's poem The Waste Land has 

much comp 1 e;.: i ty both in style and meaning. 

poem is striking from the very beginning to 

in 

too 

The 

the 

end. !'"1any of its ver~ses ar~e str~ikingly 

"spontaneous u t t e r~ an c e s " • The poem abounds in 

many st t-· i king passages. V'akr-·okti is a 

characteristic feature of this poem, with full of 

witt~ banterings and ' i r~ on i c ::;peeche::;. 

becom~s commendable if characterised by obliquity 

Eliot m2.kes 

::;v.:;~.bhavokt i and nunok t i, 

use of 

besides 

atisayokti' 

simi lies, 

metaphors and other beautifiers of poetry. 

going into further analysis I should give the 

content of the poem. 
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THE THEME: 

The theme of the poem 

simultaneously several levels of 

encompasses 

e~-:per i ence 

a r i s in g , out of various waste lands: the waste 

land of religion in which there are rocks but no 

water, the waste land ofthe spirit from which all 

mot'al and spiritual springs have evaporated and 

the waste land of the instinct for fertility where 

sex has become merely a mechanical means of animal 

satisfaction than a potent life-giving 

source of regeneration. It appears to many readers 

that Eliot has here endeavored to give poetic 

expression to his feelings of futility and anarchy 

i~-the face of contemporary civilization. 

Eliot himself ' disclaimed any intention 

of expressing in the poem the disillusionment of a 

generation. The Waste Land attempts to project the 

modet'n man s 'illusion of being disillusioned. 

Eliot said to Theodot'e Spencer: "various ct'i tics 

have done me the honour' to interpret the poem 

in terms of critici3m of the cont2mpot'at'Y l--Jorld, 
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have considered it indeed, as an important bit of 

social 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 

and fLttility, 

physical 

and the spiritual 

bareness of twentieth century westet~n 

civilization. 

The Waste Land is p r~ i rna t~ i 1 y concer-ned 

with the theme of bareness and symbolically this 

is t'e 1 a ted with the myth of the Waste land 

shown by Jessie Weston in her book 'From Ritual to 

Romance· ( 1920>. Weston deals with legends =-.boLl t 

the quest for the Holy Grail (the cup used by 

Christ at the Last Supper) 

as having been blighted 

t.-Jh i c h d ep i c t a t'eg ion 

by a cruel curse. 

Consequ~ntl¥-·' nothing can gt'OW on this land, Ct'OPS 

and animals cannot continue the it~ rep t'oduc t i ve 

functions and the land has lost its fertility. The 

plight of this waste land is also connected with 
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the plight of the region's lord, the Fisher King. 

The Fisher King has been robbed of his power to 

procreate; he is rendered impotent either 

physical sickness or maiming. How this curse which 

has blighted the land and its Lord, to be removed? 

This 

asks 

is to be done by a questioning knight 

the meanings of various symbols which 

who 

are 

pt~esented 

castle. 

to him in the course of his visit to 

In the original legend the sterility 

a 

is 

primarily physical, whereas in ~liot's poem it is 

primarily spiritual. It reacts the religious drama 

of the visit of the knight to the chapel perilous, 

where the grail is supposed to have been kept. 

In ana that~ con te:: t, the theme o ... f _ __..T_h...;..;;;e;.. 

ltjaste '2.nd seems to be death - 'Death by L<Jatet~ · 

is only one facet of it. Death is continually 

• ., i th life 3.nd vice-versa. In con tt~asted 

according to Cleanth Brooks the poem deals 

two kinds of life and two kinds of death and 

the con tr~ast that this fact offers. In 

conte:-:t lif~ which becomes devoid of meaning 

fact 

with 

with 

one 

is 

equivalent to death, while in othet' context 
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sacrificial death is shown as 

securing the 

life giving, as 
.-

almost a means of renewal of life. 

The Waste Land at one level concerned with this 

paradox and with variations implicit in this self

contradictory movement. 

The 

that 

se~-: 

Anothet' important thematic aspect 

\.>Jaste Land as painted by Ian Hamilton, 

it projects the superb trinity of culture 

and religion both as the primary goal 

humanity and as something t'espons i b 1 e for 

of 

is 

' 
of 

the 

dep 1 ot'ab 1 e state .-~f Westet'n civilization, whet'e 

these impulses work in a mutual isolation, Eliot's 

poem t'e'.lea l s facets of these tht'ee fundamental 

of human life in the it-· spit-· i tua 1 and 

social context and attempts to project his vision 

of life as well as his evaluation of the condition 

of bat't'enness which afflicts modet'n western 

civilization. 

Vakr-okt i is a witty bantet'ing or a 

h umo t'OU s speech. But this definition of 

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 ~onical remarks in the 

poem. The epigraph of the poem is very stt~iking 

'For once I myself saw with my own eyes the Sibyl 

of Cumae hanging in a cage and when the boys said 

to het~ "Sibyl, what do you want"? she t~eplied. "I 

want to die" Cumaean, Sibyl a prophetic old woman 

of Greek mythology was given immortality with out 

perpetual youth by Appolo. In the Waste Land 

prophecy has dwindled into fortune telling. 

C.F.Madame Sosostris. By a clever turn of 

Eliot succeeded in striking these words 

minds of the The above line 

striking idea in equally striking words. 

nothing but Vakrokti. 

speech 

in the 

has a 

It is 

The first line of the poem The Waste 

Land is a poetic deviance. Instead of saying 

II Apt~ i 1 is the sweetest month", Eliot says that 

Apri 1 is the cruellest month. The i ror. i ca 1 

ju;-~ tapas it ion 
. I 

of lines is startling in effect. 

Easter, which commemorates christ's resurrection 
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generally falls in apt'i 1. In vegetation myths 

also, spring brought potency to the Fisher king·· 

and fertility to his land•April is called the 

cruellest month b~cause the starring of life 
I 

and 

r~esLit~r~ect'ion at~e 1 anticipated with fear and 

apprehension. Here poetic deviance or Vakrokti is 

achieved by a clever turn of the word 'sweetest' 

into 'cruellest·. 

meaning·:; 

ensures 

second 

1 and · , 

Vakrokti is the employment of words or 

in a fashibn out of the ordinary and that 
I 

to 

1 ine 

' 
' 

the be~uty of the statement. 

"br~eed ing lilacs out of 

In the 

the dead 

· 1 i lacs ' is i r~on i c a 11 y ju>~ taposed with". 

the dead land" the above usage is in a fashion out 

o~ the ordinary. Lilacs is a symbol of fer~tility" 

and it adorns poetiF speech. 

I 

the allusion is ironic. Symbols 

images, simi lies and metaphors are all parts of 

vakrokti, and they are used wherever the ot~dinary 

language fails to communicate the poets thoughts 

and emotions. It is true that deviations from the 
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accepted na~~ms of .language ar~e inevitable in 

poetr~y. 

Line no: 1 2, ' I am a n D t a F:ussian 

all, I come frDm Li~huania, a pure German· is a 

' 'v' a k y a v a k r~ a t a ' • Kuntaka in his treatise accepts 

SL\Ch deviations. the deviation is quite 

in effect. From line ~ 

is a sudden t t~ansi t ion see 

p t~ a k at~ a r~ a v ::\k t~ata. ·Because thet~e i ·::; a deviation 

traditions in.conceiving an incident. Also 

there is a deviatioh in conceiving the section of 

the poem. In a sense 'allusions' and ' t-·e fer-·ences ' 

are like 'alamkaras ofthe Indian poetics. EliDt 

makes use ofnumet-·ous allusions in this poem. 

Allusions and references are indispensable in the 

Western poetry. Th~y·are charming deviations ft<Jm 

the ordinary mode·of expressions. Expressions of 

ide::\s without allusions and met::\phors not 

constitute 

constitutes 

poett~y·. V a k t~ o k t i i s evet-·yth ing 

I 
poett~y. Symbols, 

I 

constituents of 
I 

I 
The 1 e>~p t-·ess ion 

I 

im::\ges, si;niles and 

the poetic l3nquage 

like "::;on of m2.n" in 
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the poem suddenly brings to our mind ch.ap ter 2 

verse 1 of prophet Ezeki el in the Old Te:-~tament. 

It t'ead·3 like this "And he said unto me, Son of 

man, stand upon thy feet, and I will speak unto 

thee." 

Vakrokti is everything that constitutes 

poet ;--·y. 

'-/ak r~ok t i. 

beauty of 

allusions ar'e and 

Eliot's use of allusions 

his poem The 

pat'cel 

enhance 

of 

the 

"b r~oken 

i mages " 3 ud den l y b :--· i n g s to out~ m i n d E z e k i e 1 6 : 6 of 

the Old Textament In all your places the cities 

shall be laid waste, and the high places shall be 

desolate, that your altars may be laid waste and 

made desolate and your idols and cease, and your' 

im.:?.ges Ttay be cut down, and your wor~ks may be 

~.bD 1 i :=.hed · • By a cl~ver turn Df speech Eliot has 

succeeded i n p r- D d u c i n g a 3 t .=u-· t l i n g e f f e c t . K un t a M 

speaks about p ~~a kat~ana 

Vakrata. It occurs when the poet takes a deviation 

tt~ad it ion in conceiving an incident or a 

chap tet' of a work of literature. Eliot in the 
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beginning .of his poem (The Waste land) app 1 ies 

prakarana vakrata. The lines are as follows. 

"Apt'i 1 is the ct'uelest month, bt-·eeding Lilacs out 

of the de3.d land, mi>:ing Memor'y and des i t'e, 

stirring Dull roots with spring rain. Winter kept 

us warm, covering Earth in forgetful snow, feeding 

little 
,. 

life with dried tuber~s. 

Samet ime·s Eliot makes use of vakya 

··,'kt'ata <Syntactic Devia.tion) fot' e;.~ample: "Bin gar 

keine F:ussin, Starn" aus Ligtaut'n, eeht deutsct-•• 0 n 

cet'ta in occasions Eliot nat't'a tes the s tot')- in 

plain simple man net', i . e. in 

svabh~vokti.The following lines are example 

And when we were children, 

Staying at the arck-dukes. 

My cousirrs he took me on a sled. 

And I was f~ightened. 

He sa·id, Marie Marie, hold on_tight., 

And down we went in the mountains where you feer'free. 

It is true that there is no one to one 
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c ot~r~espandence between We·:;ter~n and Indian 

aesthetics. But we can find in every poem striki~g 

in equally striking wards, which is called 

· v a k r- G k t i . T h 2 l i n e ( 3 0 ) " I w i 1 1 s h a 1.-l y au f e a r~ i n 

handful :Jf dust" is stt-·iking in both wor~ds and 

ideas. the connotation is Biblical ef. 

Ecelesiates 12:7 .'Then shall the dust return to 

the earth as it was. Cf. also Donne, meditation 4 

of De·-. .;otions upon Emet-·gent Occa·:>ions 

( 1 6 2 4 ) • • • • t•l h 2. t · s b •= come o f man · s g r- eat e ~-: t e f1l: and 

sht~ inks himself and 

consumes himself to. a handful of dust ... 

The 1 i ne·=> be t~"'een 31-34 p ,-.a k a r~ .=~ n a 

\.takr~ata. are r~e fe r~t~ed to R i ch . .=~t-·d 1-<.Jagnet~ s 

,music drama in which a care free youn~ sailor en 

Tt~ i stan· s sings of the sweet heart he has 

• 
left behind: 

To the Homeland 

My Irish sweetheart 

Where are you lingering. 
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Symbols and of 

\!akt-okti. 'Hy.3.cinth:::;' i:=; a symbol of ~'esu,·t-·ection. 

t;_. t-· e e k t·1y· t h c l o 9 y , ' Hy a c i n t h u::; ' a Spar-· t an youth 

accidentally killed. The yacinth flower 

f t'OiTl hi·::; bloDd. In Sparta the death and 

of Hyacnthus were c?lebrated in early summer. Thus 

hyacinths are related to vegetation cult::;. 

-.-...._
.J I I f t:= "dhawni' of the following 

~et when we came back, 

late from the byacint~ qarden 

~ Your arms full and your hair wet, 

1 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. i5 

rather a mystical experience of lave. Cf. Wagner's 

T t' is t a.n and Isolde to be fhe bride of his uncle 

,. 
i • 

""i....!ll 

passag2s. This enables the poet to make s-:- t':. king 

p as=:.a.-~es. pat~ t of ' V a k r- o t i ' . The 
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e >~ p r~ e s s i on Lady of the Rocks is an ironic par--ody 

of th i·::; the ~--Ja·:;teland. 

S'~iT1et i iTie·3 Eliot use of i t-·on i ca 1 

to get the necessary effect. The 

Lady of the Rocks is followed by the lady of 

situations. Notice the deflation of the character 

imp 1 i ed by the use of a small letter for lady in 

to the cap i t:~.l used in the 

p r--ev i o u.s 1 i n e . The lady of situations foreshadows 

the neurotic women in part II. 

It is impos::;ible to write poems ~·J i thou t 

m2.k in·~ deo.;:i . .:;.tion·s. the 

mode;---n it Y' 

irrationality which is present in all great p2etry 

i ·::; called ::;emantic de··-1iat ion. coir: ir;g an 

e ;{ p r~ e -:. s i on "the City" is semantir 

indeviation. 

Vak t'ok t i can shock the reader and take 

the reader to the full participation in the poem. 

The line you hypoct'ite, lectot~!, man semblable, 

mon f i t'e ! The line v-Jh i ch may be t r~ an s 1 ate d ; 
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Hypoc r·· i te likeness, b t·· o t h e r~ • 

~ccora_ ng to Baudelaire, the poet and r~e ::\de t~ 

suffer ~rom ennui, the modern urban man s m.::\ladJ. 

like Baudelaire, Eloit is here shocking the re3der 

i!tto full participation in the poem. The above 

line is a v~kya vakrata <Syntactic deviation). 

Vakrokti, to a large e~tend is identical 

1--1 i t h a t i say o ~:: t i ( H y p e t' b o l e ) The opening lines of 

second 

f l o<.-J i n•;, 

l'-1 in or··. 

Sj'n ta::-: 

p.~.t--t ( " ,H Game of Ches·:) in t r··CJdu.c e a 

woman of leisure sitting before a d;~es·s ing 

T '-
.1. '-· 

r~ i ve r·· Cyd:Ju.·:=. 

mind --" 
1_1: 

The 

of 

111 
,-.. . , . . 
·~ l j. 1 c 1-::3 

the city of Tarsus, 

Shak e·5;:::;ea;··e · 5 

1 .• ::> 

C 3 :T1 p e :; t r·· i 5 , 

in Asia 

The d e ·:::; c r·· i p t i on is b ;-·· i ;n m i n g Y.i it h 

Ai!)l devi3tion ot~ 

the l 3.r: ~~ Lt :=t. •;; e is ·=all ed 

.je· .. ·i. ~{t ion. In 1 i n e ,-~ o • : t 0 2 t h e t' 2 is a 

chang=? of ten·~e ft'01TI ;:J·3.=:.t to p~---esent t:er1se. It s =-.. 
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fact that there are no one to one cort~espondence 

~..., i th the an·:i indian 

theot~ i es. However~ images at~e common in both 

literary theories.All poetic figures are part and 

of Vakrokti. The image of alley' 

suggest·::; spiritual ster~ility in the Wa·::;te Landa 

I r~ony occut~s trJhen the poet. ·::;ays one 

thing and me.ans the . ...... 
.]U:51. opposite. It is a 

deviation from the ordinary matter of fact way of 

e :-~ p t-·es·::; ion. i::; i t'ony ther-·e is 

d e'v' i at i en and hence vakrckti. The Shakespeat~ean 

was an American hit tune of 1912. The 

t>.rJO lines of the chorus which were an adaptaticn 

of a lire frc~ Kenneth Bal's song Oh you Beautiful 

Dt::; 1 1 a.rtd r-·an: 

That Sh akes.pet~ean r~ag 

Most intelligent very elegant. In this 

line El iCJt ironically comments on the pcpular 

distortion of the classic::;. 
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Eliot is one of the greatest poets of 

Eng 1 i ·st-. language. He devoted all his attention 

developing a suitable means of effective 

poetic communicatin. One of the most pet~sistent 

themes in Eliot's poetry is the idea of the 

fundamental inadequacy and opaqueness of language 

and its inherent incapability fa;-~ the 

plastic stress of the creative en~rgy. Eliot in 

r: is well-known essay on The 1"1etaphysica 1 Poets" 

has also reaffirmed the necessity of obliqity in 

poetic language•Kuntaka like E~iot had expressed 

this fact centuries ago. 

Eliot's poetry is full of allusions and 

connections which are not always easy to decipher. 

Although Eliot has drawn upon diverse sources, h1s 

allusions almost always into the 

poetic structure and fully assimilated to the main 

stream of the poetic process. Another signific3.nt 

aspect of Eliot's poetic language is his use of 

images and symbols. His imagery represents a fir.e 

synthesis of imagistic and symbolistic tendencies. 
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Eliot's images do not merely appeal to our senses 

but plunge deep 

They 

do~.L~n into the t'eadet~ · s 

undoubtedly pet'for~m an 

i n t e g t-· :3. 1 function in his poetic style. The 

dominant emotions conveyed in ~he Waste Land ar~e 

those of weariness, boredom, ft~ustt~ation, self-

doubt and dissentification and the images used in 

them ar'e meant to convey these ver~y qualities. 

Eliot did everything possible to pur~ i fy 

and replenish the English language. The poet tried 

to juggle new meanings out of old~ defaced 

Dne of most typical featur--e-::; of 

Eliot'::; poetic s.tyle is the use of r-·epet it ion~ 

" D i s t t-· a c t e d f r--om d i ·::; t r-- a c t i on b y d i s t t-· a c t i on " , " Good 

ni•"dht, 

good 

not i ·f::;. 

sweet dadies good night, good night, lulu 

night". In Eliot's repetition 

l e·-te 1 =·. t i .Ti25 the 

\--~ c r-~ •-1 =:, 1 . II i m a 9 2 s a r. d ph ;-~as e s 

This tendency to repeat g i ·-.·es 

1 i t u : ~ i 'd i c a. 1 r-· h ~..-- t h m t a h i s \,-· e t-· -s 2 • T h e r~ e p e t i t i on o f 

words imp~-t::; intensity and a predominant mood and 

unity of tone. It 31So fulfils,. stt~uctural 
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put~pose by pr~ovid ing a continuity throu·~hout 

apparently different contexts. 

deviation in the form and function 

of voc abu 1 at-·y in is called le::-: ica 1 

deviation. Its fu.-~ thet~ subdivided into (a) 

Neolog i·::;m b) Affixation and Compounding and c) 

Func t i -~na 1 c on '.,.· e t~ s i on 2 Neologism is the coining 

of new 1 e :-: i c a 1 • ..L 
1 L,e~ns. Though all great poets coin 

word::; and phrases, this is not restricted to 

poets alone - All other~ linguistic p ;--·act i onet~s 

contribute to the development of lexis and some of 

c~eations became part of the vocabulary of 

the language.Eliot here coined a new word dPmobb~d 

pu;--··.·at~dh::ia ·.,-·a.L::r-·at:a ~,Jhi=h allc•.vs the coining of 

e >~ p t-· 2 s ~· i on s the h2lp of dhatus 

river s tent is broken. S~rJeet 

Thames, run softly till I end my song. The 1 ine 

f or-·ms the refrain in Edmund- Spenser's (1552-99) 

nuptial song (celebrating the double betrothal of 
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Elizabeth ~nd Kaherine Somerset, daughters of the 

Earl of Worcester) entitled "Prothalamion It is 

used ironically to suggest the betlo'Jeen 

the glorious past and the present day sot-·d i dness. 

i t'ony achieve '-J .::\ k t'O k t i . such 

ironic passages can be seen throughout the poem. 

All Pgory and 1../ak t~ok t i 

In allegcwy ·::;ymbo 1 i sed by 

pet'sons to me.:\n level of things. Like 

vakrokti allegory refers something different 

conte;-:tual. In line number 197 and 198 <The 

sound of hOt'nS and motor~s, 1t-Jh i ch sh a 1 l L.. • 
u t' 1 n •"J 

Sweeney to in the Sp t' i ng) 

allegorical. Eliot's note refers us to John Day's 

d t'ama tic allegor~y "The pat'l iament of Bees" "\.<Jhen 

of the sudden, listening, you shall hear A noise 

of horns and hunting, which shall bring Actin to 

Diana in the spring. Wh9n all shall s~e her nak2d 

·skin". .Act2eon surprised Di2~a, the goddess of 

bathing with her nymphs. He ~as punished 

by being turned into a stag and killed by his 
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hounds. The myth is allegorically interpreted to 

mean the d i ·:::.a·=:.tt~ous consequences of in tempet~a te 

love. 

The abo·.,.·e analysis is not in any· way 

complete. The Waste Land refuses to be 

in \.'Jithin the shot~t space ofa chapter ,l..ike this. 

Due to Vakrokti it has got diffet~ent le··_,;els of 

meaning and different styles are employed 

poem. 

Land. 

Vy~sa it can be said of The 

"Ya t i ha·::; t i thad any at t'.a 

Yennei h?.st in-~ thad Kwachil." 

in the 

Waste 
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CONCLUSION 

I do not claim that my study is complete and .. 

satisfactory. It has many shortcomings. However 

this is 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 · :1 a very old 

onea in Indian poetics. Many scholars including Kuntaka 

have made serious discussions about the concept of 

vakrokti. It 1 s still new and fresh. however more 

serious discussions have yet to be made. Recent studies 

and analysis 

tainly affirm 

in stylistics and linguistics will 

the importance of vakrokti and 

cer

its 

universality. It 1 s highly unfortunate that the 

followers of Kuntaka did not consider the true signi

ficance of vakrokti. Yakrokti and other concepts 

of 

not 

literary 

further 

theories in 

advance since 

sanskrit literature could 

the 

Therefore the mdoern scholars 

language 

find too 

became dead. 

many hurd~E!s 

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 nature, poetic language is different from other 

forms of human discourse such as the language 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 licences which produce several anormal 

linguistic structures. 

Though the earliest traces of the theory of 

vakrokti can be found in Bharata • s ~ 3tyashastra, 

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 sine(qtJl non of true poetry. It 

is, according to him, a certain charming diviation 

from the ordinary mode of expression 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 Kuntal<a s theory of 

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

vakrokti. Afterwards its significance underwent a 

conspicuous wane. 

The Waste ~nd respresents Elio~s reaction againast 

discursive poetry. It is not merely a structure 

of discourse from which certain links have been left 

out, but a selection and organization of images to 

express 

logical 

deeply felt imaginative truths. The mytho

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 -reveals certain illuminating facts 

about the language used by poets and that of ordinary 

poeple. Within the limited time and space I have 

carried out an analysis about the language o~ T. S. 

Eliot in his "The Waste Land". 
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