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Introduction



Chépter.l

IETBOD&QEIOE
Indian literary tradition hands down three types of
texts based on their authority, originality and relation to
other texts. There are (i) Primary texts, usually original
works, by a man of learning and genius, on a given suﬁjeét,'
and considered the ultimate authority in‘that topic by
subsequent scholars. e.g. Bharata’s Vﬁé;yaéist;éf. Then

there are  (ii) Commentaries on the primary text by way of

explanation, elucidation elaboration of obscure and
unexplained matters e.g. Abhinavagupta’s ‘Abhinavabharati’

a commentary on the Rasa theory propounded in ‘uggya§Zs§gg'.
The same pattern of primary texts attracting a whole body of

commentaries is common to . other ‘Schools{ of

poetry like Dhvani, Riti, Alagpkara and so on. Finélly,'there

are (iii) Syncretist works 1like REjaéékhara’s, which ‘put

together various theories and models in integrated statements.

- -

‘Kavya MImamsa’ his major work collates andlsynthesizes the
different theories of poetry. It might be ndteq tﬁat even
samgraﬁa (collection) text like this; attféctéd fur£her
commentaries. e.gq. Mammaga;s ‘Prakggéf; a | comprehénsive
compilation has the highest number of commentaries ambﬁq a11
Indian works. Classical typology recognises three branches of
literature Sruti, smrti and. Kavya, each of which has this
pattern of primary texts, commentaries, collection texts and

further commentaries.



As the present work pertains to Kévya, a resumé of
the history and development of poetry in In&ia would not be
out of place.

Poetry, in India, begins with the Vedic hymns uttered by
the Rishis (Seers) who were also called Kavis f(mékers);'it
was realized, right from then, that poetry had #;éﬁents 6f'
dar€ana (special insight) apd Varpana (a:ﬁistic‘éxgréssion).
The former is dependent on innaﬁe faculty while 'the latter
relates to the craft of poetry;

The ancient grammarians, beginning with Yaska (c.4
B.C.) initiated the earliest: theoretical giscussibgs on
poetics. They were interested in the nature and scope of
language. There were primarily two approaches. One tried
to discover what <constitutes Dbeauty in the language of
ksvya. The other examined ﬁhe effect gf KEVYalbﬁvréadergf
listeners. From the former developed theériesﬂbf Ala@kSra,
‘Riti and Dhvani. Thé latter gavé rise to the Rasa thédry.
In the order of chronology, the Rasa theory ié éarlier,.as
it was popularised by Bharata’s Natyafastra wherein the terms
used for poetic craft are ‘Kavyakriya’. ‘Kriyakalpa’ and
‘Kavyakriya Kalpa’. It was Bhamaha’s ‘55§1§;agk3ra’ thaf
popularised the later term ‘AlamkSraéEstra’,.indicétivé' of

the Alankara theory gaining precedence over the Rasa theory.



This development signifies the divergence of writers on

poetics from those of dramaturgy. Poetics was‘treated in the

Nggvaézstra as part of (the techniques of ).histrioniésﬁqahd

the concern was more with the effect of Kgyya on the
reader/listener.But the later writers considered ngya a form

of Kavya, éharing the saﬁe style and figures of speegh.

Thus, the nature of language, the constitution and,exptession

of meaning and the beauty of language gained impqrtance

and became the topic of interest. | - L

A brief outline of the various theories g;fgoetry

1. Rasa Theory

Proponent : Bharata

Opus : ‘Natyagastra’

Commentators : Bhatta Lollata, Abhinavagupta et gl;
Summary :-Emotion is the‘substancg of poetry.

So the emotions, their determinants, supporting.caﬁses,
circumstantial factors, corresponding emotions and visible
bodily reactions have been classified and established in a
cause-effect relationship. The aesthetic expresgibn‘of these
cemotions in poetry/drama should aim at eyoking' the
appropriately corresponding mood inthe viewer/listeﬁer.
There are nine rasas altogether. A model of the evocation of

one of these is given below.



VIBHAVA ...>  STHAYI BHAVA  ....> ANUBHAVAS ————=———=-

(Determinats) (Dominant Emotion) (consequents)
cause s e.g. Rati e.g. Excitment
[=——— [mm—————— / '~ .sattvika Bhav
_ : _ | . (Physical reactions
Alambana Uddipana ABHINAYA €---- e. g.'blushing
(Personal (circumstantial (Acting on
cause) factors) stage)
e.g. lover e.g. Music ' ‘

Rasa (mood evoked in the v1ewer)

e.g. srngara (The Erotic)

2. Alamkara theory

Proponent : Bhamaha

Opus : Kavyalamkara

Commentators : Rudrata, Udbhaga et al

Summary:. The study of figures'and'figurativé.lghguage

is important as it is the essential charactérist;é,oflxsvya.
The Alapkaras are an essential part of the meaning, aﬂd not
something ‘external’ like Alamkrti (ornamentation), but like,
for instance, érammatical inflexions. ﬁEvya as a blend of
sound and sense gives beautifﬁl words as well as beéﬁtiful-
meaning when both (sound and csense) are vakra'(figu;ative).
‘Thus Vakrokti (figurative expression). ThUs; Vakrokti'is”the

hallmark of Alapkara in Kavya. This division of beautlful

‘words and beautiful meaning gives rise to §abdalagkara

(figurativeness in sound) and Arthalaggara (figurativeness in

sense)



3. Riti theory

Proponents: Vamana and Dan@ln _ )

Opus : Kavyalamkarasutra, Kavyalak§ana .

vSummery : RIti (Diction) is an arrangement of words
‘according to a certain pattern. Vamana‘decleres thlhthe
essence of Kavya. There are three Ritis or MErgas'(aé.DaQQin
named them), viz Vaidarbhz,.cauaiya and ﬁeﬂshli, namee after
their place of origin or currency. fhe‘_VaidarbhE has all‘the
ten gunas enumerated in ‘Natyadastra’ ; the PSSéali‘has

Madhurya (Sweetness) and Sukumarata (delicacy) ‘as its

characteristic. The first Riti uses subanta padas "

and avoids samasantas (compound words). " The second Riti
uses more of samasantas in diametric opposition. The third
Riti has a preponderance of Krdantas (primary derivedfnouns).

4, thani Theory

Proponent : Anandavardhana
Opus : ‘Dhvanyaloka’
summary : Dhvani 1is the power of suggestion. Dhvani

theory is based on a three fold division of meaning:
aAbhidhartha (literal meanaing); Lakgyartha (derived meaning)
and Dhvanyartha (suggested/implied meaning). So. xevya in
which Dhvanyartha (implicetion)-overshadows Abhidhartha
(literal meaning) is exceilent, because'iti'cqnteysvthe
emotion and the idea of the composition much more

effec tively.



5. Vakrokti Theory

Proponent' ¢ Kuntaka
' Opus : ‘Vakroktijivita
Summary : Kavya is aimed at Vaicitrya (beauty) and

produces Camatkara or Priti (delight) in the reader. This
.delight is brought about by all the elements of poeiry'and
not just by its, emotional appeal. Beauty in literature is
achieved by Vakrokti (arched expression). r§ is_m#fked or
deviant in contrast to the straight forward expressions of
ordinary speech.

There are six kinds of Vakrokti:

1. Varpavakrokti - Phonetic figurativeness

2. Padapurvardha Vakrokti

Lexical figurativeness

3. Pratyaya Vakrokti - Grammatical figurativoness
4. Vakya vakrokti - Séntentialufigurativohgssw'
5. Prakarpa vakrokti - Contextual figurativeness

6. Prabanédha Vakrokti - Compositionai figurativeness

These types indicate the different levels at which
figurativeness can be introduced in a composition. '
Sum up: Poetics developed from the Rasa thoery of Bharata
(C.600 A.D.) despite the contention of early rhetor1c1ans
that emotions primarily relate to. drama. Bhamaha, Dapdin (both
C. 700 A.D.) and Vamana (C. 800 A.D.) shifted the emphasis
from emotions to beauty of expression. The beauty.of‘pootry
arose from a judicious semantic selection, euphonic usage,

stylistic qualities, figurative devices and absence of



literary flaws. The basic emoﬁion of the poem, for them, only
served to enhance the beauty of expression. Xnandavardhana,
in the 9th century, re-emphasizéd emotions asltye qentre of
appeal in poetry. He also sought to unravel the mystery of
how this emotion was realized by the reader. Therefore, the
concept of Dhvani (borrowed from the grammarians) was
brought in, to reveal an unexplored dimension of - speech.
Thus Dhvani (suggestion) augmented the communicative ability
»of a linguistic medium. Style,_figurés, troéég etg;lﬁere
sub-ordinated to emotion and were assesséd.only‘iﬁ‘relétion to
the suggested emotion. Poetic thoery, staqnatiné in minute
detailed grammatical analyses was once more re-animafed by
the vakrokti theory of Kuntaka, though he onlyldeveloped the
basic idea of Bhihaha. Consequent to this no new theories
deveioped, rather, a plethora of commentaries and syncretist
works like that of Mammata and Jayadeva were compiled.
Rajadekhara and the significance of ‘Kavya Mimamsa’ -'

If the various theories are seen in tandem, as
complementary attempts at forming a theoretical bddyfpoetic, a
-syncretist like REjaéekhara! (9th cent.) collétiné a variety
of ideas within a traditionalist framework, gains importance.
He came to the literary scene after one of the“‘ﬁdst
productive periods of literature, when it was the trend to
compile cohprehensive works on the different branches of
study. ﬁEjaéekhara, thus, made an effort to systeﬁ%ise the

o - -

poetic literature in his ‘Kavyamimamsa’. He enumerates the



different methods of poetics, the various‘poetic.thegyies,
~and provides a scientific basis for the who}e study of
poetics. He also claims a legendary (unknown and hoary)
origin for poetry, to raise it on par with the other great
systems. Besides, to gain the fespectability dgriving from a
rich tradition, he lists and identifies the progenitors of
various branches of Kavya.

(For a detailed dicusssion on this, see ﬁhtroduction and

- - - - - A o ‘
notes of Kavyamimamsa, K.S. Ramaswamy Sastri (ed.)1934.

Ccontents of ‘Kavyamimamsa’:

First Adhyaya: Origin of the science of.Poetiqs,

Second Adhyaya : Position .of Kavya vis-a-vis the .Vedas.
Kavya is the seventh Vedaﬁga,"asl it
interprets the‘Vedic texks;‘ -

Third Adhyaya : The mythical origin of KEVYapuruea,‘his
relation to Kavi, his marriage with Sahitya-
vidya, and their wanderings all over India‘to
create Vrttis, Pravrttis and‘,RYtiS' at
different places.

Fourth Adhyaya :Kavirahasya begins.

Fourth to ninth a) Equipments necessaryifor a pdét.'

Adhyayas: b) Rules to be observed by him.i

c) Methods harmful to a poet.

Tenth Adhyaya : The daily routine of a poet & some guidelines.



Eleventh to
Eighteenth Adhyayvas : Kavirahasya concluded.

a) Various methods harmful to the reputation

of a poet.

b) In corporation of ideas and [exp:essions
of other writers.

c) Conventioné of poets.

d) Indian and world gedgréphy

e) Ancientlmethqu of describing incidents,
placés and‘meﬁ.

f) Time and the change of seasons.

Conclusion : Advocacy of the imitation of ancient writers.

(For - details see Kavyamimamsa, introduction, ibid).



1.1 RAJASEKHARA'S THEORY OF LITERATURE

Poetic composition, for REjaéekha:a, vbeqins with
Samadhi (contemplation) and Abhyisé (practice).q-' He quotes
Syamadeva to 1llustrate that Samadh1 1s‘an essential pre-
requisite of the poetic process. It is also called
according to Syamadeva, Ekagratha (mental focus,or unlty‘of
perception). His opinion validates the injunction that the
literary arts should be imparted to, and learnt by,vpnly the
most intelligent persons who possess thevreqﬁisite Ekagratha.
This is because Kavyanirmap or poetic creation, a.subliﬁe and
indeséribéble act, can be attained only by samadhi or
Ekagratha.
REjaéekhara also cites Mangala, the Jainlmahskavi-who
_considers Abhyasa more important for poetic creationb since,
according to him, continuous practice is a sine qua non for
achieving excellence in any discipline.

joaéekhara attempts a syﬁthesis of the apove views. He
stresses on the internal qualiﬁy of Samadhi, in distinction
to the external nature of Abhyasa. Thus, Samadhi relates to
thé thinking mind while Abhyasa is constané and continuous
practice. ~Fufther, according to REjaéékhara, these ch@lties
togethér give rise to Kavi-sakti or poetic power. |

Rajafekhara diétinguishes Kavi-$akti from Pratiphg and

Vyutpatti. Thus, Pratibha and Vyutpatti are geﬁeréted in. a
person endowed with Kavi-$akti or poetic ability. . (This

Kavi-Sakti is actively engaged in poetic composition, by

10



making use of the faculties of Pratibha and V&hipatti).
Thus, the first prerequisite is Prétibhﬁ, ‘yaribusly
interpreted as poetic imagiﬁétion, poetic genuis, innate
talent and so on. In short, the argument is that aesthetic
sensibility requires an imaginative capacity, fouqd opiy-in a
select few, és an inborn ability which can only fﬁrther be
polished by education and perfected by‘pfactice.
PRATIBHA

REjaéékhara's definition: a mental- faculty by which
things which are not perceptible to the'pbet,on'gécoun; of
‘distance in time or space, or differenéé of se*lwéreléééily
conceived in the mind and consequently expressed in_wérds.
Pratibha, thus, has a two-fold dimension of Dargana
"(imaginative insight) and Va:qana, (power of . poetic
description) which enables him to éee ‘through all
conplexities of life. Rajadekhara gives as an illustration
the examples of blind poets, Medhavirudra and KueradEsa, who
became great despite their visuél handicap.

The types of Pratibha are: (a) KErayitrii(éreative)'

.and (b) Bhavayitri (emotive/contemplative). -
While the first is a sine qua non of,poétic’cféégién, the
second is an essential prerequisite‘for criti§a1 appfeqidtion '
of poetry. A unique characteristic of Indian aééthetics is
that the reader 1is also écéorded a épecial role:"ﬁéllis
expected to measure upto certain standards to be accepfed as

a literary critic

11



(a) Karayitri Pratibha is of three types :

Sahaja (innate)
Aharya (acquired by Abhyasa of Sastras)
Aupadediki (instilled by Mantras or gifted

by the goddess of poetry)

These three give rise to three types of poets:

Saraswat - from a Buddhiman neophyte
Abhyasik - from an XhEryabuddhi\heophyfe

Aupadefik - from a Durbuddhi neophyte.

Rajafekhara contends that Abhyasa is gdod.faé,iii types
of poets; the combination of several qualities wilirgive'fise
to excellence in poetic compps}tion, He‘eyen'poiﬁts 6h§:§§at
Buddhimata, Abhyasa in $astras & Kavyas, and Daiviéﬁkpi are
very rarely combined in one poet.

(b) Bhavayitri Pratibha- is a faculty useful to the critics.
The ﬁerm Bhavaka (appreciator) as applicable to Fhe readér,
was introduced by RSﬁaéekhara. Bhavayitri Pratibhﬁ is a
counterpart in the reader to the Ksrayitri Prat$b55 in the
wrifer/poet. Thus, the Bhavaka complements the‘éfforts and
opinions of the poet; he brings 56 'fulfiimeﬁf the
compositions of one gifted with the creative Pratibha. This
is certified by Kalidasa’s view that poets are not happy
until their composition is well received by tpe .critics.

Poetry, therefore, is fruitless without criticism.

12



The term Sahydaya or empathiser, (litérélly,-of a similar
" heart/mind ), not unlike the western concept of a critic with
the mind of poet, signifies that the Bhavaka’s heart 'Shéuld

be attuned to the Kavi. Whilé,the poet creates poetry, the
critic re-creates it in his imégination and enjéys it.
Rightly then, he is called Rasika, one capable of aesthetic
appreciation. Not only does he enjoy the R#sa‘and apéréciate
the Dhvani (implied meaﬁing),.but he also delights in the

Alapkara (figurative usage).

In sum, the critic is endowed with the gift‘qf }iterary
sensibility or aesthetic taste. He is,tolrefinéﬁhislinnate
ability by an education based on learning of good literature
and thereby enhance his capacity for pure and profpund
response to poetry. This diééiplined éeif-educatioﬁ ﬁﬁfées
the mind of its natural prejudices as well. |

According to the Acaryas, there is no difference between
these two faculties of Karayitri and Bhavayitri ?ratibhz,'as
a poet may himself be a good qritic or vice ver§§, But is
the poet his own best critic? In Indian traditio@, the two
abilities are held as distinct. REjaéekhara quotés Rsiidasa,
for instance, who refutes' the view of the Acaryas, and
opines that the poet and the critic are distinct:}According
to him, the poetical and critical facultieé,afe,seldom
combined in one and the same person. Kalidasa states that the
subject of the poet is ‘Kﬁvyanirmgq (poetic' cémp&sition),

while that of the critic is Rasasvadana (enjoyment of the

13



Rasa). Rasikata or Rasajnata, i.e., the capacity §o enjoy

Rasa is the prerequisite gquality of the critic., REjaéekhara

qguotes the verses from Sakuntala : "The stone fhap yields

gold is not also the touchstone that can tést it"; ;o:sug§est

that no one can be a true critic of himsélf or vhis"‘dwn

poetry., ‘
REjaéekhara disagreééwwith'naﬂéala’s diviéiéﬂ'of.

critics as Arocaki and.Satgpabhayavahari. (The former‘condemn

all - poetry undifferentiatingly,.the latter commend all

verse indiscriminately). His arguments afe:

1. If the éuality of Arocakita is congenital, it 'will remain

unchanged despite human effort.

2. If the same quality arises from a knoﬁlédée ofjfeélity, it

will not affect the enjoyment of a good piéce of poetry.

3. Similarly, the common quality of Sat;pibhyavéhﬁri will

gradually disappear with discriminate studf 'thgt Ican

distinguish the best from the worst.

Rajadekhara’s classification of critics :

a. Arocaki is one who appreciates no poétfy at all.

b. satrpabhyavahari appreciates all poetry irreépective

of quality.

c. Matsari refuses to appreciate poetry, becuse of envy.

d. Tattvabhinivedi is an impartial critic.

Some critics express their appreciation of poetry, while
others confine the appreciation within their hearts. They are

vagbhavakas and Hrdayabhavakas  respectively.

14



Scholars interpret VEgbhEvaks'to mean critics whofiay st;ess
én the words of poetry (diction, rhymé, melody efc.y , and
H;dayabhzvaks as those who give importance to the essence
(heart) of poetry. | .

Another four-fold classification of critics :

a. Those interested in finding praiseworthy qualities.

b. Those that are prone to discover éoetic.defects.

c. Those gritics that are interested in the Rasas.

d. Those attracted by the Alagkaras in the poetry.

VYUTPATTI OR BAHUJNATA
Variously translated as education or ‘culture’ acquired
by education, Vyutpatti is a cohcept comparable'to the
Renaissance idea of the total man, represented by Leonardo da
Vinci - poet, painter, sculptor, architect - a mﬁl;ifééeted
personality. 1In simpler'terms, Vyutp#tti is é knowledgeof
al; those subjects imperative to the wri#in§ of poetry.
According to ﬁajaéekhara, a knowledge of the'subjecfs listed
by him is an essential factor in poetic compositiqd;.f
Rajadekhara considers the different subject§-£o be the
sources of meaning in poetry (Kavyartha) or the theme of
poetry, but not the cause Qfﬂpoetry, as hgld by somevpf the
Acaryas. Further, he qualifies Vyutpatti as a faculty of
discrimination that helps sifﬁ the proper from tﬁe improper
in subject-selection, lexis and diction of poetry.
Therefore, according to Rajaekhara, Vyutpatti is bOtﬁ a

multi-topic knowledge with a correspondent descriptive

15



ability, as well as a discriminative faculty, effected by the
study of Chandovyakarapa & c. |

Anandavardhana, in Dhvanyaloka (quoted by. Rajadekhara),
records that Pratibha is more important ;han Vyntpatti to a
poet. He argues that Kalidasa’s description of the amorous
sports of Siva and Parvati in ‘Kumarsambhava’ is improper,
and is the result of ;he poet’s lack of Vyupatti. Howevef,
the propriety of this description os maintained by tné bbet's
creative Pratibhs. o

A difference, however, is that 'Xnandévérdhana;eénntes
énkti with Pratibha; but Rﬁjaéékharé relates'then inucause—-
‘effect relationship. Thus, Kavi-£akti has a more: limited
denotation in his usage. .

Mafgala, quoted by Rajadekhara, .considers iVyUpatti mére
important than Pratibha. He suggests tnnt‘readeré_wnniq‘not
care much for want of erudition in a poet, if tney are able
to appreciate his Vaidagdavitta (or poetic skilif. His view
is illustrated by a 'verse,l wherein the poet exhibits his
power of discrimination or Vyutpatti, when he descfibéé a
lady removing her ornaments and robes, to put on lighter
silks before engaging in conjugal amorous activitieéii

Rajaéekhara argues that the bést poet'poééésées both
Pratibha and Vyutpatti. He quotes from SanItaratngknfa to
illustrate the poet’s Vyutpafti as well as Pratibha. The
passage is a description of the dancing goddess. It uses the
most appropriate expressipns, thereby exhibiting’thg poet’s

knowledge of NE;yaéﬁstra as well.

le6



KAVYAPAKA

Paka is used to signify a well-cooked'megi,'or a
seasoned dish, or a mellow fruit, or anyfhing that-has
matured. Connectedly, Rasa 1is the flavour/taste_ofjﬁny'of
these.a Kavyapaka is that'maturity.gainad biﬁéonstnat
practice in versification and poetic composition.
Mangala restricts Kavyapaka to aﬁ‘knowledge of nouns *and
verbs, obtained by constant 1listening. He calls' this
Vyutpatti, as it involves a knowledge of all those essential
to the composition of poetry. | ‘
The Acaryas maintain that Paka is the competence of a ﬁogt in
judiciously selecting words and using them‘iif'the apt
expressions. Conversely, it  is also the “abilityf.to avoid
unsuitable words in a composition, or rémove’ ény such
inadvertent inclusions. |
Vamana rejects the above viewlin his Kavyalapkarasutra. For
him, Paka is a faculty of Apéksan, according to which the
words. used in poetry need not be replaced, becuse doubts will
linger despite the best and the apt words used.
Avantisundari, on the other hand, extends the sphére of
Kavyapaka. Paka, for her, is the propriety of.words, ideas
and meanings in consonance wifh the Ghﬁaé{lAlamkgréé; this,
Uktis and Rasas, to make them attractive tb'thg’Sahgdayas,

/ -
Srotas and Bhavakas.

Rgiaéekhara favours the view of Avantisundari. 'He remérks
that Kavyapaka is an undefined quality, a maturity gained

from poetic experience, and not unlike Aucitya (propriety).

17



He further distinguishes Sabdapaka and Vakyapaka.;.ﬁévformer
is the use of apt words and.expre331qns, necessitating no
further change, much like the poetic dictum : ‘proper words
in the proper order’. The latter is'afbéAutifulrpéffé}hing'
of Rasas, Gunas and Alamkaras. Both of these, a¢cording to
joaéekhara, have to be determined.by the discerning critic.
2. A DISCUSSION OF RAJASEKHARA’S ANALYTICAL MODEL.

In Sanskrit linguistics, the two approaches to the study of

the problem of meaning are Khandapakgg and Axgandaggxgg The

first 1is an analytical method which cons1ders the word an
auionomous unit of thought_andvsense.;Sentences being a
concatenation of words, language studies are madélat the
semantic level. The second approach accept the sentence as
the fundamental 1linguistic unit. Thus, the sentence, as a
whole, is seen as a single integral symbol.

I PADA ANALYSIS

Bhamaha defines Pada (meaningful word) as a ’s}nthesis of
, fabda and Artha (sound & sense) It is Pada‘that constitutes
Kavya. In ﬁEjagekhara’s conception, Pada lS an 1ndependent
unlt of meanlng and ends in some V1bhakt1 (case) or

'conjugational suffixes.
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a. TYPES OF PADA
According to affixes, there are five types of pada:

Subanta - Case endings.

Samasanta Compound Words.

Taddhitanta -  Secondary derivatives.
Krdanta - Verbal derivatives.
Tifganta - Conjuéatiohal endings. (verbs).

Subanta: Those nouns, pronouns and adjectives which take
a ‘sup’ suffix to indicate their relation to finite verbs of
sentences.

Samasanta : In a syntactical or semantic connection, two

or more words lose their suffixes to merge with one‘of the

either.

Types : Dvanda - Copulative compund
Dvigu - Numeral Appositionai éoﬁpund.
Karmadharaya - Appositional compund.
Bahuvrihi - Attributive compouhd.'
Avyayibhava ' - Adverbial compund
Tatpuruga - Determinative compund.

Taddhitanta: Suffixes added to Krdanta & non-verbs.

Krdanta: Verbal derivatives obtained by additind*Suffixés

to verb roots.

Tidganta: ‘Tifg’ suffixes added to verb roots, to give

their conjugational forms.
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'b. PRAVRTTIS (POTENCY) OF PADA

Jativacaka - denoting the species/class
Gunavacaka . : - denoting the QUaiity/attribute
Kriyavacaka - denoting the action/deeds
Dravyavacaka - denotihg thelsubétance"
Yadyccha - denoting a propef'ﬁape';

c. To determine the meaning 6f Péda(“ﬁheré afé;fburtéen

factors to be taken into accodnt;

1. Samayoga - Association , e.g;'william of Oranée
2. Vipayoga - Dissociation .e.g.muémlet withoﬁfdfﬁé pfince
3. Sahacarya - Cbmpany e.g. Caesar and Clébpatra
4. Virodha - Opposition e.g. India v/s Pakist&n
5. Artha - Purpose e.g. Let us wdrship Hari. God/
6. Prakarapé - Context e.g. Bring Saih¢hava; Salt/Hor.
7. Liﬁgé - Gender - . e.qg. Madhu.'Honéy/Demoh/
8. Anya éabda - Proximity of e.qg.  MaaﬁuiSua$n; “

Sannidhi another wora . ,
9. Samarthya - Abili?y/l | ﬁ'e.é. Méhiéi isréingihg

capacity
Mahigi-Queen/Buffalo

10. Aucitya - Propriety e.g., Pay respect to the Mahigi
11. Dega - Place . _ e.qg., Citrabhanu in the sky

Citrabhanu-Sun/Fire

12. Kala - Time e.g., Citrabhanu at night

13. Vyakti - Person e.g., Shakespeare

14. Svarabheda - Tonal e.g., Indra §atrum'N5éaya
.Variation Destroy the enemy Indra/

Destroy the enemy of Indi
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1.2.2 VACYM ANALYSIS

Vacya, according to R?jaéékhara, is a string of pada
.capable of conveying to the listéner(s) the desire‘of the
composer. As he studies a sentence on the basis of Pada'aﬁd
Padartha, the relationship between Pada & Qégng ggéiﬁﬁng &
vacyartha is, for him, the central issue. The conditions»for

syntactic relations between Pada in a Vacya are:

1. Akankga - Expectancy of words

2. Yogyata - Compatibility / Consisﬁenby.
3. Asatti/Sannidhi - Proximity/cdntijuity.ﬂ |

4. Tatparya - Intention of the speaker. '

These are instruments of interpretation thch,- aionéu.ﬁith
contextual factors, determine the Padartha in a VEcya, and
consequently, give the Vacyartha. A further elucidation-of
the four conditions is given below.

1. Akanksa: It could be linguistic expéctanéy‘ or
psychological expectancy

2. Yo gyata' Semantic compatlblllty or - loglcal conslstency
Compatibility need not necessarlly be in the emplrlcal world.
e.qg., Rabblt’s horn is not a loglcal 1mp0551b111ty.

3. Sannidhi: Physical - Spatial (in writing) .

Temporal (in speech)
OR

Psychological Ways in which we relate bheﬁomena.

e.g., Ayodhya - Ramjanmabhoomi.

o S
Th—= 59 oﬁtl,\,v'&‘éés:@
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4.13325513: Intention of the speaker.

The intention of the speaker may be'different frqm.what is

conveyed, which again is diffefent from ‘what isviactuaily

understood. e.g., This drink‘is (véry)lstronq;' . |
This drink is (too) strong.

This drink is (sd) stfoﬁq.

1.2.3 KAKU (Tone)
REjaéekhara speaks of Kaku as a mode of speech vhicp could
be of two types: Sakanksa and ﬁirﬁkgnk§a.

sikinkga‘ is  when  the sentence has ling&i#tic or
psychological expectancy i.e. when sometﬁihé  ei§e"'has ﬁo

invariably follow the sentence. .

Types : Xk§epagarbha - suggestive of an objection/disapproval.
Pragnagarbha - suggesting a question. o

Vitarkagarbha - suggesting doubt or uncertainty.

Nirakanksa is the absence of any expectancy.

Types: Vidhirupa - denoting a statement/fact
Uttararupa - giving an answer.
Nirpayarupa -.asse;ting a decision.

1.2.4 TYPES OF VKKYA(Typology based on number of verbs) '
Based on the subject predicate relation, Rajasekhara
enumerates ten kinds of sentences.

They are as follows:
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1. Ekakhyata - One verb sentence.

2. Anekakhyata - Many verb sentence.
(a) Santara " = Interrupted by casefendihgs
(b) Nirantara - Uninterrupted by‘cageéeﬁdings
3. Avrttakhyata - Samé verb repeated for several

rnouns or clauses in a sentece.

4. Ekabhidheyakhyata - One noun-subject with many
' verbs of the same meaning.

5. Paripatakhyata - Same verb repeated in different
clauses, for two different subjects.

6. Anuvpttakhyata ~ - Same verb understood in different
clauses, or different sentences.

7. Samuccitakhyata - A verb proper to something
applied to some other thing, on an &

8. Adhyahytakhyata Elided verb.

9. Kridabhihitakhyata

Derived nominals for verbs.

10. Anapekgitakhyata Verbless sentence.. ... .
4.2.5 RITI (STYLE)

In stylistics, Rajafekhara defines three Ritis
on the basis of degrees of compounding, of .alliteration

and of the use of words in secondary senses.

The Gaudiya permits compounds and alliteration but uéés words
in their primary senses: it uses é sequence of words in'their

etymological sense. | -

The Pafcali riti is characterised by a moderate use of both

compounds and alliteration, but allows the use }of"‘ words in

transferred senses.
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The Vajdarbhl riti makes no use of compounds and festricts
alliteration to certain (appropriate) places; it aﬁso’retains
words in their etymological senSes‘(but’witﬁout &eiibergtely
adding successions). |

Gupas of These styles (NEtyasdistra)

1. 6jas Floridity

2. Prasada Lucidity (clarity)

3. éleéa Coalescence (Double meaning)
4. Samata Uniformity (Evenness)

5. Samadhi Smoothness

6. Madhurya Sweetness

7. Saukumarya Softness

8. Udarata Magnifiéeh¢e / Exaltation

9. Arthavyakti Semantic clarity

10. Kanti Finesse/Polish

=> Vaidarbhl Riti has all these ten Gunas.
=> Gaudiya RIiti has the 1st and 10th Gunas (Ojas + Kanti)

=> Pancali includes Madhurya and Saukumarya.

'1.2.6 Alamkara Theory
For Rajasekhara, Kavya is an Ukti of Gupas + Alamkaras.

Alamkaras are cf two types - Sabdalamkara
e Arthalapkara

§abd§1a9kira relies on beauty of expression in a
specific word or words.
‘Arthalapkara depends on beauty in the meaning of a

sentence taken as a unit.
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(The following are culled from various souces).

Examples of Sabdalamkara:

1. Anuprasa - Alliteration

2. Yamaka - Rhymé‘

3. éieéé - Pun. (Slista)

4. Virodhabhasa - Paradox.

Examples of Arthalamkara are: |

1. Upaﬁs Simile.

2. Rupaka Metaphor. -

3. Sandeha Disbelief, e.g., Is she woman or goddess?
4. Apahnuti Rhetoric Denial/Concealﬁent.

Reality is suppressed in favour of something
imagined, e.g. This is not a noisy swarm of
bees, it is the sound of LoVe(s:,bow“being

continuously drawn.

5. Pratipa Reversed Simile.
6. Ananvaya Want of an object of comparison / Incomparable.
7. Utpreksga ’ Fancy. e.g., Forest fire imagined to be red

Kimsuka flowers climbing trees.

8. Atidayokti  Hyperbole.

N

' - . - , ! 47‘
1.2.7 SOURCES OF MEANING IN POETRY ACCORDING IO RAJASEKHARA
1. Sruti . The four Vedas. 1In universal'tefms, the
cultural patronymic.
2. Smyti The £astras, social philosphies and cultural
texts., ’ L

3. Ithihasa History of one’s own nation, or even ‘of the
world. :
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4. Puranas -Mythology of one’s own people or of other
nations.

5. Pramapavidya-Epistemology, logic.
6. Samayavidyﬁ-xnowledge'of time and the seasons.
7. Ra]as1ddhanta-—Kamasutta (science of erotlcs)
Trayi
Arthasastra (polity)

Nstyaésstra(dramaturgy)

8. Loka-Poet’s actual knowledge and experlence of the
world. . :

9. Viracana - Compositions of other  ‘wélI-knbwn
poets/writers. :

10.Prakirpaka -The sixty four arts and sciences including
ayurveda, jyothi§a,'. vgkgaéﬁstra,
adwagajadastra, kayikakala & c.

Rajadekhara added another four of his own possible

aplications of the sources of poetic meaningQ

1. Uccitsamyoga : An apt juxtapostlon whlch facilltates
direct comparison.

2. Yoktrsamyoga : A serial analogy on the baSLS of a
cause and effect relatlonshlpu It could
be termed an extended simile."

3. Utpadyasamyoga : A juxtaposition of two objecté -
upamana ( the object compared to ) and
upameya ( the object compared ) - both

compounded, thus generating “two
comparisons.
4. Samyogavikara : A modification produced by .the

juxtapositioning of two comparables.
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1.2.8 TYPES OF POETS

/—
1. Sastrakavi

o
Composers of Sastra

- . ,— .
- Including Kavya in Sastra

. B ,
Using Sastraic tenets in Kavya

2. Kavya Kavi - Racana Kavi - Craftsman.
- Sabda Kavi -~ = Poet of Sounds
Namakavi - One who uses more
- -  nouns. \
Akhyatakavi - One who uses more
! verbs . "

Namakhy3takavi-One who uses both

- Artha Kavi . - Poet .of Ideas

-Alamkara kavi - Rhetorical Poet.
Sabdalapkara '
Arthalamkara

Ukti Kavi - Quotable Poet

Rasa Kavi - Aesthetic Poet

Marga Kavi Poet of Style. .

/— - - ’ o
Sastrartha Kavi - Poet of Rational
: Discourse.

3. Ubhaya Kavi - A blend of 1 & 2.

1.2.9 Evaluation of a poet
In evaluating a poet the typés;become
qualities. A KANISTHA (Inferior poet) is one who has two or

three of the above said qualities.

A MADHYAMA (Medium poet) has five of them.
A MAHAKAVI (Eminent poet) has to have all the twelve

qualities.
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1.3 A WORKING MODEL OF RAJASEKHARA’S CATEGORIES E_B THIS BTUDY

1.3.1 PADA 1. SUBANTA - case endlngs
2. SAMASANTA - Compounds
Dvanda : - Copulative
Dvigu = Numeral App081t10n31
Karmadharaya L. App051tlona1’
Bahuvrihi - - Attributive
Avyayibhava - Adverbial
Tatpuruga - Determinative
3. TADDHITANTA - Secondary derivatives:
Secondary nominal bases.
4. KRDANTA - Derived nominals; verbal
derivatives
5. TINGANTA - cOnjugatiqnél endings.

"1.3.2 PRAVRTTI8 (POTENCY) OF PADA

Jativacaka - Denoting class
Gunavacaka - Denoting Quélity
Kriyavacaka - Denoting Action
Dravyavacaka - Substance
Yadrccha - Proper,npun/name

(Avyayavacaka - Indeclinables)

1.3.3 VAKYA (Based on noun-verb relation) .

1. EKAKHYATA - One verb, one or‘more agent'nOminatives.'

2. ANEKAKHYATA - Many verbs, several nouns.
Santara - Interrupted by nouns
Nirantara -Uninterrupted by nouns

2. AVRTTAKHYATA Same verb repeated in several ciaﬁSeg.'

4. EKABHIDHEYAKHYATA - One noun-subject, many verbs of the
same meaning.
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PARINATAKHYATA- Same verb repeated in several clauses with
~different subjects. |

6. ANUVRTTAKHYATA - Same verb, not explicitly repeated, (but)
understood in the following clause(s). |

7. SAMUCCITAKHYATA -Verb used métaphorically.

8. ADHYKgngguYEIA- Elided Verb.

9. KRIDABHIHITAKHYATA - Derived nominals used‘as verbs.’

10.’ ANAPEKSITAKHYATA- Verbless sentence.

1.3.4 GUNAS AND RITI

6jas - Ornamentation

Prasada - Lucidity of Diction
S1eda - Pun |
Samadhi - Uniformity

Madhurya - Sweetness

Saukumarya - Softness

Udarata - Magnificence
Arthavyakti - Clarity of meaning
Kanti - Finesse

Three Ritis
Vaidardhl has all ﬁen gunas: mOre"subanfaéfusgd.'

Gauqiya - has the first & tenth guna,
samasantas used more

Pancali - has the sixth & seventh guna,
Krdantas prefered.
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1.3.5 SOURCES OF MEANING IN POETRY

1. éRUTI -~ Cultural patronymic
2. SMRTI - Social texts
3. PURANAS - Mythology

4. PRAMX?AVIDYX Epistemology/philosophy

5. SAMAYAVIDYA Knowledge of time and seasons.

6. RAJA SIDDHANTA . - Arthadastra, Kamasutra, Natyasastra
TRAYI o o

7. LOKA | - Experience of the poet.

8. ITHIHASA - History )

9. VIRACANA - Works of other poets.

10. PRAKIRNAKA - Sixty four arts and sciences

- Five sub-vedas
- Seven auxiliary 501ences
- Six Vidyas &c.:

Rijaéekha;g's Categories: 1. Uccitsamyoga
2. Yoktrsamyoga

3. Utpadyasamyoga
4. Samyogay;k§;g

VI TYPES OF POETS:

dastra Kavi

2. Kavya Kavi (a) Racana Kavi
(b) $abda Kavi
(c) Artha Kavi '
(d) Alap kara Kavi - Sabdalam kara Kavi
- Arthalam kara Kavi
(e) Ukti Kavi
(f) Rasa Kavi
(g) Marga Kavi
(h) $astrathakavi

3. Ubhaya Kavi - a blend of both the above.
The analaysis of six poems of Yeats in the ensuing
chapters shell be made by using the model and its catagories

outlined above.
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Analysis of ‘The S8econd Coming’
& ‘A Prayer for My Daughter’



Chapter - 2
THE ANALYSIS QF Y“THE SECOND QQHLEQ&,AEQ.iA“EBAXEB FOR
MY DAUGHTER"

‘The Second Coming’ and ;A Prayer for My‘Daﬁghte:' are
 considered together in this chapter. These are twin poems
composed during the same year - 1919 - the. first one in
January and the next in March or April. But the lattér was
published a year earlier (Nov. 1919) than the former'(Nov.
1920). More than the contemporaneity of coﬁposition, the two
‘poems present a continuity of thought ahd'idéa. The omirious
backdrop of war and violence in the4fi;stvpoem_ﬁpnﬁinqgg to
haunt the poet though he puts it figuratively in the image of
a disturbing storm that makes him apprehensive . of his
daughter’s safety. This is clear from an examination of the
‘manuscripts of ‘A Prayer for My‘Daughter': ‘Not‘by that storm
am I perplexed/éut by the storm’that seems to shake mankind’.
(F.2v, p.32, Stallworthy, 1963). These lines (omitted“ih ﬁhe
final version), make the connection clear. ﬁe'also'brayé for
the granting of innocence,(t6 his daughtéf),‘the loéé of
which he had bemoaned in the earlier poem. §Thé-ceremoﬁy of
innocence’ and the sustenance of aristoc;atic 9ir§ues; are
further: explored and elaborated in thelpfayérf'fhdguﬁhé ideas
of the first poem spill over'into the next and provides a

continuity of thought as well as of theme.
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2.

1

THE SECOND COMING

2.1.1 vakya and Pada Analysis

The title is a Samasanta of the dvigu type, or a

numerical appositional compound.

Lines Clause

1&2

1

Lext .
Turning aﬁd turning“iﬁlfhe wiaeﬁiﬁg éy;g
two krdantas, a taddhitanta and a subanta;
three Kriyavacaka and one jEtivEcaka.'-. '
The falcon cannot hear the ‘falconer
subanta, a tifiganta & -a ‘taddhitanta

jativacaka, kriyavacaka and jativacaka.

<

Things fall apart;
subanta, tihganta and taddhitanta

jativacaka, kriyavacaka & avyayavacaka.

The Centre cannot hold;
a subanta and a tifganta . |

one is jativacaka and one kriyavacaka .

Mere anaréhy ;g lgoséd up,oﬁ th‘ei‘ world
two subantas, two tiii"géhta and a subanta
two jativacaka, two kriyavacaka & a
jativacaka. |
The blood-dimmed tide is loosed,
a samasanta, a subanta & two tihgantas

gunavacaka jativacaka & two kriyavacaka.
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Lines Clause’ Text

5&6 6 and everywhere
an avyayibhava samasanta, avyéyqvicaka.'
The ceremony 'of innocence is drowned;
a subanta, a taddhitanta & two tihganta

jativacaka, gunavacaka & two kriyavacaka.

7 7 The best lack all conviction,
subanta, tinganta, subanta -taddhitanta

gunavacaka kriyavacaka gunavacaka and Jativacaka

7&8 8 while the worst

a subanta which is gunavacaka/jativacaka

Are full of passionate intensity.
a tihganta, §ubanta'&'gwoutaddhitgntgs,,v

all gunavacaka.

9 9 Surely some revelation is at hand;
taddhitanta, subanta, krdanta, tinganta &
samasanta’avyayavacaka, gunavacaka,

Jativacaka & two kriyavacaka.

10 10 Surely the Second Coming is at’ ﬁégg;"
taddhitEnté;‘ séh§s3nta, tiﬁgénta;isaﬁgsznta

avyayavacaka, yadyccha & kriyavacaka, avyayavaca

11 11 The Second Coming:

a dvigu samasanta
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11&13 12 hardly are those words out

taddhitanta, tihganta and three subantas
avyayavacaka, kriyavacaka and jativacaka.
When a vast image out of SQ;g;tgs Mgng;
three subantas and a samasanta.

gunavacaka, Jat1vacaka‘and yadrccha.

Troubles my sight:

a tinganta & two subantas

Kriyavacaka, Yadrccha &'jgtivscaké;gl

13-16 13 Somewhere in sands of the desert |
a samasanta and two suﬁanpas' |
avyayavacaka and two jativacaka.
A shape with lion body and the head of a man
five subanﬁas,all jativacaka & dravyavacaka.
Is moving its slow thighs,
a tidganta and three subantas.

kriyavacaka, yadrccha, gunavacaka & jativacaka.

16-17 14 While all about jit
three subantaé; two avyayavacaka, a yadrccha.
Reel shadows of the indignant desert birds.
a tinganta and four subantas

kriyavacaka jativacaka, gunavacaka, two jativaca

18 15 The darkness drops again;
a taddhitanta & a tifganta

gunavacaka and kriyavacaka.
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Lines

18-20

Clause

Text

16 but now 1 &ng_

a subanta & a tlnganta

yadyccha & kriyavacka _

That twenty centurjes of stony sleep

three taddhitantas and a subanta

two jEtivEcaka, a gunavacaka &'aljstiv5caka
Were vexed to a nighgmgzg by a :nging cradle
a tinganta, a samasanta, a kr;danta & a subanta

kriyavacaka two-jgtivacaka and a dravyavacaka

21-22

17 And

what rough beast, its hour gomg«:gnnd at 1
five subantas, a tinganta & a samasanta
two gunavacaka two yadyccha,
a jativacaka, a kriyavacaka and an avyayavacaka.
Slouches towards Bethlehem to pg'ggznz‘
a tinganta, a subanta and a tinganta

kriyavacaka, yadrccha and kKriyavacaka.

The

words not  underlined .ate nip§£a

(indeclinables) or form words as they are called in modern
grammar. There are fifty (50) nxpata in this poem as opposed
to one hundred and five (105) decllnable pada thus giving the
ratio of 1:2. This is possible because the poet uses a
condensed style achieved by telescoping i.e., concentrating
in a single pada or a pair of them the idea of a whole phraée
or clause. Examples from this poem are: widening gyfe;'the

blood-dimmed tide, passionate intensity, Second Coming,
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Spiritus Mundi, lion body, slow thighs, indigqant desert
'birds, stony sleep, rocking cradle & rough beast; which ‘are

all telescoped phrases.

'2.1.2 Use of Pada: 45 Subanta
8 Samasanta
12 Taddhitanta
15 Tinganta
Their vrttis: 30 Jativacaka pada '
8 Gunavacaka pada
20 Kriyavacaka pada
7 Dravyavacaka pada
1 Yadg;cha’pada |
2.1.3 Types of Vakya used in the poem

Santara Ekakhyata : Clauses 1, 12, 17.

Ekakhyata Vakya : Clauses 2,5,7,8,9, 10,13,14,16.
Anuvrttakhyata : Clause ‘11

Samuccitakhyata 3 Clause 15

2.1.4 Riti

From the above;it’can be concluded;‘ba the basis
of thevtypes of words used that W.B;"Yéaﬁsdhas1& §£?le'that
approximates the VAIDARBHI - RITI., (ch. 3, Kavya 'nimEmSa)
As the definition goes, the VAIDARBHI avoids compbﬁnds as far
-as possible, and limits alliteration to certain places if
they are appropriate enough; it also maintains the Qords in
their primary and possibly etymologically faithful meanings,
at the same time, taking care to avoid deliberate addition of

a succession of meanings on them. (ch.7, Kavya Mimamsa)

36



The types of sentences used is an indication of the
poet’s artistic skill in makiﬁg a trulyhcfeative pfoddet;llt.
might be noted that Yeats’ sentences are those that make use
of a minimal number of Qerbs, whereas there is a
proponderance of nouns. Some verbs are very ofteh repeated,
probably because he does not want many of them.

An example is found 1n the 4th & 5th clauses and also
in the 9th & 10th clauses. Even when he has to use'different
verbs, he tries to use alliedvve:bS‘so that the‘differences
of form are just a cloak to hide the eontinuity of the
following verbs. An example: in the 5th & 6th elauses,lthe
idea of ‘drowning’ is the logical outcome of the ‘tide’
‘being loosed’. Again the 13th clause, a Qery ieng one,
has only a single verb. The 11th clause which encapsulates
the main idea of the poem is, notably, a verbless seﬁtence.

All these go to prove that the use of more nouns vis-a-
vis the minimal use of verbs (cfr.ii above) is an‘attempt to
give a seﬁblance of immutability and timelessfrelevance to
‘the idea contained therein. As is well-known, the 1dea of
the Second Coming of Chrlst has evoked a plethora of
reactions - good and bad, sane- and weird - at all tlmes and
places. The poet is able to create and sustain this feeling
of timelessness through his poem on the event expected”from

the beginning of Christianity.

The 1list of Rajaéekhara on the sources of meaning

helps us to pinpoint the disciplines from which Yeats

obtains his semantic wealth.
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2.1.5 Sources of Meaning

To begin with, the very 1dea of a Second Comlng is
taken from the Christian cultural patronymlc the Bible. But,
this belief is part of not Only the SRUTI of the western
world, but also part of the SMRTI. . It means that the
expectation of Christ’s Second Coming is very much 1n the
SASTRAS (philosophies and social texts) of the Christian
world. The GYRE is a concept taken from thev‘system'vof
Yeats himself Thus it could be considered LOKA,,or the

poet’s knowledge and experience of the world.

The FALCON is also from theesame source. SR

However, the FALCON combined”with‘FALCQNER, remihde‘us of
the Elizabethan sporting habits.‘ Thus the meaning of the
same 1is obtained from FALCONﬁY, a sport which could be

included in PRAKIRNAKA, the sixty four arts and sciences.

‘fhings falling apart’ in the context of the‘fifet World
War, after which the poet composed this poem, is a ciear
reference to the destruction wrought by the ravaging armies
of Europe. Thus, we go to DHANURVEDA or, Military sc¢ience-
one of the five subvedas enumerated by'Rajasehhara; aeuwell
as to ITHIHASA (History) for the meaning of thié'eleuse;'hThe
loss of power by the central authority of many‘hatiens,and
governments is also implied by the phrase ‘The cehtre cannot
hold’, though some would see the’ loss of control of the
falcon by the falconer. In any case, both sources would give

the same idea. Probably, Yeats derived his meaning from both
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these sources. However, ‘Mere anarchy loosed upon the world’
reinforces the idea in favour of DHANURVEDA or military
science, if not WAR, as the possible source-of'poetic

meaning.

‘The (blood-dimmed) tide’ and idea of ‘drowning’ are
certainly nautical terms. It is also"av reféréhéé‘lto fhe
Biblical flood during the time of Noah. It ma’."rked the |erl1‘d of
one era and the beginning of another. The ‘blood*dimméd‘tide’
signifies the end of this era and the start of a ﬁé&ﬁdﬁe.
So, §kUTI is the source. | »

‘The ceremony of innocence’ is an idea further elaborated in
the poem ‘A prayer for My Daughter’. Thus we go to VIRACANA,
works of oﬁher poets, or by implication, other wo;ks of the
same poet, for the meaning.of‘this. of cburse; the whole
idea is part of the SYSTEM of Yeats énd;fofﬁsihi;:béiief, if
not expectations for humanity. .. .So, the meaning is also
traceable to LOKA, the poet’s knowledge and experiéhce of the
world. | |
‘The best’ and ‘The worst’ can be ﬁnderstood only in the
light of the poet’s life, and relation to certain persons
like Maud Gonne and MacBride. Hence, one explores LOKA once
again.

Revelation, as is well-known is an idea and bg;ié:vof
Christianity, embodied in the book of REVELATION ( ¢h. 1)in
the HOLY BIBLE. It is also the traditional éource boéf”for
Christian beliefs in the Second Coming of Jesus Christ. So,

both éRUTI and SMRTI are the sources for this.
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‘nt hand’ the seemingly innocuous phrase, is an oft-used one
for purposes of evangelisation by Christian missionaries; The
whole phrase was: ‘Repent, for.the"Kinédo‘m of'. '-God .15 -at
hand’. (Matthew Ch.3:2) This insistence -on. repentence and.
consequent conversion was demanded by the proclamation of an
imminent event of joy and re-oreation. ;But, 1n the poem, it
is used to proclaim the imminence of sotrow and destruction,
as is evident from the following part of the: poen.
Ultimately, the idea goeslbaok to the gospels (qqoted'above)
in the New Testament in the Holy-Bihief _Thus, once again,
the root source is §§UTI, from where it also became,paft of

the SMRTI of Christianity.

Spiritus Mundi- also known as Anima Mundi - derives its
meaning from the SYSTEM of W.B. Yeats (A VlSlon) ‘It 1s the
‘vast store house of memories and images’, ’much like. the
Collective subconscious of humanity. Therefore, LOKA is the
immediate source of this and PUﬁi@AS (mythology) the ultimate

source of the same.

Clause 13 gives a description of the 'beast which is
understood as the Sphinx. Again the source is‘PuﬁhghS. But,
the Sphinx is found in both Creek and'EQyptian‘mythology;‘In
the former it is a female, whereas, in the letter, it was of
either sex. The Sphinx, in Greek mythology, was the
offspring of Echidne and Typhon, the latter of whom was the
monstrous offspring of Ge(Gaea) and Tartarus, her son and
husband. Gaea is the ‘earth’ yho.sprang from Chaos, and was

the mother of Uranus ( the heavens) and Pontus ( the sea)
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Yeats, probably, takes it from Greek mythology, to suggest
the origin of the monster from Chaos which was the'scehe in
Europe during the period under COnéideration; it‘ﬁas also
‘useful to bring iA a female beast as the anpiéﬁesis‘ of
Christ. 'It might be recalled that Yeats‘wrote a playeabout a

female Christ. (p.223,Frye, 1963).

‘Stony sleep’ is possibly from BLAKE’s ‘The First Book of

Urizen’. The source is VIRACANA, the works of other peets.

‘Bethlehem’ is an immensely suggestive wofd that derives its
meaning from the Holy Bible or éﬁUTI. As the birth'place of
Christ, the inaugurator of the Chrlstlan ‘era oﬁ peace and
salvation, Bethlehem occuples a central place in the maps of
the world as well as in the hearts of Christians all over the
world. For Yeats, the new era of antithetical doom and
destruction will begin from this hallowed spot. Thus, the
birthplace of Christ will also be the birthplace of

Antichrist, the great beast.

A very interesting aspect of this poem is the‘way in which
meanings are derived by the juxtaposition of certain words
and phrases which by themselves would not giye the meaning
intended. fhat reminds us of the four unusual éafegorieé of
‘use of sources given by Rajasekhara. Of them UCCITSAMYOGA or
the proper juxtaposition of phrases can be dlscovered in this
poem. An example: in clause 13,‘the shape with lion body’ and
‘the head of a man’ is sure to convey the idea of the sphinx.

Another example: Jjuxtaposing ‘Bethlehem’ and ‘to be born’
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is immediately reminiscent of Christ. A third ‘examplé: the

‘ceremony of innocence’ as a phrase gives us a meaning that

would not be separately obtained.

Sources in brief

Second Coming

Gyre

Falcon

Falcon & falconer
Things fall apaft
blood-dimmed tide
ceremony of innocence
The best; the worst
Revelation

At hand

Spiritus Mundi

A shape with lion body
Stony sleep

Bethléhem

Clause 6,13 & 17

ékuti/Smgti/éZsttasv‘
Loka

Loka

Prakirnaka
Dhanqrveda/lthiﬁasa
Sailing/Dhanurveda

Virécana/Loka

- Loka

/
Sruti/Smrti

é}uti/Sm;ti

Loka/Puranas

Puranas

~Viracana

z .
Sruti

Uccitsamyoga

2.1.6 Comparison with the manuscripts

In a work limited in scope as this, it is not feasible

to reproduce all the manuscripts of Yeats’s poems. So, only

those portions relevant to this study are reproduced. For

manuscripts, references may be made

to Jon Stallworthy

(1963, pp 17-23). We are referring to this work when we ‘refer

to the manuscripts, the final version of the poems.

The



material in parenthesis under manuscripts is the serial

number assigned by Jon Stallworthy.

Change of Pada from manuscripts to final version
Manuscripts ' < . Final Version

1. Ever more wide (Fl1l.r)

gorw wider & more wide (F.1r)

Sweep wider (F.2r) ' Turning and Turning (line
2. Sweeping gyre (F.1lr)

intellectual gyre (F.1r)

The gyres (F.2r)

o

Wide gyre (F.4r) Widening ‘gyre (line 1)

3. hawk (F.1lr,2r) ' - Falcon (Line 2)

4. mob (F.lr, 3r) R ‘#

5? germans (F.1lr) X

6. Russia (F.1r) X

7. murder (F.1lr) | X

8. has died (F.1lr,iv,3r) b4

9. put to death (F.1lr) X

10. stroke of the clock (F.1lr) e X .

11. tyrantl(F.Zr) . X

12. anarch (F.2r) ox

‘13. murderer (F.2r) . X

14. gracious (F.1r) ' '.x

15. innocent (F.1r) X

16. blood-stained flood (F.4r) blood-dimmed tide(line. 5)
17. lose (F.4r) lack (line 7)

18. new intensity (F.5r) passionate intensity (line §
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19. cloth (F.5r) : v .

20. knife (F.5r) : , x

21. stark image (F.5r) vast image (line 12)

22. a wasté of desert sand (F.5r) ~ sands of the desert (1. 13)

'23. an eye (F.5r) ‘ a"gai'e'.(line' 15) " |

24. feet (F.S5r) things’ (li.‘nel" 16)

25. fall/run (F.5r) reel (line i?)

26. The second birth (F.5r) The second coming (line 11)

27. an angry crowd of desert birds indignant desert birds (line
(F.57) . :

28. Cradle rocked anew (F.5r) rocking cradle (line 20)

29. moves/set out (F.5r, 6r) slouches (line 22)

30. Wild thing (F.é6r) rough beast (line 21)

2.1.7 cChange of Vakya from manuscripts ;g.publisged version

1. ‘Ever further hawk flies outwards from. the falconer’s

hand" (F.1lr) is changed to |

~The falcon cannot hear the falconer:..(line-zf

2. ‘The (intellectual) gyres grow wider and more wide" in
F.1lr 1is replaced by "The gyres sweep wider (day‘by day) by
year /every year" in F.2r but finally giﬁgliiigg to "ﬁideﬁing

gyre" (line-1) in the published version.

3. "The germans are now to Russia come" (F.1r) has been

dropped wholly, to keep out particulars.

4. "All things are broken up to fall apart" KF.Zr)-is
condensed to "Things fall apart" (line-3) thereby implying
the breaking up of things as an antecedent or a consequence.

5. "The tyrant has the anarch in his pay and murders to
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follow murders" (F.2r) has been dropped a;fggetner to Kkeep

particular events out.

6. "Though e;ery day some innocent has diéd"‘ (F;lry' nof
innocence most foully put to death®, "old QiSdom aﬁd young
innocence has died" (F.1r) "céreﬁonious.innocencé hagidied"
(F.3r) is condensed into the symboiic "Thevceremony of
innocence is drowned" (line-6) to - incréage the
suggestiveness, and to leave ouﬁ the'@et;iisvogcghédes‘of

particular event(s).

7. "While the mob fawns upon the murderers . .

And the judge nods before his county dock

And there’s no Burke to cry aloud,-nb Pitt

And there is none to pluck them by the gown" (F.3r)

Has been omitted to keep out all topic references.

8. "The centre has lost" (F.4r) has been changed to “The

centre cannot hold", (line 3) o

9. "The good are wavering" (F.4r) transformed into "“The Best

lack all conviction", (line 7)

10. "Surely the great falcon must come, surely the hour of

the second birth is here"; in (F.4r) is gmi&;gﬂék

11. "The cradle at Bethlehem has rocked anew" (F.5r) is

simplified to "a rocking cradle" (line 20)
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12. "And new intensity rent as it were avcloth‘befofé the
dark was cut as with a knifeh in (7.5r) kPﬁib# to the
reference to the image out of SpiritU# Mundés.isxémiggéd to -
heighten the drama by lessseningvthe circumstantialidetails

i.e. by cutting out their description.

sum up
A comparison of £he poem with the final edition

gives us certain intetestingvinsights about thé_prqéessqu
poetic composition adopted by Yeats. A |

In the first place, he has‘ndt justldeléteﬂ;vq;ds‘and
phrases, but has substituted them.wholly'withT6£ﬁe¥ww6:ds,
phraées and sentences. To kéeb“the p;émtdﬁ §7ie§el of
generality and suggestiveness, he rémoves‘ail words of
specificity and explicitness. Examples: the removal of words
like GERMANS, RUSSIANS, PITT, MURDER, DEATH, TYRANT, ' ANARCH,
MURDERER etc.. If, for instance, he had included the Gé:mans
and Russia, the poem would have been just a reactionvfo the
tumultuous times of the world war, without any relevance
‘beyond that time and context. Therefore,”thé poet Wwants to
remove every suggestion of a localised evenﬁkanduévoid<the
~consequent topicalisation of any refereﬁce. o
The removal of words like DEATH and MURDER are attemp€3‘to“
remove words that create aversion & disgust in'the‘reader.
‘The idea of death and destruction are only sugggsted-in words
like ANARCHY, DROWNED, BLOOD-DIMMMED TIDE and so on.

Secondly, the poet removes verbs if many of them give the

same, or at least, a similar idea. Examples are: DIED, PUT

46



TO DEATH, DROWNED of which only DROWNED is retained f’inany,
It also suggests the temborary submergence of some quality
rather than its total annlhllatlon. e-g;'"The ceremony of
innocence is ‘drowned" In conjunctlon w1th Yeats s cyclic
Qiew of history, it suggests a re-emergence of this quality
in due course.

The types of verbs used are notable because they are
mostly verbs of deprivation, loss, loosenlng, destruction, in
short, all of them negative. e. .g. FALL APART, LOOSED, DROWNED
LACK, DROPS, TROUBLES, VEXED, etc... Even. the p081t1ve verb
‘TO BE BORN’ is ominously placed. The tinganta are mostly
‘verbs of non-motional aCtiontor.at leasthslow action. e;g.
TURNING, ROCKING, MOVING (slowly). These Verbsﬁofvciroular
motion go very well with the Yeatsian cYclic View.of history,
apart from making an action apparently endless, because of
its repetitive nature. V
The types of nouns are mostly human in content or reference.
e.g. SIGHT, SHAPE, BODY, 'HEAD,: MAN, GAZE, TWENTY CEN'I'URiE‘s,
and BETHLEHEM. 1Is the poet then sugqgesting‘that'the-terror
which is about to befall humankind is actuaily oné'of,man’s
own making? The context of WAR and the conflicts infhuman‘
history point out to that. This characterisatlon of nouns
can be found in Kuntaka whose model on the structure of ’
content. of sentences is as follows: Jada.(lnanlmate); Cetana
(animate) - Human and Animal. |

The nouns that have been dropped are those that repeat
an idea. e.g. cradle, b1rth Nouns like TYRANT, ANARCH, MOB,

have been omitted as they are suggested, otherwise.
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- 2.2

A PRAYER FOR MY DAUGHTER

2.2.1 Vakya and Pada Analysis

Title:

Kydanta  Subanta Subanta

Jativacaka/Kriyavacaka; Yadrccha, Jativacaka

Lines nggse

1l 1

Text STANZA I
Once more' the §_ggm is hgg;;ng

a subanta, a tlﬁganta

Jativacaka and kriyavacaka'

and half hid
a subanta & a tinganta
Gunavacaka of Kriyavacaka

Under this cradle-hood and coverlid

a subanta and two samasantas
Yad;ccha and dravyavacaka

My Chlld sleeps on

Two subantas & a Tifiganta

Yadyccha & Kriyavacaka

There is no obstacle

a tinganta & a subanta

kriyavacaka & jativacaka |

But Gregory’s wood and one bare hill
five subantas, Yad;ccha,‘dravyaviéaka,

two gunavacakas & dravyavacaka
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Lines Clause Text
5-6 4 Whereby the hay stack-and roof- levelling wind
two bahubrihi samzéﬁhtasf& a supahtél
kriyavacaka/gunavacaka and jativacaka N
<e.... Can be stayed: | |
a Kriyavacaka tinganta.
6 5 ... Bred on the Atlantic,...
A tinganta and a subanta
Kriyavacaka & Yadrccha
7-8 6 And for ‘an hour I have walked and 'praved
two subantas and two tiﬁgahtaé":f
Jativacaka, Yadrccha & -Kriyﬁvgcékas.
Because of the great gloom
both are gunavacaka subantas.
8 7 that is in my mind.
a tifganta & two subantas
Kriyavacaka, Yadrccha and Jativacaka
STANZA II

I have walked and prayed fog this

subanta, two Subanta,two tifgantas aﬁd four
subantas. |

Yadrccha, two Kriyavacakas, Yadrccha, Gunavacak

two Jativacakas
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Lines Clause

Text .
And heard the sea-wind screanm upon the tower

10-11 9
tinganta , Samasanta, Tinganta &,Subanfa'
KriyEvEéaka,‘JEtivaaka, Krifﬁ?gcaka #nd dravya
And under the ggcneé of the bridge, |
two dravyavacaka subanta.

11-12 10 and gcream

Kriyavacaka Tinganta
In the s_l.m.a above the f.LQQdi s_tr_em..
a subanta, a K;danta and subanta

Jativacaka, gunavacaka‘& Jat;vaéakél

13,14,16 . 11

Imagining"in excitgg,geyerie
two kydantas & -a sﬁbanta“’
Kriyavacaka, gunavacaka & Kriyavacaka.
That the future years hgg'gggg,
two subantas and a tihgénta
gunavacaka, Jativacaka & Kriyavacaka
... out of the purderous inng_gng_ﬁéfythe sea,
a subanta, two taddhltantas & a subanta.

both gunavacakqs,_jatlvacaka. L

15 12

... Dancing to a frenzied drum,...
tinganta, taddhitanta, Subanta

Kriyavacaka gunavacaka & dravyavacaka
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Lines Clause

Text  STANZA IIL

17 13

My she be granted beauty
Subanta,tiﬁganta,Subanta

Yad;ccha,xriygvzcaka,Gunavscaka

17-19 14

and yet not

avyayavacaka nlpata o

Beauty to make a §§zgngg;_§ _xs Qiﬁ&:gggb;;
subanta,»tlngan§a~an§r§hree subanpasﬁ 
gunachaka‘kfiyEvicaka; two jEtivEcaka;‘gunavgco'
‘Or hers before a 1oogigg-glass,‘

subanta and bahubrihi samsssntaﬂ

19,21 15 -

16

For such ,... Consider beauty a sufficient end

Subanta, a tinganta, three;subéhtas

jEtivEcaka'kriy5VEcaka',tﬁd Qﬁné§5cékas & a jats
.Being nade beautiful ngzmngnLL&L
a tinganta and two taddhltantas

Kriyavacaka and gunavacakas

22,23 15,

Lose patural kindness and maybe

a tlnganta & two taddhltantas

Kriyavacaka & gunavacakas

The heart-revealing intimacy

bahubrihi samasanta and taddhitanta-

gunavacaka/kriyavacaka; gunavacaka
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Lines Clause Text
24, 17 That chooses right,
a tinganta and a subanta

Kriyavacaka & gunavacaka

24 15.b aﬁd never find a friend
a tihganta and a subanta -

kriyavacaka & jativacaka

STANZA IV

25 18 Helen...found life: glat and dull

a subanta, tinganta, and three subantas

yadrccha, kriyavacaka; jativacaka & two guna

25 19 ...being chosen...

a kriyavacaka tiﬁganta

26 20 And later had mu h ggub;g from a. LQQ_L_
taddhitanta, tlﬂganta and three subantas.

avyayavacaka, krlyavacaka, two gunavacaka,ﬁﬂndu

28 21 While that g;gg;"gugegr,.
three subantas
gunavacaka & jativacaka/yadrccha
Being fatherless could have her way
kydanta, taddhitanta, tiﬁganta,-two'subantas
kriyavacaka, jativacaka, kriyavacaka,

jativacaka o v
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Lines Clause Text

27 22 .,..that rose out of the sgpray,...
a tiﬁganta and a subanta

kriyavacaka, - :yad?ccha & jativacaka

30,31 24 JIt's certain that fine women gg;
subanta/tinganta; three"snbantésiﬁra tiﬁganta
two gunavacaka; jEtivEcaka{ kri&ZQECké
A crazy salad vith their meat = -
four subantas S

gunavacaka, dravyavacaka, yadrccha, dravyavacak

32 25 Whereby the Horn of plenty is undone.

two samasantas, a tifganta & a taddhitanta

avyayavacaka, dravyavacaka, two kriyavacaka

ot

STANZA V
33 26 In courtesy I’d have her chiefly ";egrged;

two subantas, a tinganta, subanta, two taddhita
gunavacaka, yadrccha, kriyavacaka, Yac‘vccﬁd,

gunavacaka & kriyavacaka.

34,35 27 Hearts are not had as a gift but hearts are
subanta, two tinganta, two subénta, krdanta
jativacaka, kriystcka,idravyavgcaka,‘kriyEvEcak
By those that are not entirely beautiful;
subanta, tinganta, two taddﬁitgntas .

jativacaka, kriyavacaka, avyayavacaka & gunavaca
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Lines Clause Tekt _
36,37 28 Yet many,...has charm made wise,
two subantas, tinganta, subanta
jativacaka, gunavacaka, kriyavacaka, & gunavack
36,37 29 ....That have played the fool |
a kriyavacaka tinganta & a jitivscaka‘ subanta
for beauty’s very self...
three subantas:'two'gunaVECaka,.a yadgccha
38,40 30 And many a poor mpan...
three subantas: jEtivEcéka,'guhaV;daka & jati.
from a glagxgigdgéss'cannotﬂtgge'hig eyes;
a subanta, a taddhitanta, a tifnganta & s
two gunavacaka, a kriyavacka, yadrccha & jati
38,39 31 ...that has  roved,
kriyavacka tinganta |
Loved and thought himself beloved,...
two tihganta, subanta, and a taddhitsnta
kriyavacaka, yadyccha & kriyavacaka -
STANZA VI
41 32 May she become a flourishing hidden ¢tree

subanta, tidganta, two taddhitantas & subanta

yadyccha, kriyavacka, gunavacakas & dravyavacaka
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Lines

Clause Text

42

43,44

33 That all her thoughts may like the "linnet be,
five subantas and a tifganta
jativacaka, yadrccha, two jSEivaakas;'yadgccha

& kriyavacka

34 And have no business but dispensing round
tiﬁganta,1taddhit$nta,.tiﬁgantaﬂ‘suéanﬁan
kriyavacaka, jEﬁivEcéka,“kriygvgééka & gunavacak

subanta,taddhitanta & subanta

yadrccha, gunavacaka & kriyavacka

45

35 Nor but in merriment begin 'a 'chase,
a taddhitanta, a tinganta & a subanta

all kriyavacka

46

36 Nor but in merriment  a..quarrel.. .

a taddhitanta & a subanta. - both kriyavacka

47

48

37 0 may She live like some green laurel
a subanta, a tinganta & four subantas
yadrccha, kriyavacka; three gunavacakas &Yalnxha

37.a Rooted in one dear perpetual place

a tihganta and four subantas

kriyavacaka; three gunav§¢aka & a jativacaka
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Lines Clause Text STANZA VII

49,51 38 My mind...has dried up of late.

two subantas, a tifganta & a samasanta

yadrccha, jativacaka; kriyavacaka & avyayavacak

49-51 39 . ..because the minds that I n_g_y]_g ' lgy_e_q_,_

| jativacaka subanta, yad;ccha subanta,
kriysvgcakal'tihganta. |
The sort of beauty that I ﬁaQe’apﬁrOved

three subantas and a tinganta

+

two gunavacaka, a yadyccha; and a kriyavacka

Prosper but‘little,..'

a Kriyavacka tifiganta & a gunavacaka subanta

52-53 40 Yet knows that to be choked with hate
kriyavacaka tifgantas & gunavacaka subanta

May well be of all evil chances chief.

a tinganta & four subantas

kriyavacaka; jativacaka, gunavacka, jati,.

gunavacaka
54 41 If there’s no hatred in a m,_mi

a gunavacaka taddhitanta & a jativacaka subanta

55,56 42 Assault and battery of the wind

subanta, taddhitanta & subanta“.

two kriyavacka and a jativacaka
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Lines Clause

Text
Can never tear the linnet from the leaf
a tidganta and two sﬁbantas ‘

kriyavacaka, yadrccha & jativacaka

STANZA VIII

57 43 An intellectual hatred is the worst

three taddhitantas - all gunavacaka (‘is’-tinga)

58 44 So

let her think opinions are accursed,
subanta, tihganta, subanta, tihganta, taddhitant
yadrccha, kriyavacaka, jativacaka, kriyava

gunavacka

59,60 45 Have

I not §333  the loveliest wgman born
subanta, tinganta, taddhifﬁﬁta;Lgubanta, tihgant
yadrccha, kriyavacaka, . gunavacaka, jé%it
kriyavacaka

Out of the mouth of Plenty’s horn,

a jativacaka subanta & a dravyavacaka samasanta

L

61,62,64 46

-

Because of her opinionated mind

a subanta, a taddhitanta & a subanta
yadrccha, gunavacaka & jativacaka

Barter that horn and eveéry good..
a tinganta and four subantas -

kriyavacaka, yadrccha, dravyavacaka,

jativacaka & gunavacaka
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ines Clause Text
| ...for an old belloﬁslggll of ghggx wind?
five subéntas | -

gunavEcaka;'drévyaﬁﬁéaka, two gunavacakas

dravyavacka

63 47 ...By guijet patures understood...

two subantas and a tinganta

— P— = '_-L' -
gunavacaka, jativacaka & kriyavacka

STANZA IX
65 48 Considering - that

kriyavacaka tinganta & jativacaka subanta

65 49 All hatred driven hence
subanta, taddhitanta & tinganta

jativacaka, gunavacaka & kriyavacaka

66,68 50 The Soul recovers radical innocence
subanta, tinganta, subanta & taddhitanta
jativacaka, kriyavacaka and two gunavacaka

50.a And Jlearns at last that it .jis '§21£:
delighting - -

tihganta, samESEnta, subanté,‘tiﬁganta,
samasanta (bahubrihi)

Kriyavacaka, jativacaka, two kriyﬁVEcéka
Self-appeasing, self-affrighting

two bahubrihi samasantas, kriyavacaka
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Lines Clause Text
69 51 And that jits own sweet wil;vig Heaven’s wil
six subantas-jativacaka, two gunavacaka &

three jativacaka

70-72 52 She can,.. be happy still,
subanta, tifdganta and subanta

yadrccha kriyavacaka & gunavacaka

72 53 . .though every face should ggg!;
two subantas and a tidganta -
two jativacaka and a kriyavacka
And every windy guarter howl
subanta, taddhitanta, subanta'& tinganta
jativacaka, gunavacaka, jEtiQ;éékéu &
kriyavacaka
Or every be;lows‘bursﬁ,..,
two subantas & a tinganta

jativacaka, dravyavacaka & kriyavacaka

STANZA X
73 54 And may her bridgeroom bring her ’to'la house

subanta, a taddhitanta, tinganta & two subanta
yadrccha,

jativacaka, kriyavacaka, yad;cbhal& dravyavaca

74 55 Where all’s accustomed, ceremonious;
two subantas and two taddhitantas

jativacakas; and gunavacakas.
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Lines Clause Text
75 56 for arrogance and hatred are the wares
two taddhitantas, a tj.;'\ganta_ & a subanta

both gunavacaka; kriyavacaka & dravyavacaka.

76 56 Peddled in the thoroughfares

Kriyavacaka,tihganta & jativacaka taddhitanta

.77,78 57 How but in Qggggm and in‘ggggmgnz
two jativacaka #ubanfas’
Are innocence and beauty born
taddhitanta, subanta & tihganta

two gunavacaka & a kriyavacaka.

79,80 58 Ceremony’s a nhame for the rich horn,

four subantas - two jStivEcaka} ,a
gunavacaka, a dravyavEcaka.l | _

And custom for the sgreading ;gu:él ggggL
a subanta, Krdanta anavtwo' 'shﬁahtas

jativacaka, gunavacaka, yadrccha & jativacak

The words not underlined are nipata which number 190 in
contrast to the other padas which total upto 338; thus the
ratio of nipata to other declinables is ~rough19 4:7 i.e.
there are four nipata for every seven declinable péda. This
is because the nipata which are primarily articies and
prepositions ( and some adverbs) are neccesary to provide
linké as well as to particuiarise certain objects or

gqualities which latter abound in this poem.
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2.2.2 Use of Pada
105 Subantas
15 Samasantas
32 Taddhitantas
4 Kydantas

62 Tihgantas

2.2.3  Types of vakva used in:the poenm -
EKakhyata - Clauses 1, 3, 4, 5, 7, 13, 15, 15 a, 16 b,
18, 20, 22, 23, 25, 26, 28, 29, 30, 32, 33, 3%, 37, 38, 41,

42, 43, 46, 47, 49, 50, 52, 54, 55, 65, 56 a, 57.

Santara Anekakhyata - Clauses 2, 6, 8, 11, (15 + 15 a + 16
b), (18 + 19 + 20), 21, 24, 27, 34, (37 + 37 a), 39, 40, 44,

45, (45-47), (50 + 50 a), 53, 56 + 56 a.
Anuvyttakhyata - Clauses 9, 10, 14, 15 a, 36, (50-'a _ 51), S8
Kridabhihitakhyata - Clauses 12, 16, 19, 48.

Nirantara Anekakhyata - Clause 31.

2.2.4 Change of Pada from Manuscripts to finished work.

anuscripts Published work
1. God (F.Ir) | U x
2. First Father (F.1r) X
3. Popular Tempest (F.1r) | Storm (Line.l)
4. Dusty Bitterness (F.2r) o x
5. Three Hundred Year 0ld Cradle (F.2r) , X
‘6. Deep Hoéd (F.2r) éradle-hodd(Line.z)
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7. Broidered Coverlid (F.2r) Coverlid (line.2)

8. Month-old child (F.2r) = =~ ' child (lihe.3)

9. Is sleeping (F.2r) . Slesps on (line.3)
io. So it is plain (F.2r) It’s certain (line.ﬂ
11, Great Beauties (F.2r) The sort of beauty
12, Those Causes (F.4r) | _ The minds (line 49)
13. Certain Things and People (F.4r) _‘ 4 x |

14. HaQe most approved (F.4r) have approved (line
15. Have prospered little (F.4r) . ... Prosper but.little
16. Grown half barren (F.4r) - has.dried,gp(line 52)
17. And Seeing that (F.4r) o x

18. Intellectual hate (F.4r) An ihtellectual hatreJ
19. Draws Near (F.4r) - 'RecoVersp(line 66)

20. First ihnocence(F.4r)_ ' ‘ Radical innogence

2.2.5 Changes of Vakya in the Poem

l. “God grént my prayer
Ner I am the first father that has stood
And judged here beside this cradle-hood..." (F. lr)
Status: Removed altogether, after two revisions.
Reason: 1. Idea of God implicit in prayer:
That of father, in child (line 3)
2. Avoids explicit Theism
2. "And seeing that a popular tempest blew
As though to make all things anew,

As this opinion wound, had driven men wild
And filled their hearts with bitterness." (F.1r)

Status: Replaced by lines 3-6 of the final version.
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Reason: To give a more descriptive picture of the storm’s
destructive potential that suégests it# ominous nature and.
its possible effect on the child rather than on the populace
-at large. This helps sharpen the focus of.the poem. . .

3 " Had dread for this Child’s peace unless. o
Heaven pour abounding sweetness on the child". (F.1r, F.2r)

- Status: Replaced by lines 7 & 8 of the finished poem. '
Reason: To keep the appréhension for the Child’57£uture‘on
the realm of suggestion; and also'to link up the turbulence

of the period as the cause and occasion for this prayef.,

4. " Her laughter proved her heart to be gay", (F.2r).
Status: Dropped from the final version |
Reason: To avoid an intrusion of'the child’s qualities 'into
the description of the storm in the first two.stahzas.

5. And what to ask heaven for the child
And what prayer might be best:, (F.2r) .

Status:' Omitted altogether
Reason: To avoid uncertainty of purpose as it would mean
the poet himself knows not what to pray for.

6." Not by that storm am I perplexed
But by the storm that seems to shake mankind".

F.3r (end of stanza I)
Status: Replaced in the final version by

Lines 7-8:" And for an hour I have walked and prayed
Because of the great gloom that is in my kind".

Reason: To keep the effect of the storm on the poet at the

level of suggestion; thereby making it less explicit.
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7. The idea of ‘opinion’ being ‘driven wild’ bQ'fheltempest
is deleted altogether as it would unnécessarily.deviateﬁthe
whole pecem into a different track. This is also éonfirmed by
-the above. Jon Stallworthy poihts‘out that this reference to
World War I has been removed to‘keep to the cenfral themeland
not be distracted by topical events or references. |

8. Yeats, significantly, deletes the age of hiS'éhild as
well as that of the cradlei(ll.2-3)._ﬂe'a1;o rehoves
references to her ‘laughter’ and her heart being ‘gay’ (II.
2-3) as he makes them part of his praYer'that she.pe ﬁerry
like the linnet,-and‘happy due to'innbcencé (42ffff. A§ain he |
does not want to give his reactioné to.the %torm - redl or
mataphorical. So, he removes phrasesllike-"ny‘sight/gaze
towards every howling/scowlihg'quarter" "To judge whétlﬁiést
heaven has charted", (F.2r) and "Thought the world feli stone
upon stone" (F.2r). Instead he rephrases the idea into
suggestively cryptic lines : "Imagining in excited reverie

murderous innocence of the sea". (LL. 13-16)

9. In the ‘prayer proper, the poet réquests,for his
daughter’ an even temper,‘good'healﬁh, ; Quigf ﬁannerf
husband, children and a little wealth. (F.3r) only to do away
with all these in favour of ‘beauty’ which will not "make a
stranger’s eye distraught". (L. 18) He also'Qaﬁts,hef to
learn courtesy (L.33) and to be full of cheerful thoughts
like a 1linnet (L.42f), and to be ‘rooted’ '‘like a green
laurel"”" in one dear perpetual place". (L.47-48) Granted this,

all the above said gifts will be consequently obtained. To
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suggest this by contrast, he brings in the "loveliest woman

born/out of the mouth of Plenty’s horn" who partérs'all the

riches of her beauty and intelligence for a ‘worthless fool’

just because of her opinionated mind . (L.59-64).

10.

His wish that she (the daughter) should not quarrel

with familiar faces, in favour of a new and unknown face

(F.

3r), is transferred to the linnets (L.48). Again he drops

something explicit in favour of an idea just  suggestive.

Details of the bird and the bush (F.4r) are alsoﬂomitted‘to

accomodate qualities of the bird suggested thpdugh their

action (LL. 43-46). Here, we have a unique combination of

Gunavacaka and Kriyavacaka.

11.

Details of the tree are altogether omitted except for

its fixity of position as a quality to be desired and

acquired for the poet’s daughter, (cfr. F.4v).

2.2.

1.

2.

6 Other Changes and Revisijions

Stanza I; Line 6 ’

"Bred on the Atlantic can be checked" becomes
"Bred on the Atlantie, can be stayed"

"Reason : To rhyme with ‘prayed’ in line 7.

Stanza III; Line 17

"I pray god grant her beauty. ..." Changed to

"May she be granted beauty .;;."

Reason: To avoid repetitiveness, as the ‘title already says
that it is a prayer; to avoid explicitness and thereby keep

up the suggestiveness; to remove semblances of orthodoxy.
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3. Stanza 1V; Line 30
"So it is plain great beauties eat" revised to
"It’s certain that fine women eat"
Reason: Simplicity and suggestiveness in order to give
it more effectiveness. Gunavacaka pada are replaced. by
jativacaka pada suggesting also gunavacaka.
4. Stanza VIII; Line 54
"Hatred once driven from the mind",
Changed to "If there’s no hatred in a mind",
Reason: Absence of hatred is more important than its
_ ; nemowal ,
5. Stanza VII; Lines 49-52 C
"Because those cause I have most approved
And certain things and people I have loved
Have prospered little, my own mind of late

Has grown half barren from .much hate".

Revised Version:

"My mind, because the minds that I have loved,

The sort of beauty that I have approved, . . .

Prosper but little, has dried up of late,

Yet knows that to be choked with hate"

Reason: Removal of Jativacaka pada, (Words sugestive of
class only) and inclusion of pada both jativacaka and
gunavacaka, (suggestive of class and quélity) ‘e.d.' sort,

beauty, hate, minds etc.

6. Stanza VII1I; Line 57
"And seeing that intellectual hate is the worst" becomes

“"An intellectual hatred is the worst".

Reason: A statement of fact is brought in instead of a
point of obsarvation. A subanta (hate) and Kr danta (seeing)

are removed in favour of a taddhitanta (hatred) which is both
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gunavacaka and Kriyavacakaj ‘hatred’ also has a touch of
“erudition.
7. Stanza IX; Line 66

"The éoul draws near its first innocence" chahgéd to’

"The soul recovers radical innocence".

Reason : Though the pada replaced (draws)"is as ﬁuch
Kriyévgcaka as the substitute  (recovers) vohly the latter
would suggest the acquisition of ‘iﬁnocence" and thereby
enhance the gunavacaka pravrtti of the ‘soul’ in,combination
with ‘innocence’. Thus, we find a blend of'KriyEvEcaka,and

gunavacaka with jativacaka, in this sentence.

2.2.7 Sources of meaning in the poem

1. Gregory’s wood is from the life andvexperieﬁcg_of the
poet. So we go to LOKA fro the source Qf.iié‘mganihgw

2. "The flooded stream" evokes‘imaées of theFBiincal f£lo0d
during the time of Noah, and its congequent desttuctive
potential, prior to the beéigning of ‘; Inew covenaﬁt; Ténd
thence, a new era. Thus, éﬁUTI is thé source of this idea.

3. "Dancing to a frenzied drum" conjures up pictures of
primitive peoples engaged in a war-dance. SMRTI may well be
the source, ‘_

4. "“"Helen"; ‘a fool!’ (Péris); ‘That'grgat Qﬁeeh’w(Veﬁus) Qho
‘rose out of the spray’ (Her legehdary birth froﬁ'thé waves
of the ocean); ‘a bandy-legged smith (Vulcan); "The Horn of
Plenty" (Symbol of prosperity and wealth) are  all from
Greek mythology. So, the poet derives his meanings for all

these from PURANAS.
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5. Stanza V about the ‘fool’ and the ‘poor man; (both‘the'
poet himself) and the ’‘glad kiﬁdness’ or ‘chérm’ (that of his

wife Georgie) can be better understobd with 'reference to

LOKA, the poet’s life and experience. | |

6. ‘Salad’ and ‘Meat’ have found their way . into the poenm

from Pakasastra (Cuisine). |

7. The linnet is from Ornithology and the. laurel from

Vrk$aé3stra (Botony). But the laurel has more‘to”itfthan.meets
the eye. In classical mythology, DaphneiiS'tugnedlinto a

laurel tree. For the ancient.Romans aﬁd Greéks,'{f was an

emblem of victory, success and distinction. ‘That!s wﬁy, the

winners in the Olympics, in Greeée, were - conferred with”ﬁhe
laurel. The laurel tree is a symbol for fixity of purpose and

Unity of Being. This is also refer;ed to in "Among School

Children". So, we examine his system for the meqning'of the

same. Then do we discover that PURANAS are the ultimate

source for the sane, |

8. "The minds that he lo?ed, the sort‘of‘beaQ£yﬂhe has

approved", in Stanza VII makes Sgnse'only,inifelatipﬁ,to his

life and relations. So, LOKA is the source.

9. "The loveliest Woman" a réference to Maud Gonne can be

understood only in the light of LOKA. So also the ‘old

bellows’ as referring to Macbride, her husband.

10. "Arrogance, hatred, custom, ceremony" are all understood

with reference to the system of Yeats, which derives these

meanings from PURANAS, ITHIHASA and LOKA. It is a contrast

vbetween aristocratic virtues and plebeiéﬁ' qualitiés; much

thought of during the war.
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In Brief
l. Gregory'’s Wood (L.4) LOKA

2. Flooded stream (L.12) ¢ruTI
3. Dancing to'a frenzied drum (L.15) SMRTI

4. ‘Helen’; ‘a fool’; ‘that great queen’.
"Who rose out of the spray",
"A bandy-legged smith",

"The horn of plenty"  (L.25,32) PURX&AS.
5. ‘Fool’ ; ‘Poor man’ | o ﬂ'r

‘Glad kindness’,; ‘Charm’ (L.38-40) LOKA
6. ‘Salad’; ‘Meat’ (L.31) ~ = o PixgéisTkA
7. ‘Linnet’. ‘laurel’, (L.42,47) | vnngéKSTRA[pURANAS
8. ‘The minds....approved’ ( L.49, 50) . LOKA
9. ‘The Loveliest Woman’ (L. 59) LOKA
10. ‘Arrogance, hatred, custom, Ceremony’ éURKﬁ?i/ §§H§§§SA

_ S . '

CONCLUSION ON THE CHANGES

As mentioned earlier, explicitness is given up in favour of
‘'suggestion. So have the details been deieted as  they would
give a cluttered style and a long-winded syntax. Care is
also taken to stick to the dominant theme, and fﬁﬁérweaQé all
sub-themes into the mainframe. In kéeping with the suggestive
nature required of words, terms that have a‘prav?tti of both
jativacaka and gunavacaka (or of gunavacaka and kriyavacaka)
are preferred to those with just one of theée pravyttis.
There are many examples of this. It is interesting to note
that many of the samasantas used in this poen are also of
such a nature. Some examples are: Self-appeasing self-

delighting, self-affrighting etc.
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Analysis of ‘Sailing to
Byzantium’ & ‘Byzantium’



Chapter = 3 |
ANALYSIS OF "SAILING TO BYZANTIUM" AND “BYZANTIUM"

The poems analysed in this chapter are the Byzantium
poems - ‘Sailing to Byzantium’, composed in 1926, and
‘Byzantium,’ written in 1930. Though both explofe the same
theme, the genesis and growth of the fi;sp_poem i; ;rgéegble
to certain prose manuscripts that makes thelcontrast between
the ageind poet and his lost youth, parallel £0'that béﬁween
the Infant Christ and the gods of Irishrthhologyf'(prS,
Stallworthy, 1963). On the other hand, the compositioh ofIthe
second poem is justified by the poem himseif in a féply to
Sturge Moore’s letter criticizihg, the ‘golden bird’ of
"Sailing to Byzantium" (p. 115, Stallworthy, 1963) . ¥eats
himself acknowledged that the idea of the péem.is elﬁborated
and elucidated in the sequel, if we may call it so. This‘is
- clear from the third stanza of ‘Byzantiﬁm’ where the nature
of the bird is discussed and related to thg'othérl‘artistic
works of Byzantium, as well as to the greater'visioﬁlof the
‘sacred éity of the Arts, that Yeats‘imagines Byzaﬁtihm to be.
Technical brilliance, again'ié an indication of the renewed

effort at greater dexterity and perfection.
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3.1 SAILING TO BYZANTIUM
K{danta Subanta

3.1.1 Vakya and Pada Apalysis

Line clause Text STANZA 1

1 1 That is no country for le.l.mén

Subanta, tinganta & three subanta

1-4 2 The young/in one another’s arms.
subantas, taddhitsnta, subanta
for subantas |
The Salmon-falls, the mackerel-crowded seas

two samasantas and a subanta

3 3 ...-Those dying generatjons-

a subanta, tifganta & krdantas

Ly

5 4 Fish, flesh or fowl, commend all summer long

three subantés, a>tiﬁgantév&'three‘subantas

6 5 wWhatever is begotten, born and dies.

Samasanta, & three tingantas

7 6 Caught in that sensual music

tinganta, subanta, taddhitanta, subanta

7-8 7 All neglect/Monuments of unageing intellect
subanta, tinganta, subanta, taddhitanta &

subanta.
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clause Text STANZA II

8 An aged man is but a paltry thing,

-k;danta; subanta, tinganta, two subantas.
A tattered coat upon a stick.

taddhitanta and two subantas

10-11

9 unless/Soul clap jits hands and ging.

subanta,'tiﬁganta two subantas & tihganta

11=-12

10 and louder sing

taddhitanta & tinganta

for every tatter in its mortal dress,

five subantas.

13-14

11 Nor is there singing school but studying '
tihnganta, subanta, tiﬂganta, subanta,ztiﬁganta
Monuments of its own Magnificence;

three subantas and a taddhitanta

15-16

12 And therefore I have sailed the seas and c¢ome
Samasanta, subanta, t;ﬁganta} ‘subanta &

tinganta

To the holy city of Byzantium

three subantas
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Line

Clause Text STANZA I1I

17-18

13 0 sages standing in God’s holy fire
subanta, tihganta & three subahtas
As in the gold mosaic of a wall

three subantas.

19

14 come from the holy fire,.

Tihganta and two subantas.

19

20

15 Perne 1in a gyre,
tihganta & subanta
16 And be the singing-masters of my 'soul.

tinganta, samasanta and two subantaé,

21

17 Consume my heart away; - - =

tinganta & two subantas.

21-23

18 sick with desire
two subantas
18.a And fastened to a dying animal
| th tihgantas and a subanta
18.b It knows not what it is;

subanta, tinganta, two subantas, tinganta

23-24

19 and gather me/into the artifice of eternity

tinganta, two subantas and a taddhitanta. "
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Lines Clause Text  STANZA IV

25 . 20 Once out of pnature

a subanta

25-26 21 I shall never take

subanta and tinganta
My bodily form from any natural ;ging;

subantas,

subanta, taddhitanta, two

taddhitanta, subanta.

27-28 22 But such a form as grecian goldsmiths make

two subantas, taddhitanta, samasanta tifganta

of hammered gold and gold-enamelling

taddhitanta, subanta & samasanta.

29 23 To keep a drowsy emperor awake;
tinganta, taddhjtanta, subanta, tihganta}

24 Or get upon a golden bough

30
tinganta, taddhitanta, subanta

30~-31 . 25 To ging/to lords and ladies of Byzantjum
tinganta & three subanta ' :

32 26 Of what is past, or passinq, or tb'ggmg

subanta, tinganta, subanta, & two tifganta.
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3.1.2 Use of pada in the poen.

59 Subantas
14 Taddhitantas
28 Tihgantas
2 Kydantas
and 5 Samasantas
The non-underlined words'aré:NipEtaf
No. of Nipata : 80 Ratio of NipEta to declinabig pada is

roughly 4:7 i.e., for every seven declinable pada, there are

four nipata.

3.1.3. Pravrttis of the pada used

Total: 36 kriyavacaka pada, 55 jativacaka, 1 yadrccha, 17

gunavacaka and 21 dravyavacaka..

3.1.4 Types of Vakya used in the Poenm
Ekakhyata Vakya: Clauses 1,4,5,6,7,10,11,13,14,15,16,17,18,

18.a,19,20,21,22,23,24,25,26.

Anapeksitakhyata: Clauses 2, 2.a, 2.b, 3, 18

Santara Ekakhyata: Clauses 9, 12; (13 to 17+19), (18+18a),

(22+23), (24 to 26)
Anuvrttakhyata: Clauses 8, (21-22)
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3.1.5 Riti

The style of Yeats is one which prefers simple
sentences, as is clear from the above list. The number of
‘subanta pada (cfr. 3.1.2) outweigh. the Tiﬁqanta and Krdanta
put together. The preponderance of nouns and ad)ectives is
1nd1cat1ve of a style like the vaidarbhi riti wherein
compounds are avoided (qr minimalised) and alllteratlon is
limited to app:opriate places. The words, aone.ail, are

used in their etYmological senses (Chapter 1,2.5).

3.1.6 SOURCEQ OF MEANING

1.8RUTI: The idea of Byzantium as a city of the SQui‘(in

opposition to Ireland as a p;ace of the‘body'and its

pleasures) has its roots in the book-of.Revelation,in the
Holy Bible, wherein the holy city of Jerusalem is Spoken of.
Byzantium is also considered -holy 1n a parallel fashlon to

the sacred city of the Apocalypse of St. John, Thls will be

clearer when a comparison is made with the manuscripts,

2. SMRTI: The cCartesian dualism of body and soul as two -

distinct entities goes back to the ancient beliefs‘of‘the
Western World. Christianity %ad only served to reinforce
‘this through the doctrine of man’s soul coming before‘God for
judgement on the last day. ‘The Resurrection of Christ is
another tenet that consolidates the age-old belief in .an
unageing soul distinct from the ageing body. < ,ff

Again, the separation and allenatlon of old age from youth is

a universal phenomenon, though much more acutely felt in the

western world of nuclear families where the elderly citizens
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are unwanted and unwelcome; their inability to gnjoy the
pleasures of the senses sets them apart psychologically as
well. It is but natural for the greying population to turn

their souls towards God & spirituality.

3. PURANAS: After revision, the references to nWthology‘
have been kept in the background, as will be evident from a
comparison with the manuécripts. The oniy ééint sﬁégégfioﬁ of
mythology is the golden bird which.has‘béeniidentified
‘variously, as a nightingale, a ‘metal cock’ and a ‘burﬁiéhed'
dove’ that guided Aeneas to the golden bough; which‘gaiﬁed

him entry into the underworld. while this‘. may be only
suggested, It must be pointed out that Yeats, very often,
symbolises the souls of the dead as birds, which belief'CAn
be traced back to its origin in mythology. As Jon staiiﬁérthy
remarks, "Yeats chooses a bird as symbol of‘ his ‘own

disembodied soul, because in that form he can continue

singing in Byzantium..."(p.101,Stallworthy, 1963) .
4. KAMASOTRA: The young lovers in one another’s arms and
the sensual mnmusic clearly refer to love and the

amatory experience. The fact of everything being begotten,
born and dying, again points to sexual'reproduction'déafhe
cause of the generations c¢ontinuing uninterrupted and
unaffected. It is, in fact, ‘the inability of the ageing poet
to participate in ars amatoria, that prompts him to undertake

the journey to Byzantium and the realm of the spirit.
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VS.LQEA: The realization of an old man being a paltfy‘thing
is gained from the poet’s own knowledge and gxperience of the
world.
5. PRAKTRNAKA ;.

Ithihaga: Grecian goldsmiths, Byzantium, the dfowsy
emperor are all from history. | | |

Gandharvaveda: The birds in the trees, the fish in the

seas and the young lovers in one another’s arms; the dancing

of the soul..,. ‘ 4
Ganaveda: The sensual music; the soul ciapping_its

hands and singing.

7, S ) “ .‘ L
Silpasastra: The monuments; the gold mosaic; hammgrgd

gold and gold enamelling.

7. ~ VIRACANA: The soul .clapping its hands and singing
echoes Blake’s vision of the soul’s joy on its way to heaven.

The last line of the poem is also similar to Blake’s
"Hear the voice of the Bard! | -

Who present, past and future sees;"

8 .MISCELLANEQUS SOURCES:

Ichthyology: The salmon and its habit of schooling near water-

falls, the mackerel crowding the seas on certain occasions.

Oornithology: The birds in the trees singing during summer.

Sailing: The poet’s voyage to Byzahtium. This will be more
explicit in the manuscripts where he even refers to the

merchant sailor who took him along the sea-voyage.
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Hagiography: The sages (originally saints)

standing in God’s holy fire.

Goldsmithy: The grecian goldsmiths and the'goldgn bird on a
golden tree.
Mosaic Work: A reference to the work.of art on the interior

walls of the church. The source is, therefore,

ecclesiastical architecture.
Tailoring:- ‘Tattered coat’ & ‘tatter’ in a ‘mortal dress’
could be from cloth-making; or it could be just plain

experience.

System:

As pointed out earlier, the gyre is .takén from

Yeats’s system, traceable, though, to mythology.

Sources in brief

CONCEPT SOURCE
1. Byzantium éfuti
2. Body-soul oppostion (stanza I,II) Smyti
3. Old-age V/s Youth (stanza I,L.1) Smrti
4. Golden bird (stanza Iv, 1.27-30) Puranas ‘
5. The young in one another’s arms’ Kamasutra
(Line - 1,2) '
6. ‘An aged men...Paltry’ (1.9) Loka
7. ‘Grecian goldsmiths’ (1.27) Ithihasa
8. Joy of the soul (1.11) | v~lviracana
9. ‘Sensual Music’ (1.7) GEﬁaQeda-'
10. Monuments’ (line-8)
Gold mosaic (line-18)
hammered gold...(line-28) dilpadastra
11. Viracana

Of what is past ... (1.32)
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12. Salmon -~ falls, mackerel .. (l.4) Ichthyology

13. ‘birds in the trees...(1-2,3) Oornithology
14. Sailed the seas ...(l1.15) Sea Voyage
15. ‘Sages’ (l. 17) : Hagiography

16. ‘Grecian goldsmiths...(1-27)28,30).. Goldsmithy

17. ‘gold mosaic’ (line- 18) Ecqlesiastical art

18. ‘tattered coat’, (1-10) :

tatter (line-12) ‘ E - Tailoring/LOKA
19. ‘GYRE’ (LINE-19) . - 'Yeats'’s 'syétem/mytho1ogy
20. ‘singing school’ (line-13) ‘History.

3.1.7 CHANGES AND DELETIONS FROM MANUSCRIPTS TO FINAL VERSION

As done in the other poems, Yeats tries to free his

work of local associations & individual allusions. Examples
will be givén below. The effeét of such an exerciég would be
to give the poem a universal apbeal and a supfa-tempofal
relevance, possible only with generéliﬁiéé;andyﬁthérselyf

without topical particularities... . S T

Details of the omissions, changes and §g§§§i§§§ign§’

1. The body-soul opposition (F.1r) which was
explicitly stated in the prose manuscript has been made more
suggestive and brought out through a series of images in the

span of the first two stanzas.

2. The reference to Christ in his infancy, in contrast
to the ‘old’ gods of Irish mythology (F.2r, 3r & 4r) is

removed altogether.
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Reason: Yeats avoids making the poem both christian

and Irish in colour or connotation.

3. Details of the onage to Byzantium (F.S5r, 6r, 7r &
8r) -intended as the opening stanza-have been dropped.
Reason: To focus on the purpose of the journey rather than
‘the journey itself. Hence, .the fihal draft ging'just one
conclusive line: | ,

"And therefore I have sailed the seas and cdmé

To the holy city of Byzantium". (11.15-16)

4. The fish/dolphins on which souls ride to paradise
(F.6r, 6v, 10r, 18r, 19r) have been transferred to the

sequel poem., ‘Byzantjum’.

5. Phidias, his sculpture; St. Sophia’s dome; the
marble staif(s) (F. 7r, 8r), the ‘Danish merchant’ ‘the dark-
skinned’ mariners’ (F.8r) who carried Yeats, tb; Byzantium,
have all been left out, as the poet does not waﬁflfhé‘pééh to
be a description of a particular visit to a certéin plade in |
the company of unnamed persons. To free the voyégé of all

time-bound associations, these details have been dropped.

6. ‘The ageless beauty’ of Byzantium, , cL
‘Where nothing changes; (F.8r) is more of an emphasis

on the physiciality of the city, as much as ‘Phidias’, ‘st.
Sophia’s’ and the ‘marble stair’ or the ‘gold and ivory of
Byzantium’ (F.ér, 7r, 8r).

The poet does not wish to dwell on this aspect and' so the

above have been omitted from the final version.
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7. A subtle change makes the ‘gold-embedded saints and
emperors’ (F.13r) ‘sages standing in god’s holy fire’(line 17).
Reason: Though clearly an allusion to a mosiac picture
on a church wall, ‘sages’ replace ‘saints’ to strip the idea
of all Christian associations, and to give it a universal

application.

8. ‘Angel, vestal or emperors lost in gold’ (F.8r)
‘Saints and Apostles’ (F.8v) - removed for the same reason as

above.

9. The poet’s toil and love, (F.13r) in similarity to
the toil of Teig, an Irish visionary (F.13r) have'bﬁth‘been
found unnecessary, and so, left out. | |

Reason: To avoid a deviation from the main theme and needle

elaboration of the poet’s song.

10. ‘The ageing body cf defeét"tfansfigpfé&,in the
‘country of the intellect’ (F.lBr)'prééare the Qaf for the
poet’s journey. But the idea has been condenged and réplacedv
by a more effective metaphor  of I‘;...fatter in its mortal

dress’. (line 12)

11. The qualities of the sages -~ ‘qnwavering,
indifferént, fanatical, rigid, abstracted and fantaSticél'
(F.10r) have beeﬁ omitted. _ |
Reason: The very concept of sage(s) implies a plethora of
qualities to be sought after by mere mortals. |

Therefore the sages are asked to do many things for him-to
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~come, to perne, to be the singing-maéters, tdIEonspﬁé his
heart and to gather him into the artifice of eté;nity,f(ll.
19-24). The replacement of qualities (taddhitintas) by
‘action (Tihgantas) suggests their movement towards the poet
and absorption of his self into the hoiy city‘l(of

Byzantium).

12. The detailed description of ‘Byzantium (F.?r,'8r)
has been replaéed by one brief line: | |
‘....the holy city of Byzantium’, thereby, énriching the
suggestive power of the same. | |
.13. ‘Man has made no monument‘to‘extolln' o
The unborn undying unbegotten soul’ (F.15r, 16r)
is changed to | | |

‘.....all neglect.
monuments of unageing intellect." (11.7-8)

Reason: Condensation 1i.e. less number of pada (terms) to
convey the same idea. Besides, the replacement of ‘soul’ by
‘intellect’ helps picturise art as a product of léa:ning"and

wisdom, rather than of inbotn talent.

General Obsé;vations on cggngés
Stanza I made more symbo;ic“énd‘reptéséntat?éﬁaliwith
‘fish, flesh, or fowl’, (1-5). The Iriéh mytholoéicallgods,
Infant Jesus and Teig, the Irish Visionary (F.2r, 3r, 4r, and
13r) have made their exit for this reason., ‘Salmon and
mackerel (1.4), despite Irish associations, are universally

known, and so, have been retained.
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Stanza II mirroring the Blakean vision of the soul on its
way to heaven, is blended very well with the }agedlméh’_and
‘paltry thing’. An unfiﬁting modern notion of the oid_m‘an
being cast away like a shoe (F.15r) is pruned and‘ohlyvthe

bare essentials of the thought are carried forward.

Stanza III is highly condensed with|a'stringfpfic1auses

attached .to the ‘sages standing'in god's‘holy,fire’ (1.17)

With the exit of the ‘Emperor’s lddYVH(F;14r)'he.bécaﬁe
‘drowsy’ (1-29); however, our focus sharpens on him.: Too
many ladies also spoil the p;cture‘with distraction. The poet
highlights the Byzantine artistic works and not the
owners/enjoyers of the same. His last line with a Subgnta,
with two Tinganta ‘...what is past, or passing or to come’ .

suggest the timeless, the present and eternity.

3.1.8 List of Pada omissions and réglacemegt

manuscripts ' published Version

1. mariners (f.5r) : : X

2. Dolphin (f.6r) X

3. Statues of Phidias (F.7r) X

4. St. Sophia’s dome (f.7r) x

5. The marble stair (F.7r) x

6. Danish merchant (F.8r) X

7. Gold-embedded saints (F.13r) sages standiﬁg' in
and emperors god’s holy fire (1 - 17)
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8. angel vestal, emperors (F.8r) x

9. Saints and apostles (F.8v) x
10. Teig (F.13r) | x |
11. ageing body . (F.13r) ! 'tatter

dress (1.12)

12. Unwavering, indifferent, fanatical,
rigid, abstracted & c. (F.10r) X

13. Splash of Oar (F.7r) x
14. Mirroring waters/ the foam (F.8r) x

15. Commemorate/praise  (F.15r) commend ' (1.15)
Extoll (F.1ler) » :

16 morsel torn out (F.17r) tatter (1.12)

17. Saints and martyrs (F.18r) sages (1.17)
18. ‘soul (F.15r, 16r)  intellect (1.8)

19. unborn, undying, unbegotten unageing (1.8)
(F.15r, 1é6r) o L

20, his (emperor’s) lady (F.14 r)

3.1.9 LIST OF VAKYA CHANGES AND DELETIONS

1. Even my lord smiles _
Upon his mother’s knees’ (F.3r) ... removed

2. ‘Those other gods... . L -
make love in shadow of the trees’. (F.4r) ...removed

3. ‘Now I have shipped among these mariners( F.5r)
From things becoming to the thing become’ ... removed

4. ‘That fish whereon souls ride to 'Paradise’;v)F.Sr)
o - , . . sremoved

5. .'I long for St. Sophia’s scred dome’ )F.7r) ... removed
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6.'At the emperor’s order for his lady’s sake’
(Between lines 28 & 29) (F.10r) .. removed

7. ‘It faints upon the road"(F.lzr)
(Between lines 21-22) ...deleted

8.'0 send the Dolphins back (F.l2r) ....deleted
( Line 23) A . ‘

‘ o

9. ‘This ageing body shall be no defect’ (F. 13rj”
rephrased - ‘tatter in its mbrfél“dreSs'.”(lQlZ)

10. ‘Nature has cast him like a shoe...’ (F.15 V)
(Between lines 9 & 10) ...deleted

11. ‘Man has made no monument to extoll,
. . .unbegotten soul’ (F.15r, 16r)

rephrased ‘....all neglect '
monuments of unageing intellect" (11. 7-8)
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3.2. BYZANTIUM (SUBANTA- CCHA).

3.2.1 Vakya and Pada Analysis:

Lines Clause  Text N
1. 1. The unpurged images of day recede;
a taddhitanta, two subantas and a tihganta

kriyavacaka/jativacak; both kriyavacaka'

2. 2. The Emperor’s drunken soldiery are abed; a
subanta, two taddhitantas, tifganta, taddhitanta
yadgccha; gunavacaka, jativacaka, and -

two kriyavacaka.

3 4 Night resonance recedes, night-walkers’ song
subanta,taddhitgnta,tihganta,samsssnta(subanta

two jativacaka kriyavacaka and two jativacaka.

After great cathedral gong:
three subantas

jativacaka & two dravyavacaka

5-8 4 A starlit or a monlit dome gigggiggg-_
two samasantas, subanté & a tifganta
gunavacaka/kriyavacaka; dravyavaaka,
kriyavacaka.

All that pman is,
two subantas, tinganta
all jativacaka
4.a All mere complexities,
two subantas & a taddhitanta

a jativacaka and two gunavacakas.
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Lines Clause Text

The fury and the mi;g\_of ngmgnvxgigg,:

kriyavacaka; gunavacaka; jativacaka; for subantas

11-12

6

Before me ﬁldats an image, gg# orlggggg,

a subanta, tihganta;three'subantas

yadrccha, kriyavacaka; and jativacakas

Shade more than man, more image than a §n§gg;
four subantas all jativacakas.

For Hades bobbin

two subantas,

yadrccha, éravyaviéaka}

. . .May unginglthe winding path;
tifnganta and a samasanta
kriyavacaka and guna/jativacaka.
...bound in mummy-cloth...
tinganta a 'samasanta

kriyavacaka & dravyavacaka

13-14

7

A Mouth...

a subanta =~ dravyavacaka.

...Breathless mouths may summon;
taddhitanta, subanta,tinganta
gunachaka,jStivEcaka,kriyZvEcaka.\ |
...That has no mgiggggg and no p;ggggééé
a tinganta, a taddhitanta, subanta

two dravyavacaka
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Lines Clause Text
15 8 1 hail the super human;
subanta,tihganta & samasanta

yadrccha, kriyavacaka & yadrccha

16 9 I call it death-in-life and life-jin-death.
subanta tinganta & two samasantas

yadrccha, kriyavacaka and avyayavacaka.

17-18 10 Miracle, bird or goldgghngpg;gggz
two subantas a taddhitanta & samzs;nta
kriyavacaka; dravyavacaka; gunavzcéka; kriygvgcéka
more miracle than bird or nand;WO25; |
two subantas & samasanta |

kriyavacaka; dravyavacaka and kriyavacaka.

19 11 Planted on the star-lit golden bough,
tifganta , samasanta,taddhitanta,subanta

two kriyavacaka, gunavacaka,dravyavacaka.

20 12 can like the cocks of Hades crow,
tinganta, subanta,subanta,tinganta

kriygvgcaka,jEtivEcaka;yad;dqha;krijﬁvzcaka;

21-24 13 or, by the moon embittered, ggg;g aloud
subanta,taddhitanta,tinganta,taddhitanta -
dravyavécak?,éunavﬁcaké,kriyévicaké,“.w
avyayavacaka
In glory of changeless metal

subanta, samasanta, subanta
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two gunavacaka & a dravyavacaka

Gommon bird or petal

three subantas

gunavacaka; jativacaka; dravyavacaka

And all comglex;;;es of m;;_ or Q__gg
a subanta, a taddhitanta and two subanta

jativacaka, gunavacaka; both dravyavacaka.

25-26 14 At pidnight on the emperor’s pavement flit
samasanta, subanta, krdanta, tifganta
lames

subanta-dravyavacaka.

l4.a That no faggot feeds, nor steel nggglit;

subanta, tihganta, subanté, tihganta

dravyavacaka; kriyavacaka; dravyavacaka,

kriyavacaka.

27 15. ~ flames begotten of flame,

subanta, taddhitanta, subanta

dravya, kriyavacaka dravyavacaka.

28-29 16 Where g;g_g_pgggssgn §ni:;&§ come

subanta, samasanta, - subanta

kriyavacaka, jativacaka, kriyavacaka.

And all complexities of fury leave,
subanta,taddhitgnta,subanta,tiﬁganta

Two jativacaka gunavacaka kriyavacaka
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Lines (Clause Text

30-3 17 Rying into a dance,
tinganta, subanta
both kriyav3caka

An agony of trarnce,

two subantas

both kriyavacaka.

32 18 An agony of . flame that cannot singe a
| sleeve,

two subantas, a tinganta & a subanta
kriyavacaka & dravyavacaka; kriyavacaka;

dravyavacaka.

33-34 19 Astraddle on the dolphin’s mire and blood,
a krdanta, three subantas .

kriyavacaka & three dravyavgcaka.I .

34 Spirit after spirit
two subantas
both jativacaka .
34 20 The gmithies break 'the flood,
a subanta, a tinganta, subanta
dravyavgcaka; kriyavacaka; dravyavacaka
20.a The golden smithies of the Emperor
a taddhitanta, and two subantas

gunavacaka; dravyavacaka; yadrccha

91



Lines Clause Text
36-37 2 Marbles of the dancing L;Qgg
subanta, tihganta, subanta
dravyavacaka kriyavacaka dravyavacaka .
Break bitter furies of complexity
tiﬁganta, two subanta & a taddhitzﬁfé‘
kriyavacaka; gunavacaka; kriyavacaka; gunavacaka
38-39 22 Those images that yet
two subantas
jativacaka
fresh images beget,
two subantas, a tifganta
gunavacaka, jStivEcaka;'kriy§§5caka
40

23 That dolphin-torn, that gonq-tormentgg sea,
two samasantas and a subanta. ‘

both kriyEchaka/qunavgcéka; dravyavacaka -

The non-underlined words are nipata. They total 85.

Others, 155. Ratio of nipata to declinable pada is 1:2

(approximately.)

Total:

TYPES OF PADA USED IN THE POEM

53 Subanta Pada
2 Krdanta Pada

13  Taddhitanta

14 Samasanta

26 Tinganta Pada
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3.2.3 PRAVRTTIS OF THE PADA

36 Jativacaka Pada
45 Kriyavacaka Pad§
21 Gunavacaka Pada
33 Dravyavacaka

7 Yadgccha

3.2.4 TYPES OF VAKYA USED

1. EKAKHYATA : Clauses 1, 2, 4,.5, 6, 6.a, 7, 7.a, 8, 9,
1 ,12, 14, 18, 20, 21, 22.

2. ANUVRTTAKHYATA : Clauses 3,4.a, 4.b .
3. SANTARA EKAKHYATA : Clauses 10,15,19,20.a, 23.

4. KRIDABHIHITAKHYATA : Clause 17.

3.2.5 SOURCES OF MEANING FOR ‘BYZANTIUM’

1. BYZANTIUM: One goes to history to gndgrg;and the
significance of Byzantium, the capital of the eastern Roman
Empire, known for its mosaié work aﬂd gold enamelling.
Byzantium was a reputed cehtre of art and culture. But for
Yeats, it was more than a symbol of artistic excellence. ‘His
system, as presented in The Vision, proposes-a; dyclic theory
of history, according to which ‘primari' and ‘égfithefiéal'
eras alternate in the course of history. The 'Cﬁristiaﬁ-era
for instance, was a primary cycle. At its zenitﬁ, the cycle
is closest to the opposite poleQ Thus, the Christian era was
at its most antithetical at the end of the firét milleﬂium;
Byzantium, then, held sway over the holy Roman empire. For
Yeats, it was a ‘Quasi-historical fairyland’. (Fryé, P.224,

1963) Hence, history as well as mythology are sources.
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2. ‘Emperor'’'s drunken soldiery’: Gandharvaveda could be the
‘gource of this, as it refers tc riotous revelry and . merry
making of the inhabitants of Byzantium. ‘The nlght

walkers’ - Kamasutra is the source of this. Both the above

are ultimately traceable to PRAKIRNAKA.

3. ‘Cathedral Gong’: The practice of the church bells
chiming at sunset for vespers, marking, thereby, the end of

the day. LOKA is the source.

4. ‘Starlit..,.moonlit dome’: a reference. to the

majestic dome of the great cathedral of St. Sophia. Silpa-
sastra, and ultimately, PRAKIRNAKA are the .éources of

meaning, here.

5. )Complexities’ : The dua11ty of human nature, _gng fury
and the mire of human veins’ bod11y pa591ons & the physical
process of birth and death which links qanhtO'the clay”(mirey
of the earth. This is understood by a study of gyugvegg or

medical science. PRAKIRNAKA is the source again.

6. ‘Image, man or shade’ : The spirits of the dead. The

occult and mysticism could explain this well. 'The source,

therefore, is PRAKIRNAKA once more.

7. ‘Hades’ hobbin: A reference to the winding of the
thread of one’s life & destlny by the supernatural powers of

the underworld. A mixture of Irish and Greek mythologies.

Thus, PURANAS is the source.
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8. ‘Bound in mummy-cloth’.: Practice of winding up

corpses in sheets, before burial; a reference to the reality

'of death. LOKA is the source.
9. ‘unwind the winding path’: PURANAS, same as 7.

10. 1Breathless mouths’: ghosts; spirits of the dead,
The occult or the mystic studies clarify this; LOKA is the

source.

11. ‘‘Death-jn-life’ and ‘life-in-death’: LOKA/VIRACANA
could be the sources as it suggests the poé;'s knowlédge of
the inter-relationship of life & death; it also reminds us of

Coleridge’s ‘The Ancient Mariner’.

12.'‘Miracle, bird or golden handiwork’: VIRACANA is the
source, as the poet seeks to illustr&telén&veléboféﬁelon the
golden bird spoken of in ‘§§1Lng‘;g ax;gn;igmg, Also
traceable to $ilpagastra. '

13. ‘Star-lit golden bough’ : VIRACANA - same as above.
14. ‘Cocks of Hades crow’: common superstitions

associating the crowing of cocks with the coming and going of
ghosts at night. Here, Hades’ cocks wake up the ghostly
inmates of the underworld. Mythology or PURANAS is the

source.

15. ‘Changeless metal, commqg bird or petal’ : VIRACANA

(cfr.12 above)
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16."Flames that no faggot feeds, nor steel has lit, Nor storm
disturbs, flames begotten of flame".

A rveference tc the purgatorial fire/flames, or perhaps the fires

L4

of hell. SRUTI/SMRTI are the sources in combination with
PURANAS .
17. ‘Blood~-begqotten spirits’ : an obscure reference to

‘odyssey, the Homeric epic. During his visit to the nether
world, Odysseus is surrounded by spirits that thi?st for the
blood of his victims. PURANAS, is the source for the passage
(STANZA IV) as a whole, while VIRACANA is the soqrce,fof'the

above allusion.

18. ‘Dying into a dance...flame that cannot singe’: the

dance of the spirits in the purgatorial fire to purify

themselves of all sins. This ordeal of the spirits, in fire,
is comparable to human suffering. A combination of many
sources explicate this - SRUTI/SMRTI and PURANAS. Some
critics suggest as source a Japanese Noh blay ‘Motemezuka'’

about a young girl sufferiné in Buddhist pprgétory;

19. ‘The dolphin(’s)’ : creatures on which the spifits,

apparently, rode to the underworld. - PURANAS or mythology

explains this.

20. ‘The golden smithies of the Emperor: The Byzantine

craftsmen who could hammer out order in art that proclaimed
its superiority over uncontrollable and disorderly nature.

—_ £, [ '
ITHIHASA & SILPASASTRA are both sources for this idea.
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21. ‘Marbles of the dancing floor’: the marble pavementé of

Byzantium were yet another instance of Byzantine
craftsmanship, that could capture human passions in a moment
of frozen animation. sources - SILPASASTRA as well as
IHAS |
22. ‘Those images that yet - R
Fresh jimades et’: The images of the dead souls
that beget fresh images in works of art which, ‘in turn,
inspire more images in poetry that consgquehtly qréate vivid
images in the mind of the reader. In.short,‘works“Of human
creativity are those that canvgenerate images and help‘fheir
propagation in various forms, thereby making a:tllmore
permanent than life.

KAVYA, SILPASASTRA and LOKA are the sources for this subtle

idea.

23. ‘dolphin-torn, gong-tormented sea; A reference to the
sea to be crossed on the way to Hades.
Source: PURANAS

Sources In brief

1. Byzantium ‘ -Ithihasa/Puranas’

2. Emperor’s - Soldiery-Prakirpaka
3. Cathedral gong - LOKA

4. Starlit...dome - Prakirnpaka -

5. Complexities - Prakirnaka

6. Image, man or shade - Prakirnaka

7. Hades’ Bobbin - Purapas

8. Mummy - cloth - LOKA N
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9. Winding Path --Puranas
10.breathless mouth - LOKA
11.Death-in-life - LOKA/Viracana

12.Miracle, bird or , Y o
golden handiwork - SilpaSastra/Viracana

13.star-1it golden bough- Viracana
14.cocks of Hades - Puranas

15.Changeless metal, - L e .
Viracana

common bird or petal -
16.Flames...begotten ‘ _

of flame. = Sruti/smrti/Puranas
17. Blood-Begotten _ :

Spirits - = Purapa/Viracarna

18. Dying into a dance §ruti/Sm;ti/Puquas/viracana‘

19, Dolphin’s mire... - Pur3nas

20. Golden smithies - Ithihas/Silpadastra
21. Marbles of the’ . ;; b ']_"
....floor : - Silpasastra/Ithihasa

22. Those images... - Kavya/Silpadastra/LOKA
23. Dolphin-torn..Sea - Puranas |
24. Sleeve - - LOKA , .

25. Dance - Gandharvaveda/LOKA

3.2.6 CHANGE OF ‘PADA’ FROM MANUSCRIPTS TO FINISHED WORK
{Cfr. Stallworthy, pp. 116-136,1963)

Manuscripts Published Version

1. roaring rout of rascals/ drunken soldiery (1.2)
brawling soldiers

2. benighted robber/victim(line2) X

98



3. drunken harlot’s song - night/walkers’ song(i.a)

4. cloudy silence(line 5) - x

5. tumultuous floods - unpurgéd’ vimaéeéf,;(l.lj
6. A starry glittering (line-6) - x;

7. St&rlight dome - . a starlit or a moonlit

dome (line 5)
8. harsh death in 1life - death-in-life (line 16)
9. dear life in death - life-in-death (line 16)
10. bends/flits/treads ;. floats (line . 9)
11.. intricate mummy cloth -mummy cloth (iine il)
12. bodies 1limbs wound...- Hades’ bdbbin bound (1. 1i)

13. In mockery/mocking/mocks aloud-Scorn aloud (iine 21)

14. blood & petal - mire or blood (line 524)

15, mutters/carrols/sinés{é .cén;..c£6w‘ (Liﬁezb)

16. living leaf - comﬁon bird (liﬁe, 23)

17. man’s intricacy - all complexities (line 24)

18. 1living 1leaf or petal - changeless metal . (line 22)

19. wood fuel - faggot (line 26)
20. no hand ~ nor steel has lit (iine 1 26)
21. nor taper lights/no mortal - x

lights (line 26)

22. breath of wind - storm (line 27)

23. blood-besotted - blood-begotten ‘(Yine ' 28)
24. blood’s fury - complexities ‘of . fury
' ‘ (line 29)

25, agony of fire - agony of flame (line 32)
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3.2.7 Change of Vakva (Ref. Stallworthy, pP.117-136;1963)

1. When silence falls on the.cathedral gong (ms,1,1§f117,1bid)
is changed to ‘After greatl cathedral"goﬁQ',"iﬁf;whichl the
tinganta (falls) is removed an¢ps§}enqe igﬁdqlf,éuggeétgd.'
Cathedral is also qualified by.anbther subanta (gteét) which
could be extended to gong as well, thus enriching the

implication/suggestion of its chiming.

2. Silence 1lit... by staf or moon (ms.l1, p.lis,‘ISid)' is
also deleted as the explicit réference'tb silence is rembved.
But the dome of the cathedral is qualified as ‘starlit’ or
-Ymoonlit’. This compresses the whole idea .of a clause into a
phrase made up of two samasantas, ‘starlit’ and ‘moonlit’

(line 5).

3. ‘I tread the emperor’é town’ (ms,1) and ‘I fraVerée'ail‘the
town’s (dark) intricacies’ (ms.2 p. 118, Ibid) are
left out Qof. the final version. This would seem an
unnecessary statement of banality, as the protagonist]é
traversing of the town is understood frdp theifoiiéwing
stanza where the personél pronouns ‘me’ and ‘I’ ﬁore.tﬁan

clarify the existence of the poet-narfator as witness to the

events recorded (LL. 9,15-16).

4. ‘His breathless body moves & suﬁmoﬁs/beckonéﬁ{ﬁéi (mé. 3
p.113) which is the description of tﬁe guiqé théﬁ led him
through Byzantium is left out of the poen. Instéad, he
brings in the vague lines (9-10) ‘Before me fldafgvén

image...more image than a shade’ which makes it sometﬁinq in
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‘the borderline of reality and illusion. The clause is
remarkable for its string of subantas and nipatas with just

one tinganta (floats) in between.

5. ‘I call that harsh mystery, mystery/ Death & life, or
call it sweet Life in Death’. (ms. 3, 119, 'Ibid) And later,
‘‘And I adore that mystery’ two- obvious statements of‘banal

character are als¢ removed from the poem. The mystery is

gquite suggestively brought out in stanza II.

6, /\Sings to the starlight S c
Set hidden by golden leaf’ (ms.4,pl21,Ibid) @ This is

éhanged to ‘Planted on the star-lit golden bough’ :(line 19)
This reference to the bird is a further elucidapiqn of the
bird made by Grecian goldsmiths mentionea jn ﬁéailing to
Byzantjium’, and as such, has ﬁo correspond with that»poem,
where the bird is ‘set upon a golden bough to sing’.

7. ‘What mighty hand and
- imagined out of metal’ (ms.4,p.121, Ibid) and

‘What great artificer ‘

What mind decreed or hammer shaped the metal

of golden’,

Both referring to the craftsman wholshaped the
golden bird (lines 17-18). have been ,droppgg, és they
distract the reader from the“handiwork’ to artifibér; This
omission helps to keep the focus of the pdém'restriétea;

8. ‘In mockery of nature’s mife to blood’ (ms. 4{§. 121, Ibid)
The above was later changed to ... ‘scorn aloud :
In glory of changeless metal

Common bird or petal
And all complexities 'of 'mire or blood’
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The replacement of mocking/mockery by scorn raisés it above
commonality and gives it a toﬁch of erudition & dignity.
‘Nature’s blood & petal’ is made more concrete by ‘common
bird or petal’; ‘blind nature’ is changed to ‘complexities’,
one of the key-words of the poem, and links‘theszitd',to
the ‘dome’ in the first stanza - both products of Byzanfine

artistic excellence.

9. ‘Mutters/carrols night long‘out_of a|qolden.bpugh

what the birds of Hades Know' (ms;S; b;”lgg,%ibid)
evolves into a more succinct and précise form,és
‘Planted on the star-lit golden bough |
can like the cocks of Hades ef;w' (liné i9;20).
Line-19 is almost similar to ‘...set upon a golden
bough... (line 30) of ‘Sailing to Byzantium’ thus ﬁaking clear
that this is a sequel to the same idea. ‘Bird’ become vcocks'
to associate them with the spirits of the nethefﬁworld, as
well as to suggest resurrection, which the gécks symelize.

10. ‘Or roused by star, or moonlight mocks/ : :
Or wakened by the moonlight sings aloud’ (ms.S5, K p.124,

Ibid) is condensed to
‘Or by the moon embittered, scorn aloud’ (line 21).

The changing moon is separated from the anhangiﬁg star
and its effect on the golden bird made negative%to“éqggest
the transience of nature.

11. (a) ‘These spirits/the crowds approach; (ms.8, p.125,
Ibid) is made more effective by replacement with a verbless
phrase, ‘Spirit after spirit!' (line 34;: A proceééioh‘&

orderly movement is suggested by this repetitive incantation.
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(b) ‘The marble breaks the flood’ (ms.8) is changed to ‘The
smithies break the flood, (line 34) making the artisan the
one who captures a moment of life/passion in a work of art,

rather than the artistic product itself.

12. ‘Fin-tortured, dolphin torn

‘That dolphin tortured tide/flobd breaké.inébyspray7-.ll

That gong tormented current brecaks in fqam’ km§{8¢lp, 126)'Ibid)
"is effectively condensed to a singie line, o

‘That dolphin-torn, that gong-tormented sea.’ (iine 40)

This, again, is a verbless sentenée that conveys the idea of
‘the action intended by the dropped verb ‘breaks ,iﬁto

spray/foam’.

13. ‘May all umpurged/unrighteous spirits come |
And all their blood-begotten passion .leave’ - (ms.5, p.124,

Ibid) is changed to

‘Where blood-begotten spirits come
And all complexities of fury leave,’ (line 28-29)

Which makes the lines consonant with the theme of the poenm,

by the inclusion of the key WOfd(s)-complexities of fury.

14. ‘The bronze & marble of the Emperor’

The precious metal of the Emperor’ and
‘Simplicity/Integrity of the dancing floor -
breaks the bleak, glittering, intricacies, aimless flood of
imagery. (ms,12, p. 129, Ibid)

The emperor, who appears in the previous line(35f has
been left out, and all qualities removed to make a simple
two-line condensed version: ' "

‘Marbles of the dancing floor o
Break bitter furies of complexity; (line 36-37)
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Sum UB

Complexity/complexities is a key-word of the poem. It is a
replacement for ‘intricacy/intricacies’ (ms.1). It suggésts
the complex nature of humanity, to be contrastéd with the
‘simplicity’ (ms.12) of artistry. ‘Cgmgl ;; y’ 1s ‘used four
times in the poem ‘Images’ is another key-word ﬁsed five
times, ‘flame’ is used fdur'"tiﬁes; ‘EQIX' Q' EL:QL"‘mi;g'
Spirits, man, blood, Empgxgg;'nigng‘ are all qéed_thrice.
fhe words used twice are: mire & blood, miracle, bird,
handiwork, mouth, ngmgnL smithies, gglggnL gggnzL ggggglgnL
shade & recede. Thus, we find a repetition of pggg to

achieve an effect of incantation and maglc that can ‘summon

the spirits of bygone Byzantium to our world.
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Analysis of ‘Lapis Lazuli’ &
‘Under Ben Bulben’



Chapter 4

The éoems analysed in this chapter are ‘Lapés Lazuli’
and ‘Under BenBulben’. Both these are among the last poems
of W.B.Yeats. The common theme of theéértwé,poéhgicbncerns
art and its relation to human life; The transience of human
life is contraste‘d with the nature of art as a means of

pfoviding eternity to the artists and thereby, making art a

super~-ordinary and self-fulfilling occupation. -

ANALYSIS OF ‘LAPIS LAZULI’ AND ‘UNDER BEN BULBEN’

4.1 LAPIS LAZULI
Dvanda Samasanta

'4.1.1 Vakya & Pada Analysis

Lines Clause Text Stanza I
1 1 I have heard

Subanta, two Tinganta

1 2 That hysterical women say

taddhitanta, subanta & tinganta

2-3 3 They are sick of the palette and fiddle-bow,

Subanta, Tihganta,two subantas & Samzsgnta

3 4 Of Poets that are always gay

Subanta, Tihganta &'subanta

4 5 For everybody knows or else snoulg'xgow

samasanta, tinganta and tihganta
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two subantas

Lines Clause Text
5 6 ...if pothing drastic is done...
subanta (or samgéznta) subanta two tingantas
5-7 7 That ...Aeroplane and Zeppelin will come out,
two subantas, a tinganta & a subanta . o
Pitch like King Billy bomb-balls in
tinganta, two subantas, éémaSanta
8 Until the town lie beaten flat
Subanta, two tinganta, subahta.
STANZA II
9 9 All perform their tragic play,
Subanta, tihganta, subanta, taddhitanta,
subanta.
10 100 There gtruts Hamlet,
tihganta & subanta
10 11 There is Lear, ‘
tinganta & subanta -
11 12 That’s Ophelia,
two subantas
11 13 That Cordelia;
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Lines Clause Text »
12,15 14  Yet they,... do not break up their lines to
weep. . )
subanta, tinganta, two subantas & tiﬁganta;
12 15 ... should the last scene be tberg,..
two subantas & a tinganta
13 16 The great stage curtain about to drop
three subantas & a tinganta.
14 17 If worthy their prominent part in the play,
taddhitanta, & four subantas | |
16 18 They know
subanta, tinganta,
18.a that Hamlet and Lear arg gay;
two subantas, tinganta & subanta
‘STANZA 11X |
17 20 Gajety transfiquring all that dread
Taddhitanta, tinganta, three subantas.
18 .20 All men have aimed at, found and .lost;
two subantas and three tiﬂgantas.
19 21 Black out;
a Samasanta
19 22 Heaven blazing into the head;

subanta, tinganta & subanta
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Lines Clause Text

20 23 Tragedy wrought to its uttermost.

subanta, tihganta & two subantas.

21 24 Though Hamlet rambles

subanta & tinganta

21 25 and Lear rages

subanta & tinganta.

4

22-23 26 And all the drop-scenes drop, at once

a subanta, samasanta, tifAganta & samasanta.

Upon a hundred thousand stages,

three subantas.

24 27 It cannot grow by an inch or an: ounce

subanta, tinganta and two subantas

25-26 28 Oon their own feet they come; or on '§QLQQQQ;QL
iz S T
four subantas, tinganta and a samasanta
Ca -back, horse-back, mule-back,

four samasantas .

27 29 0ld civilisations put to the sword
subanta, krdanta, tinganta & subanta. .

28 30 Then they and their wisdom went to :g_g_k;
two subantas, a taddhit3nta, subanta &

tinganta.

29,32 31 No handiwork of cCallimachus,...stands;

subanta, taddhitanta, subanta & tinganta.
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Lines Clause Text .

30 32 ...Who handled marble as if it were bronze,
subanta, tinganta, two subantas, tifganta,
subanta.

31 32.a Made draperjes
tinganta, taddhitanta

31 32.b that geemed to rise ’
two tinhgantas’ '

32 32.c When sea-wind swept the corner,...
samasanta, tinganta, subanta.

33-34 33 His long lamp-chimpey....,stood but a day;
two subanta, samasanta, tinganta & subanta.

33-34 34  ...Shaped L_&g-b_ﬁsgmigteal_mm
tinganta and three subantas.

35 35 All things fall and are built aééin.
two subantas, three tingantas

36 36 And those....are gay
Subantas, tinganta & subanta

36 36.4 ...that build them again....
tifganta and subanta

37-38 37 Two chipamen, behind them a third

subanta, samasanta, two subantas
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Lines Clause Text '
And carved in lapis lazuli

two tihngantas, & samasanta

39 38 . Over them flies a long-legged bird,
subanta, tinganta, samasanta subanta.
40 38.a A symbol of longevity;

two subantas

41-42 39 The third.../carries a musjcal ing;;gmén;;

subanta, tihganta, taddhitanta, subanta

41 40 ...doubtless a serving man,...

samasanta, tinganta, subanta

43-46 41 Every discoloration of the stone.
subanta, taddhitanta, subanta
every accidental crack or dent,
subanta, taddhitanta, two subantas
Seems a water-course or an avalanche.
tinganta, samasanta, subanta
or lofty slope

two‘subantas

46 42 Where it still snows

two subantas & a tinganta

47-48 43 Though doubtless plum or cnegry-brancg
Samasanta, subanta & samasanta

Sweetens the 1little half-way house

tinganta, subanta, samasanta, subanta
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Lines Clause Text

49 44 Those Chinamen c¢limb towards,
subanta, samasanta, tifhganta.

49-50 45 And I/Delight to imagine -them s_e.a&gg‘mgm:
subanta, two tingantas, subanta, tiﬁgéhta;
subanta

51-52 46 Thexe, on thé mouptain and the'ggy,
three subantas |
on all the tragic scene they stare. ..
subanta, taddhitsnta,'twoﬂsubqntas,@tiﬁgantas

53 47 One asks for mournful melodies; .

subanta, tifganta, samasanta, subanta

54 48 Accomplished fingers begin to play,

tinganta, subanta, two tifigantas

65-56 49

M%mid'mm&m,w~
Six subantas ' -

Their ancient glittering eyes, are gggél
two subantas, tiﬂgaﬁt;;'subaﬁté;'éihganta,‘

subanta '

The non underlined words are nipata; there are 100 of them in

this poem. The ratio of nipata to the deqlinaﬁle pada is

roughly 2:5, i.e. for every five declinable pada, there are

two nipata.

111



4.1.2 Total Numbey of Pada

Subanta - 86

Samasanta - 22

Taddhit3nta = 9

Tiﬁganta - 52
Note:  Repetitions are not counted.
4.1.3 Pravrttis of the Pada used

21 Jativacaka
22 Gunavacaka
51 Kriyavacaka
27 Dravyavacaka

9 Yadqccha

4.1.4 RIti

Despite the considerable number of sam3s3dntas in the
poem (cfr. 4.1.2 ) the stylé of Yeats corresponds to the
Vaidarbhi riti wherein the number of subantaé are more than
that of tingantas. The Vaidarbhi, as pointed out,' ‘avoids
compounds & limits alliteration to  appropriate places.
Words are maintained in their etymological senses

too’...(vide chapter 1)

4.1.5 Types of Vakya
Ekakhyata Vakya: Clauses 1,2,3,4,6.8.9,10,11,14,16,18,18.1,
| 23,24,25,26,27,29,30,31,33, 34,36,
' 36.a,37,39,41,42,43,44,47,48,49.

Anekakhyata; clauses 5,7,20,45

Anuvrtt3khydta: Clauses (3+4), 28, 46, (38+38.a)
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Kridabhihitakhyata: Clauses 19,22.

Adhyahrtakhvata: Clauses 12,13.
Anapeksitakhyata: Clauses 17,21,40

Santara Anekakhyata; Clauses (10 to 13) (24 to 26), 45

Nirantara Anekd@khyata: Clauses 5,7,20.
4.1.6 Sources of meaning:

1. Palette: refers to the artist at his work. ;;t derives

‘meaning from painting, one of the sixty-four arts and sciences

in PRAKIRNAKA.

2. Fiddle-bow: reference to music and musicians ngaveda,

—

which again, forms part of PRAKIRNAKA is the source.

3. Poets that are always gay: Kﬁvya, one of 'the“seVen

auxiliary sciences, in PRAKIRNAKA is the source.

4. Aeroplane-will come: a reference to the air raids by

the Germans. Dhanurveda as well as ITHIHASA are the sources.

5. Zeppelipn: An airship of the Gerﬁané in the fifsf World
War used for bombing cities éhd towns. HoQéVer; as‘Yeats
writes the poem/against the backdrop of the second world war,
this reference to the dirigibie is mote'of‘memory; F'iflﬁés
regarded a fearful weapon that took war from the battléfigld
to cities and towns. Thus thé meaning of Zeppelin is
derived from multiple sources, the important of which are

Dhanurveda, ITHIHASA, and LOKA.
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6. King Billy; Bomb-balls: Traceable to a ballad titled

‘The Battle of Boyne’ from the Irish giﬁstre;sxil

" anthology (ed. H.Haliday Sparllng) (i) Thus *;BA_AEA is the
source. But King Billy is also the historical king’ William
III of England, who fought the 'Battle of the Boyne (1690) at
Oldbridge on the shores of the ‘River Boyne 1in Ireland.
(p.10, Cook, 1988) Reference to the King would naturally
evoke historical memories and political aésogiatibné 3Jy an
Irishman. So ITHIHASA as well as éEﬁxBachould be sources
as well. |

Bomb-balls; incendiary bombs used for the first‘time during

the first World War Dhanurveda and ITHIHASA . are the sources.

7. All Perform....Play: This line echoes ShakeSpeare's famous
verse ‘All the world’s a stage’ in ‘A_ You Like It' (Act 2,
Scene 7, LL.139 - 166). o

— V&
Source: VIRACANA, as well as NATYASASTRA.

8. Hamlet, Lear, Ophelia, Cordelia: Dramatis personae of

Shakespeare’s tragedies. VIRACANA, as well as ﬁﬁmx&éﬁgigalare

the sources.

9. Last scene; great curtain: " Also from EZIXA&ESIEB as

these refer to the dramatic divisidns-andlétage'Sets,

10. Black out: A war-time cuétom; Dhanurveda is the source
On the stage, it refers to the ‘black-out’ of the foot lights

and the sudden flood of the house-lights, which also explains

‘Heaven blazing jinto the head’ Thus ﬁiTXAéESTRA could as well

be the source.
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11. Drop-scene: also from NEIYAéXSTgA:

12. Shipboard, camel-back...Mule back: The.succession of
marauding tribes and races that invaded Eu;épe and

established various civilizations. ITHIHASA is'thg‘sbngea,

13. callimachus; Athenian,sculptdr, who,flpurishedlin the
late S5th  century B.C. is reputed to have ihventedl the
Corinthian capital, inspifeé by aéanfhﬁé leaves Iwiﬂding
around a basket placéd on a girl’s tomb. He is aléO'believed
to have carved a golden lamp for the image of Athena in the
trechtheum (408 B.C.) He was supposedly the fifst to ‘bore
marble employing the running drill, |
Ancient writers regarded him a'scu;ptpf of g}ébof;;ién,

elegance & grace. Pliny the natﬁraliét critized”céiiimachus
for ‘overelaboration of detailf,"ihich in faCt,‘épbiit hany
of his sculptures. (Encyclopae&ia Britannica, Voi.fa, 1950) .

| Thus, the sources are Ithihasa and éléggézgxgﬁt

14. Long lamp-chimney: same sougces as above. -

15. Lapis Lazuli: bright blue coloured'semi-precious stone.

Source-Petroloqgy.

16. Long-le bird: In‘Japanese and Chinese aft, the crane

is a symbol of longevity (cfr. Stallworthy, P.'SB@,1969X.L
‘Source - Pajnting.
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In Brief

1. Palette - PRAKTR@AKA’

2. fiddle - bow - Ganaveda - PRAKIRNAKA

3. Poets..gay - Kavya - PRAKTRyAKA |

4. Aeroplane - DHANURVEDA/ITHIHASA

5. zeppelin -‘DRANURVEDA/ITHIHXSA/LOKA ,

6. King Billy - VIRACANA/ITQ;HXSA/éisTnxg
Bomb-Balls - DHANURVEDA/ITHIHASA .. =

7. All Perfornm.... ' - VIRACANA/NATYASASTRA .

8. Hamlet et al - VIRACANA/NATYASASTRA

9. Last sCene; .
gréat curtain - NATYASASTRA

10. Black out - DHANURVEDA/NATYASASTRA

11. Drop-scenes - NXTYASiSTRA |

12. Ship board, camel-back - ITHIHASA .

13. Callimachus ~ ITHIHASA/SILPASASTRA

14. Long-lamp chimney - ITHIHXSA/éILPAéXszA'“’

15. Lapis Lazuli - Petroiogy—PRAKTRQAKA'

16. Long-legged bird - Painting-PRAKIRNAKA

4.1.7 change of Vakya from manuscripts to published version.

All references here are to Stallworthy (pp. 45-53, 1969)

Manuscripts Published Version

l1.(a) I know a dozen women that I have heard that
say hysterical women say
(line-1)

(b) Some women said to me
yesterday, ( F.1 r)
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2. I am sick of the pallete They are sick of the
& fiddle-bow, palette and flddle-bow,
I am sick of men . of poets that are
that seem always gay (F.1lr) always gay (Line32.3)

3. (a) That %othing matters now For eQerybodyrknbws

that we know or should' or else should know
know (line-4)
(b) That nothing should matter
Now that we know (F.1lr)
4. That tomorrow or next day
(Someday soon) war must - cesace
begin. (F.1r)

5. (a) Aeroplanes over the town(s) Aeroplane and
Zeppaline throw their Zéppelin will come out;
Bomb-balls in (F.1lr) Pitch like king Billy

: Bomb~balls in' (line 6-7)
(b) The Aeroplanes & Zeppeliné-
will be out
And Like William have
Thrown their bomb-balls in (F.1r)
6. That nothing should be If nothing
talked or done drastic 'is done (line 5)
But how to make an '
end of war before sessssne
populations are blotted out.
Galleries museum blown until the ,
into the air (F.1lr) town lie beaten flat (line
8. One man plays Hamlet There struts Hamlet,

another Lear

This man Hamlet this
other Lear (F.1r)

There 1is Lear
(line 10)

9.

Wept/Weep Opheleas
Wept/Weep Cordeleas (F.1r)

That's Ophelia,
That Cordelia;
(line 11)

10.a.An old Voice sings,

an old hand play(s)

Accomplished fingers
begin to play (1.54)
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11. Everything found, All men have aimed
everything lost (F.4r) - at, found and lost
(line 18)

Explanationé: 1. ‘Some women’vand ‘dozen women"changed to
‘hysterical women’ té makeithém numerically indéfinite and
qualitatively definite. First hand kno&lédée isfbhahged to
rumour: ‘Know’ becomes ‘have heard that’. . Thus the women

become distant and impersonal.

2. ‘Singular’ becomes plural and indefinite. Hence, ‘I
am...’ changed to ‘they are...’ ; ‘men’ are specified as
‘poets’ because they, as creators & artists, are always gay;

In Line 3, ‘geem’ changed to ‘are’ makes an appearance a
g9

fact, thus enabling the deductions, rest on a solid

foundation.

3. An affirmation made into an imperative. The ' collective
and personal is changed to the distributive and impérsqnal

thereby implying universality of application.

4. An unnecessary and unimaginative statement of
prognostication. Therefore, removed, and implied in the

succeeding lines (6-7).

5. Aeroplane and Zeppelin, as active agents of destruction,
will ‘come out’ like monsters or wild beasts coming out of
their 1lairs, and ‘pitch’ bomb-balls, suggeéting' thereby a
game of destruction and doom. King Billy-for William-
suggests one like a local ruffian engaged in biéod sport

for the pleasure of it. A well-known character will no longer
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be the cause of destruction, but impersonal machines that

come over the air.

6. Efforts to ‘make an end.of war’ are'condehsed‘to ‘I
nothing drastic is done’; and the destructiQn caused by
bombings is tersely summed up in ‘until the town be beaten
flat’, implying both the loss of lives. as well as the

destruction of property.

7. Impersonalization and universalisation are the keys to

change in line 9.

8. A descriptive statement is made-exélamatory,aﬁd‘effective

in line 10.
9. Ophelia and Cordelia weeping is a tautology. The hall-
mark of these tragic heroines is sorrow (& weepiﬁg) and hence

need not be explicitly mentioned.

10. Instrumental music 1is retained while vocal rendition
loses its place in line 54. The purpose is to create a

parallel to the fiddle-bow of stanza I, = v

11. Universality of human aspirations, achievéments and

failures is emphasized by the'change in line 18.

4.1.8 Change of Pada from manuscripts to final version,

Manuscripts : ' Published Version
1. queer (F.1lr) hysterical (1.1) -
2. Men (F.1r) poets (1.3)

3. Throw (F.1r) pitch (1.7)
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10.
11.
12l

13.

14.

15.
16.
17.
18.
19.

20.

Civilization (F.1r)
Men (F.1r)
Plays (F.1lr)

Weep/Wept (F.1lr)

. Recall (F.1r)

Dread (F.1r)
Increase (F.1lr)

Will be out (F.1lr)

town (1.8)°

all (L.9)

struts (1.10)."

X (1.11)

They know (1.16)

all that dread (1.17)
Qroa'(l,zqf' A

will éome.éutl(l}ﬁ)

Multitudes (F.2r) ot civilisations(l.Z?)
When wind rose (F.2r) when sed-uind:"sﬁept
(1.32) ,
Praised for a day/ ' stood but a day (1.34)
that has had its day/ :
lived but a day (F.2r)
long-lived bird (F.2r) ‘ long-legged bird (1.39)
Discolourization (F.2r). discoloration (1.49)
The old men (F.3r)
01d/skilled hands (F.3r) accomplished fingers(l.54)
0ld/sSkilled voice (F.3r)
Where the mountain (F.3r) “There, on the

mountain. (line 51).

Reasons for the above substitutions

1.

Specificity and preciseness are two reasons for

some of the changes above; e.g. 1,2,4,6,15,17,18,20.

To heighten the effect and‘intensity of the action e.qg.

3,9,11,13,14,18.
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Abstractness where necessitated by the context, is brought
in; where not proper to the context, has been given up. e.gq.

12 and 4 respectively.

4. Active perpetuation of cértain_deedsvhaVe:called for such

verbs as in 11,13 and 3.

Sum up

Unlike the other poems, names of persons have
been retained in the poem, but it might be noted that they
are all representatives of creativity and as such,,have an
existence only within the realm of art-drama or'sculéture,'
which may be spoken of in the context of the ehgraved lépis
lazuli. King Billy is brought in as an“adéﬁﬁvof:deéffu¢€ion
and damnation rather than for his personal méritg;@:vdetécts.
Hence, the poem retains an imperSonaliﬁy that cpntinués'to
have a relevance beyond time and space; the omihogs_tﬁreaf'bf
war and the experience of its evil after-effects the world

over, is also a factor that sustains the poem’s relevance.

121



4.2 UNDER BEN BULBEN

Nipata & Yadgécha Subanta
4.2.1 Pada and Vakya Analysis
Line Clause Text  STANZA-I o ‘
-2 1 Swear by (la) What theﬁ.aggs. \' §p.elss
Tifganta, two,subéntas‘& a tiﬁgqgta
Round the Mareotic Lake j’

two subantas.'

3-4 2 That the Witch of Atlas knew,
two subantas and a tiﬁganta'
Spoke and set the cocks a-Crow.

two tifdganta, a subanta & a krdanta

e

5 3 Swear Dby gbose‘gorsémen,'by:;nggg”ﬂgﬁgﬂ

tifganta, subanta, samasanta, & two subanta.

g _

6. 4 Complexion and fézm prove §ggg:hgm§n

two subanta, a tifganta, samasanta

7 5 That pale, long-visaged company

two subanta, samasanta & a subanta

8 6 That  air in immortality
tinganta & taddhitanta

9 7 Completeness of their passions won:

taddhitanta, two subanta & a tinganta

10 8 Now They ride the' Wintry dawn-

subanta, tinganta, taddhitanta & subanta.
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Line Clause Text

11 9 Where Ben Bulben sets the scene.

two subantas, a<£iﬁ§anta-&‘a”subanta

12 10 Here’s the gis; (10a) of what thexbmean e

four subantas and a tinganta

STANZA - 11

'13-14 11 Many times man lives and dies
three subantas and two tifganta
Between his two eternities, o
two subantas & a taddhitanta

15 12 That of race and that of sog;;

two subantas.

16 " 13 And ancient Ireland knew it Q.ll

two subantas, tifiganta & two subantas.

17 14 Whether man die in his bed

subanta, tinganta & two subantas

18 15 Or the rifle knocks him dead,

subanta, tifganta & two subantas

19-20 16 A brief parting from those dear
subanta, krdanta & two subantas ar
Is the Worst... -

tinganta & subanta
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Line Clause Text

20 17 ...man has to fear

subanta & two tifgantas

21 18 Though g.z:gxs_:d_l.ggg.x:s toil is long,

samasanta, subanta, tinganta, subanta

22 19 gharp their spades,...

three subantas

22 20 ...their muscles strong,

three subantas

23-24 21 They but thrust their buried men

subanta, tinganta, subanta,"tiﬁganta‘K‘subanta
back in the human mind again.

two subantas

STANZA III
25 22 You that Mitchel’s prayer have heard,

two subantas, a krdanta & a tifiganta

26 23 ‘Send war in our time, O Lord!’

a tinganta & four subantas

27 24 Knoy that

a tinganta

27 25 When all words are said

two subanta and a tinganta.
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Line Clause Text

28 26 And a man is fighting mad,

subanta, tiﬂganta, subanta

29 27'_gm§._hinggx_o£§fromgy_g§lgngnlim4,
samasanta, tidganta, & three subanta.'”‘

30 28 ug completes mm minsL'.
subanta, tinganta, subanta, taddhitsnta,
subanta.

31 29 For an jinstant stands at ease,

subanta, tihganta and subanta

32 30 Laughs aloud, his heart at peace.
tidganta and three subantas

33-34 31 Even the wisest man grows tense
taddhitanta, subanta, tifiganta & subanta
With gome sort of yviolence

three subantas

35-36 32 Before he can acgcomplish fate,
subanta, two tingantas, & a subanta

32.a Know his work

tidganta & two subantas

32.b Or choose his mate.

tifganta & two subantas
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Line Clause Text STANZA IV
37 33 Poet and sculptor, do the wo;}g,'
two subantas, a tifnganta & a subanta -
38 34 Nor let the modish painter shirk
tinganta, subanta, krdanta, tifganta
39 35 What his great forefathers did,
three subantas, a samasanta, a'tihgghta
,40 36 Bring the soul of man to God,
tihganta and three subanta -
41 37 Make him £fill the cradles right
tinganta, subanta, tiﬁganta, two subantas.
42 38 Measvrement began our might:
krdanta, tifiganta, two subanta .
43 39 Forms a stark Egyptian thought,
two subanta, taddhitanta, subgﬁta
44 40 Forms that gentler Phidias wrought .

two subanta, taddhitanta, subanta, tifganta

45-46 41 Michel Angelo left a proof

subanta, tifganta, subanta

On the Sistine'ghagel roof,
taddhitanta, two subantas
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Line Clause Text

47-48 42 Where but ga;g-'angeneg_ Adam '

subanta, samasanta, subanta

two tingantas, a samasanta, a subanta

49 43 Till her hbowels are in heat,

two subantas, a tifganta, a subanta.

50-51 44 Proof that there’s a purpose set

three subantas & a tiﬁganta.

52 45 Profane a_:_L_;.an of mgms_m.q

subanta & taddhltanta, samasanta

53-54 46 Quattrocento put in paint
subanta, tinlganta; subanta’
On backgrounds for a God or Saint

samasanta and two subantas

55 47 Gardens where a seul’s at easae,

four subantas

56 48 Where everything that mpeets the . eye, .

subanta, samasanta, tiﬁg@nta, sdbanta -

57 49 Flowers and grass - and gg_gglgg_ .KX

two subantas, a samasanta,,a subanta.

58 50 Resemble forms (So.a) that are or seem

tihganta, subanta, two tifganta
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Line Clause Text
"59=-60 51 When gleepers wake and yet still dream, -
krdanta, two tifgantas
And...still declare,.
a tihganta -
60 52 ...When jit’s vanished...
subanta & tifganta ‘
61 53 With only bed and bedstead there,
two subantas, a samasanta, subanta
62 54 That heavens had opeped.:
subanta and tinganta
62 .55 Gyres run on;
| subanta,tiﬂganﬁal,
63 56 When that greater dggam‘m' gone

subanta, taddhit;nta, subaﬂta; tinganta

64-65 57 Calvert and Wilson, Blake and Claude,

four subantas

Prepared a rest for the people of God,

tinganta, & three subantas.

66 58 Palmer’s phrase,
two subantas
66~67 59 but after that /Confusion fell upon our

thought,

subanta, krdanta, tinganta, two subanta.
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Line Clause Text STANZA V

68 60 Irish poets, learn your trade,

two subanta, tinganta, two subanta

69 61 Sing (6l1.a) whatever is well made,
tifganta, samasanta, tihganta, subanta,
tinganta |

70 62 Scorn the sort now g_Lg!ing, up

tinganta, subanta, tiﬂganta'

!

71 63 All out of shape from ;gg  to top, .

five subantas.:

72-73 64 Their unremembering hearts and eads’
subanta, taddhitanta, two subantas

Base-born products of base beds.

samasanta, kgdantg, & two subantas

74-77 65  Sing the peasantry, and then
| tihganta & tad@hi;ig;a | :‘ |
samasanta, subanﬁa, samasanta
The holiness of monks, and after
taddhitanta, subanta
Porter-drinkers’ randy laughter;

samasanta, subanta, krdanta

78 66 Sing the lords and ladies..gay

tinganta and three subantas
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Line Clause Text v

79-80 67 That were beaten into the clay
tifganta, subanta. )
Through seven heroic ggniggiggiﬁ

three subanta

81 | 68 cast your mind on other davs

tinganta, four'subéhtas

82-83 69 That we in coming days may be
subanta, tifdganta, subanta, tiﬁganta .
Still the indomitable Irishry.
two taddhitantas ' |

STANZA VI
84-85 70 Under bare Ben Bulben’s head .

three subantas
In Drumcliff churchyard x_e.as.s.ia laid.

subanta, samasanta, subanta, two tinganta

86-87- 71 An ancestor was rector there
subanta, tinganta, two subantas
Long years ago,

two subantas

87 72 a church stands near,

subanta, tinganta, subanta

88 73 By the road an ancient cross.

three subanta
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Line Clause Text ‘
89 74 No marble, no conventional phrase;
subanta, taddhitsnta,»subanta

90 75  on limestone guarried near the §2_;

subanta, tiﬂganta, two subantas _]‘]u'w

Al

91 76 By his command :hs&s !9:1& a:e sn&

four subantas, two tiﬁgantas.

92-93 77 Ccast a cold eye /On ljfe, on death.

tihganta, and four subantas Co

94 78 Horseman, pass by!

‘samasanta, tinganta.

4.2.2 Total No. of Pada“
Subanta ' - 65 (repetitions - not counted)

Taddhitanta - 17

Samasanta - 18
Krdanta - 9
Tinganta - 63 (repetitions - not counted)

Non - wunderlined words - Nipata - 146 (repetitions included)
Total No. of other Pada - 361 (inclsive of all :epetitions)

Ratio of Nipata to others - 235
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4.2.3 Types of Vakya used in the Poem |
Ekakhyata Vakya - Clauses 1, 15,4,6,7,8,9,10;1;13,14,15;_’
| 16,17,18,21,22,23,2@,25,26;27,28,29,
30,31,33,34,35,36,38,39;§6,A;,42,43,
46,48,54,55,56;59,60;61;6;;1;63}66,

67,68,69,70,71,72,76,77,78.

gﬁgﬁgﬁﬁ%ﬁxg VAKYA- Clauses 2,11,50;a; 51..
SANTARA ANEKAKHYATA- Clauses (32+32.a+32.b),37
BVRTTAKHYATA - Clauses 57, 66 ‘
PARLNATAKHYATA - Clauses (1+3) (65+66)
ADHYXungxﬂyXTA- Clauses 10,19,20,44,47,52,64.

ANAPEKSITAKHYATA - Clauses 5,15,45,49,53,58,63,73,74.

KRIDABIHITAKHYATA ~- Clauses 67.
ANUVRTTAKHYATA - Clauses 2,3,65,

4.2.4. Style

o As can be seen from the above list,,ﬁhé ﬁumbér of
Ekakhyata Vakya are more, if we break up the sentences into
clauses. But if the senteﬁces ére retained whoie,'fh; number
of verbless sentences as well as the multi-verb sentences
" outnumber the simple sentences. This style makes the poem
different from the other poems _analysgd.,',“Byzgntium! .is
perhaps the only one which comes close to ‘Unde; Ben Bulben’,
and it is notable that this style contributes tbdéﬁ'eléﬁént

of obscurity and mystery in these two poems.
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4.2

1.

5. Sources of Meaning
Ben Bulben (geography) pRAkTRNAKA-&‘LoxA,

2. Sages (Hagloloqy) PRAKfRNAKA
3. Mareotic Lake (geography) pRAKfRNAKA & VIRACANA
4. Witch of Atlas VIRACANA
5. Horsemen ' LOKA |
6. Long Visaged Company LOKA &.VIRACANA
7. GraVe-diégers VIRACANA L
8. Mitcﬁel’s prayer ‘1VIRACANA & DHARMASASTRA
9. Poet, Sculptor (Kavya and 81lpasastra) PRAKIRNAKA
10. Modish Paihter 'LQKAﬂ& PRAKIRNAKA”
11. Egyptian, Phidias, ‘

Michel Angelo (Sllpasastra) PRAKIRNAKA
12. Sistine Chapel PRAKTRNAKA
13. Adam . 4rurI
14. Quattrocentro ITHIHXSA‘
15. Calvert, Wilson, Blake, Claude (History of Art)

PRAKIRNAKA

16. Palmer’s Phrase ‘ 'VIRACANA
17. Beaten into the clay VIRACANA
18. Drumcliff Churchyard vLOKA‘ |
19. Ancestor ...rector LOKA
20. Cast a cold eye ... ' '

Horseman pass by VIRACANA.
Explanations
1. Ben Bulben is the name of a mountain well- known.fo‘Yeats

and at the foot of which he desired to have - his grave.
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2. Sages-orginally saints, refer not only to the Christian
saints, but even Apollo, Dionysus & Buddha, as can be seen

from the manuscripts. (cfr. Stallworthy, p. 151, 1969) 

3. Mareotic Lake - In Lower Egth. Yeéts came to knob‘bf

this from Books on St. Anthony and Egyptian 'ﬁonastiéiém:
‘The Spirit and Origin of Christjan ugnggxiglgm_ (1903) and
2The Wisdom of the Desert’ 112951 both by J.o. Hannay.

4. Witch of A&lgg-derives its meaning ffom Yeats?s own
research. His essay on"The‘Rhildsophyjof;Shelleyfs_Poet;Y'

(1900) refers to this character of Shelley.

5. Horsemen - In his system,'the horse‘symboliées courage
and nobility. The horsemanship of Gregory, Pdllexfen,' &
Markiewicz are often referred to by Yeats, in a bid to show

their courage & nobility.

6. Lonq-Visaqeg company - same source as above. But also

refers to the gods of an01ent Ireland who are supposed to

ride across the mountains and country51de.

7. Grave-diggers -~ Characters in Hamlet who philosphize on

life and death and life-after-death (Ac 5 Sc.1)

8. Mitchel'’s Prayer - John Mitchell, in his vJail
" Journal’ parodied a sentence from the ‘Order for Evening

Prayer’ which was, ‘Give us peace in our time O Lord’.

9. Poet & Sculptor - His audience to whom the IV ‘stanza ié

addressed.
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10. Modish painter - Yeats’s father and brother were

painters (Cfr Stallworthy, p. 165, 1969)

11. Phidias, Michel Angelo =~ Sculptors of Greece & Italy .

respectively.

12. Sistine c¢chapel - Private prayerihouse of the Pope in the

Vatican palace, built by Pope Sixtus.

13. Adam - First father - Genesis (2 : 19) the Holy Bible.

14. Quattrocento - The fifteenth century was-the'high-point

of the Renaissance in art.

15. Calvert, Wilson, g;agg, ngngg:- Aftistéy;bf‘ the

nineteenth century.

16.Palmer’s Phrase - A comment oh'Blake;s'work quoted' by

Yeats himself in his eassay on William Blake: ‘The drawing
aside of the fleshly curtain and the glimpse which all the
most holy, studious saints and sagés have enjoyed of that
rest which remaineth to the people of God'; (cfr. Stallworthy
0. 168-1969) | B

17. Beaten into the clay - A line fiom ?rank O’Conﬁéf;é poem

‘The Curse of Cromwell’: ‘The lovefs”andiéahcersI&te'beaten

into the clay’.

18. Drumcliff Churchyard - The place where Yeats’s ancestors

were buried.

19. ancestor...rector - John Yeats, his great grandfather.
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20. Cast a cold eye... . ' B S
Horseman pass by... Thése words were written by Yeats

after reading a book of essays on Rilke. He was, apparently,
annoyed by some of Rilke’s ideas on death, as confessed in a

letter to Dorothy Wellesley (A. wade, (ed.) p. 913, 1954)

4.2.6 mummwmmm

1. F.1r : I believe what the old saints .
a thousand years before Christ, 81tt1ng under :
- the palms, like the old saints about '
the Mareotic sea. S
Changed to :

Swear by what the sages Spoke
Round the Mareotic Lake (11 1-2)

An article of faith is changed to an oath:of,loyalty to
sages. The reference to Christ is. also removed  for
universality of application and suggestiveness.. The'sages
around the Mareotid were Christian hermits. But that fact is
tided over by a succinct statement.
2.f.1r From eternity through eternity

to eternity man moves

is modified to : Many times man lives and dies ==
Between his two eternities (11 13- 14)

Repetitiveness is removed and s;mpllc;ty 1ntroduced.
Action changed to existential fact.
3. F.2r : Neither for those who die in bed

Who die at battlefield.

1s refined: , Whether man die in his bed :
or the rifle knocks him died (11 17~ 18)

The picture is made more vivid and dramatic to bring

out the contrast between the two modes of death.

While the first is ususal, the second is rather undéual;
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4. F.8r : ‘He recovers all his-mind’..
Modified to :‘He completes his partial mind’ (1-30)

Recovery of loss is changed to perfection of an imperfection.

5. F.9r ‘Swear before a cock can crow’. l S
Changed to : ‘Spoke and set the.cocxs a-grow' (1-4) |

Which makes it the predicate of the sages or thelﬁitch '
of Atlas rather than an invitation to take an oath,"The
reference (John 18:27) to Peter denyihq'éhfist}bn”ah”ohth,

thrice before the cock crowed is also removed by.tﬁig Chagge.

6. F.9r : ‘Complexions 1lift, above the human’ '

Elaborated: ‘Complexion and form prove super human’.

7. F.10r : ‘Where can they lay their buried men?’
Rhetorical question made an assertion, ‘They but thrustl

their buried men/Back in the human mind again’ (11.23#54)

8. F.10r : ‘So what’s the odds-if’war_mgSt come from mOSCOW,
from Berlin, or Rome’. These lines (after L;36~in Stanza‘IIi)
have been deleted. |

eason: Explicit reference to the Seébnd'wdrld‘Wagz‘i£ séems
a memoryarather than an ever-imminent réaiity 'becaﬁéévoffiﬁs

[

topicalization and location in‘specific places. In kéeping

with his practice, Yeats  removes -all time~bound
specificities.
9. F.12r : ‘And all man’s holiest dream had gone’

Becomes: ‘When that greater dream had gone’ (1-63)
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Thé quality of the dream is freed from all feStfiétions '
and made open to any qualitétive additibn sugges;ed by
;greaterﬁ for it can be ‘greater’ ih any'aspect.'It also rate;
the dream at a higher plane than any other.

10. F.13r ‘No marble to lie about our loss’/

‘No marble braggs of the country s loss’.
Simplified to : ‘No marble,-no conventional phrasg,(L.és)“

making it more suggestively effective and tefse;

4.2.7 Change of Pada from manuscripts &9 tingl gz.ﬁ&

manuscripts
1. stands (F.4r)

2. Here the origin of (F.7r) .

3. Turn (F.7r)
4. indifferent eye (F.7r)
5. recovers (F.8r)

6. Whole mind (F.8, 10r)

7. as though in peace (F.8r)

8. Erin (F.9r)
9. Cannon (F. 10r)

10.Strike/Shoot him dead
(F.10r)

11.Work (F.10r)

12 .Homosexual (F.11r)
13.Made (F.iz r)

14.Set your thought (F.13 r)

15.‘Draw rein, draw breath’
(first line of epitaph)
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Lives and dies (l 13)

mMeasurement began (1-42)

cast (1.92)
Cold eye (1.92)
Completes (1.30)

Partial mind (1-30) .

His heart at peacg(l;éz)

Ireland (1-16)‘ S

r1fle (1 18)

,Knocks him dead (l L8)

Toil (1.21)

Half-awakened (1.47)

‘Prepared (1.65)

Cast your mind(l.81)
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Poetic Reasons for the changes above
1. A verb of action is replaced by two verbs of existential

fact, giving the effect of continuance and pervasiveness.

2. Precision of imagery to convey the exact action wﬁe;eby
something begins.
3. In the change of ‘Turn’ to ‘cast’, commonplace gives way

to erudition and solemnity.

4. ‘Indifferent eye’ replacéd by ‘cold eye"makesﬂit.more“rough
‘and unfeeling in keeping with the nature of the dead whom he

addresses in the epitaph.

5. ‘recovers’ substituted by ‘cdmpletes’: removes the idea of
loss and reCOVery and replaées it with one of gradual

acquisition of something not yet obtained.
6. Same explanation as above.

7. ‘as though in peace’ - changed to ‘his heart in peace’ -

simulation replaced by reality.

8. ‘Ireland’ gives ‘Erin’ a modernity and a possibiiity for

identification with a name well-known and commonly used.

9 & 10. A rifle knocking soméoﬂe dead isdsohéthing accidéhé&l
and unusal, or at worst,the basest limits of human'cruélty.

The Nazis, for instance, killed their benumbed victims with
the butt of rifles. This brings out very well the contrast

betweeen the two modes of death - peaceful and violent.
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11. ‘Work’ becoming ‘toil’ makes it more difficult and long,

becoming to the vocation of a grave-digger.

12. ‘homosexual’ removed to be replaced by ‘half*awakened’_
makes Adam a soporific figure captured on'ghe‘foof‘of the

Sistine chapel.

13. ‘Made’~- becoming ‘prepared’ brings ‘out the anticipation

of an eschatological event.

14. The change from ‘set ybur thought’ ‘to ‘cast your mind’
makes the action more dynamic and evokes images of casting a

fishing net for a catch.
15. The first line of the epitaph is femb@ed_thkéép,aQéy
suggestions of life, as the commands ‘Draw rein, draw breath’

pertain more to a living horseman than to thglspectral

equestrians that ride around Ben Bulben.
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Conclusion



Chapter = 5

~ CONCLU
Evaluation of Yeats as a poet- | _

According to the Kavi Prakara of Kavyvamimapsa

(Ch.5), Yeats is a Mahﬁkavi.‘ks a $3astra Kavi,vhe'has
introduced sistraic ideas into Kavya. (Cfr. his wpridlviewAand
his perception of history as alternating cycles) As a Kavya
Kavi, his poetry has attrtibutes of racana.(créative.userof
words), $abda (density of subanta),‘aréﬁa"(iwééihatiave
handlinq of ideas), alag&ﬁ;g ‘figpres;dflghégqh)ﬁ ukti
(epigrammatic expressions), raéé (emotions), hﬁfga‘( an
individual style), and $astra (propounding a philosophy in
.his poens) . | |
Examples

Racana: ‘An aged man is.
A tattered coat upon a stlck...’(Salllng
to Byzantlum)

Artha: .the future years had come,
Danc1ng to a frenzied drum,
Out of the murderous innocence of the sea”
(A Prayer. for My Daughter)

Alankara: ‘The ceremony of innocence is drowned;
: (The Second Coming)
Ukti: ‘cast a cold eye

on life, on death S ‘
Horseman, pass by’. : _ (pnder Ben_Bulben)

Rasa: ‘....sick with desire ' .
and fastened to a dying animal’.(Sailing to Byzantium)

Marga: (cfr. style of Yeats; below)
$3stra: a philosophy of his own expounded in ‘a Visibh’ and

brought out in his poems{
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Style of Yeats v , o
From the analysis of the poems chosen for

this study, it can be pointed out that Yeats'e»hethod of
poetic creation is both spontaneous and laborious.i However,
he relies more on constant rev151on and modification than on
the magic of inspiration alone. As acknowledged by Yeats
himself in a letter to FionaMMacleod, "I do so much of ‘my
work by the critical, rather than the imaginative‘faculty".
Thus, he was an artist who modified and polished his verse to
express his ideas in the best possible styie.', . An.
examinationl of the manuscripts shows a gradual tdevelopment»
from the first prose draft to the final published version.
For example, the intensity of the emotions,‘and the clarity'
of thought increase as he proceeds with ‘his rev1s1ons. He
also took 8are to create the right sound: and evoke the right
image by a choice of the most appropriateIVOrds.le.g.,
‘Turning and turning in the widening gyre’. And most of the
vocabulary approximates conmon‘parlance. Thus'he'eeemsxto be
following the prescription of ‘natural words in the natural
order’. |

These revisions and modifications are also a mirror to
the poet’s change of attitude towards the world and to
life. He eeems to have gained, with the passage'of“time{'»a
unified perception of reality as wholistic and permanent amid
all the impermanence of trivialities. Thus,"indiridual
names, persons and events 1ose‘their place in the poems, as

they are important only for what they signify and not for
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whaf they invidually are. (cfr. the analysis of‘.reVisions on
individual poems, for example, chapter 4; vi). o

The same explanation holds for the universallsatlon of
events or types e.g. King Billy, Lear. Hamlet, Ophelia and
Cordelia find place in ‘Lapis Lg;gl;; as types rather than ‘as
ind1v1duals. He uses them as sprlngboards for the thought of
the poem. which is a unlversal_experienqe. | |

But what captures our»attenfioh is the profundity~of
his thought that 1is so evident in the simple style and
condensed diction. So much so, very often the diction fails
to keep up with the pace of thought evoked in thé‘reader.
Perhaps it can also be attributed to the over-done excisions
and revisions. The last three lines of gxg_g;;gm are a case
in point. e.g. Those 1mages that yet SR j'

fresh images beget, R o
that dolphln-torn,‘that gong-tormented sea.
That brings us ,alsol to some of the dosas

(defects) in Yeats’s poetry (i)‘xligga (obscuritY); resulting
from the epigrammatical style; and (ii) atiséyékti
(exaggeration), arising from hyperbolic words anduphrasés.
Some of the poems analysed here display these. But,'A Prayer
for My Daughter, for example, is devoid of these'defecfs.
Indian theorists, as is well known, put a great ?alue on ease
and clarity of communication in poetry, that it should be
easily understood by a child as well as an'old'man. (ctr.
Bhﬁmaha’s K3avyalapkdra, Chapt II, 3). We may safely-aésert

that Yeats’s lucidity and directness measure well up to this.
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In conclusion, we may saf that Yeats is both an artist
and a visionary. He has a distinct, brofpund‘philosophy and
he consciously crafts his poems to communicate .this yorld
view. ‘

Evaluation of ‘K8vya Mimamsa‘’

The conclusions on the poetic cra:t 6f Yeats were
reached through the analyticalvmodél'ofYkifééékharé. Thus the
general estimate of a poet, from his'wdrxgp_anthhe
-evaluation of his art; from his: poetic proceSs;l'is
facilitated by the use of categdrieslof meaning ftoh‘inQIAn
literary thought. In a work limited in‘scope‘és.this, oniy
the linguistic categories (Pada and Vdkya) have been used.
However, with aesthetic categories (Rasa),conStitutivé
categories (Alamkd@ra), and semantic - styiistié Ea?éééries
(Riti, vakrokti and Dhvani), a éomprehensiVe aﬁaly#is of the
poet is very much possible. This_'égtéblishes  the
‘usability’ of.a text like ‘K3avya mimamsa’ for 'pgrboses‘ of
critical evaluation. A : .'

However, matters requiring"adaptai:'i'o‘:n‘ h';vé to be
cautiously noted. Though‘thé conceptg (of-éraﬁmar),ére,
universal, their articulation will hévgllécalllaﬁgpgggh
specific variations, as different languages have differént
grammatical structures. Thus, for example, whether ., a
modification (e.g. prefix, éuffix, affix) precedes the noun
or succeeds them is language-specific. Also in thé formation
of compounds, two words can combine with each other without
the 1loss of any form except their” separatgw'sémantic

contents. This is the case in English ( e.g. diehard). In such
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instances, it is the spirit of Sanskrit grammatical concepts'
that has to be taken into account, énd not phe literal
category itself. What ought tb be our concern is whether the
grammatical constructions are lucid or complex. "If lucid,
analysis 1is easy. If comblex, intepretative skiiis ~are

required to adapt the Sanskrit model to the English IAnguage.

The attempt in this work has been to show that Sanskrit
poetic theory does provide tools that can test the tone and
temper of any poetry, usxng frames that are local in
conception, but universal in application. All said and done,
one needs an open mind and a capacity to interpret and to
experiment, to make possible the very real and valid task of

‘relating Indian poetics to contemporary literature.
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APPENDIX
MANUSCRIPTS OF '_&PMXEBZQBHX‘W

F.lr

God grant my prayer

ﬁor I am the first father that has stood

And judged here beside this cradle hood thinking that
And seeing that a popular tempest blew
As though to make all things anew

As this opinion wound, had driven men wild
And filled their hearte with bitterness

Had dread for this child‘s peace unless
'Heaven podr abounding sweetness on the child.

A REVISED VERSION OF THIS STANZA

And it may be another father stood .

And gazed upon a head below that hood

And thinking ;hat a popular tempest blew

And thinks if all men’s minds anew

That all must be with opinion driven wild
And full of dusty bitterness

sﬁuddered for that child’s peace unless.

II

F.2r

It .may be that soon

Considering that this cradle old may be

Some other father has had like reverie

When the wind rose, I though (__ ) bless

Unless all things were made anew



All must be with opinion driven wild

And Choked with full of dusty bitterness.
Trembling for his child’s peaée unlés;
Heaven pour abounding sweetneas on his child.
INTERMEDIATE DRAFT OF THESE STANZAS

F.2r
1

In her three hundred year old cradlq hid
By its deep hood and broidered cove%lid
My month-old child is sleeping and today
Her laughter proved her heart to be gay.
Because the times are for ever has |
While I that have been indifferent long must cast
My sight towards every howling quarter

(my gaze towards every scowling quarter)

To judge what blast has heaven charted.

Whét is some demagogue’s song

Tb level all things what is bellows blast.

II

-Nor am I the first father that has many &nothe? father may
have stood |

Where and weighed ( ) As I stand rnow beside this cradle:
hood

And judged by the time beside

And as all times have trouble, this one

Thought the masters of the world ran gone wild

And racked his brain to think of all

That might that sleeping child befall



And what were the best prayer to pray for the
And prayed as of some charmed gift :or his child
And what to ask to heaven for the child

And what prayer might be best

F.2r

Once more the storm....

Bred on the Atlantic can be checked.

Not by that storm am I perplexed

But by the storm that seems to shake mankind

The third stanza in F.2r

III
I pray god grant her beauty and yet.not
{Beauty enough I pray her do yet not)‘v

s s 0

F.3r
1v

Helen being chosen..........

So it is plain great beauties eat

Some crazy ( ) amidst

A crazy salad with their meat.

Nor find gather a better till all dhys are séen

That never should in wholesome sun

Whereby great pleniy's horn is half undbné:
v

Chiefly in courtesy I have her deeply learned

but in all courtesy I would have her learned

In courtesy I°'d have her.....

From a glad kindness cannot take his eyes



VI
Grant her an even temper and good health
Grant her a quiet manner and good health
A Husband children and a little wealth
Yet not enough for joys that have no part
in the self delighting heart
On that, when/all eyes upon a promised_tace
With present facea quarrel
O let her live likelaome éreen laurel
That is rooted in one dear, perpetual piace.
F.4r gives an entireiy new version of stanza 6.
VI
O let her live contented as a bird
That in the left hand bush a moment heard
A moment later on the right hand sings
And will nét though it clap its wi‘ngs“
For the excitement of an unknown'f;ce
With customary faces quarrel
O let her live like & green laurel
Rooted in her dear perpetual place..
VII
Because those causes I haave most appréved
And certain things and people I haQe 1o;ed
Have prospered little my own mind of late
Has grown half barren from much hate
And therefore pray one gift of all gifts chief

Hatred once driven from the mind



That bird need never toss - in the wind
Or that green leaf become a yellow leaf;

F.4r
: VIII

And seeing that intellectual hate is the worst
Let her think all opinions are/be worst.

O 1 have seen the loveliest woman born .

+++.An old bellows full of angry wind.
IX
Considering....
The soul draws near its first innocence

.....

..... Every bellows burst be happy still.

(CFR. Stallworthy, 1963)
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