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PREFACE

Ever since the study of Sanskrit literary theory has
devalopad as a full-fledged and independant disciplinse,
critics have endeavoured fto discover corresponding features
betwaen the concepts of Sanskrit poetics and ths literary
theonries of the West. Such an exarcise has become speciaily
fruitful in the pressnt cenftury, since a rise in the study of
linguistics and stylistics has shapsd the development of the
current literary theories. The languége of literature has
bacome, almost for the first time in the west, ths object of

claose critical attention.

In India, on the other hand, language has baessn at the
crux of almost all the literary thsoriess; whether it bs the
Rasa-theory of Bharata, the Dhvani-theory of Knandavardhana,
or the Vakrokti-theory of Kuntaka. As language-based
theories of literature have evolved in the West, we can now
more readily speak of correspondences between Indian and
Western criticism -~ not only bstween ths concept of Rasa-
realisation and the Aristotelian notion of catharsis (as wall
as T.S.AEliot's postulation of the objective correlative),
but also between formalism and the Vakrokti—tha§ry, both of

which havse 3 common foundation in the concapt of

defamiliarisation or the deviant use of language. Or we may

(i)



note the only too obvious similarities between the Dhvani-
theory of ‘Anandavardhana and the reader-recaption theories

put forward in the twentieth century.

In the light of the foregoing, an attempt is mads in
the present work to compare two concepts: the Western concspt
nf the sublime as enunciated by Longinus and +the Sanskrit
theory of Riti, evolved systematically and coherently for the

first time by Vamana.

For this work, | remain indsbted to many: Most of all
to Dr. Kapil Kapoor (fto ;hom I owa a greater debt of
gratitude for reviving and channeling my interest towards
Indian literary theories}) - for his constant sncouragement

and supservision,

i would also like to thank all my friends for the

pains they took to rsad and record for me.

I also wish to express my gratitude o Mr. S.P,
Sharma for his invaluable assisftance in getting this work

ready.

Finally, 1 would like to thank Vesna and Rseta for

their timely assistancs.

Vinay Verma



NOTE

Since quotations from the primary itsxts are frequent,
references to their titles have been abbreviated. The
Kavy3iamk3arasutra has been rendered as K.A.S., and 0On the

Sublime has bessn referred to as 0.T.S.
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1. The Subject of Enquiry

This work proposes to undertake a detailed analysis,
followed byra comparative study, of two freatisaes: Vamana's
Kavyalamkarasutra and On The Sublime, a3 work ganerally
attributed to Longinus} As our prefatory remarks would
suggast, soms amount of similarity is5 to be axpected betwsen
the theories of the two traditions. But the case of Vamans
and Longinus is an exceptionally striking itllustration of the
fact that two theorists, writing in different parts of the
world at diffesrent times, may deal with similar issuss,
talking in more or less the same terms, and may sxhibit some

degree of similitude in their conclusions.

Both theoorists exercised a remarkable influence on
the shaping of thseir respective traditions, and are heid in
the greatest ssteem by their successors. For ths Augustan
critics one of the most important classical influences was
that of Longinus. A favourable judgment on Shakespeare was
often arrived at by an appmal to the authority of Longinus,
and Pope's praise of Homer's “fruitfulness' in the Preface to
his translation of the /J/iad is also in the +true Longinian

spirit.

The Indian tradition, by its very nature is
cumulative; not only in philosophy and Dharmasastra, but in
a3lmost all the disciplinss. in postics, for instance, the

later theorists, instead of ignoring the speculations of

]



their predecessors, attempted to incorporate some or all of
the elements of these theories within their own systems; with
the result that though their views may differ considerably
from those of their predecessors, they have nonetheless heid

these early writers in high gsteem,.

In V3mana's cass, for example, the doctrine of Riti
propounded by him was later rejected in favour of the Dhvani
theory, but most of the components of the Riti system found a
place in later theorists like Mammata and ViSvandtha. To
take only one instance: Vamana's principls of the
classification of Dogas is adhered to by Mammai{s and some of

his successors.

Moreover, Vamana's work marks 3 great advance on the
preceding poeticians, and represents a landmark in the
history of Sanskrit postics. The history of Sanskrit postics
can be broadly divided into two partg: (1) the pre-Dhvani
period and (2> the Dhvani and the post-Dhvani period.
Credit must go to the theorists of the latter class for
comprohending and defining clearly the locus of literariness
in the principle of Dhvani or suggestion, and evolvéng
coherent theories of poetics centering round it. The pre-
Dhvani writers on the other hand, had only a partial glimpse
of the factors that constitute literariness, and consequently
their - treatment lacks fullness and maturity. But Vamana,

though belonging to the pre-Dhvani period, was able to



formulate a system of poetics, which was not only coherent
and fully-developed, but also, for the first time, took into
account both the form and the aessence of literaturs. His
predecessors, i.e. Bhamaha and Dandin, had bsesen interested
only in ths sxternal garb or the body of poetry. Vamana on
the contrary, enunciated that Riti was the soul (i.ea. the
gssanca) of literature, whose body was constituted by the

word and its sense.

But, interestingly enough, these two treatises
at least from a formal point of view, appear to be as
difforent from sach other as is perhaps possible. Vamana, in
the wmanner characteristic of ths §gstra, presents his ideas
in a ceoncise but lucid style, made especially terse by his
adopt;on of the much-esteemed Sutravrtti form in place of.the
Karika form. Longinus, howaver, writes in the manner of a
learned speaker delivering a lecture before an audience (the
treatise, according to his own testimony, is addresssd to his

friend Terentianus), so that in form the work is closer to a

Bhasya rather than to a primary text of the Indian

tradition.

As 3 consequence of his extreme conciseness, Vamana
puts forth his arguments in the form of an elaborate and
well-organised typology. Longinus, toon, provides his
readers with a broad typology a3t the outset (i.s., the five

sources of the sublime); but whereas Vamana adheres closely



to his typology, imparting a sort of scientific precision to
his text, Longinus is sometimes carried away, as a result of
his enthusiasm, from the subject at hand into lengthy

digressions.

Another reason for the formal difference between the
two texts lies in the fact that Vsmana's approach is
nbiective as opposed to that of Longinus, who devotss
considerable space to the criticism of individual authors.
Such criticism 1is apt to lead any thsorist into lengthy
digressions. And, as if this were not enough, the text of
Longinus, 385 we have it now, is somswhat fragmentary, having
no less than six lacunae4, whiles Vamana's work has besn

handed down to us in its complete form.

These are, however, only formal differences; and they
should not make us lose sight of the basic similarities
between the two trsatises. Even on the formal plane, we may
note that both Longinus and Vamana adopt the same procedure
in supplementing their definitions etc. with apt
illustrations, in order to make themselves as intelligible as
possibie. This distinguishes Longinus and other Western
critics of antigquity from most of the English c¢ritics, who
have for the most part, devoted their works to abstract
discussions devoid of illustrations. In the Indian
tradition, on the other hand, illustrating the point under

discussion is the rule rather than the sxception; so that, at



least in this respsct the older Graeco-Roman texts are closér

to the Indian Sastras.

But of far graafar significance are ths thematic
correspondances between Vamana and Longinus - the
parallielisms as well as the differences which turn out to be
mutually compliementary. For Vamana, the locus of
literariness inheres in the Riti (of which thraes types are
discussed by him), consisting essentially of the beauty of
representation along with that of the subject matter, The
beauty results from a unification of what the Sanskrit
theoristis have termed ‘Gunas’' (i.a., qualities or
oxcellences), aided by the use of Alamkaras or the figures of
speech. Stress is also laid on the avoidance of faults, so
that along with the Gunas and the Alamkaras, Dosas or defects

also find a place in the work.

The R}ti, which litarally means the path by which to
travels may be understood to signify the mode of literary
expression. Vamana states that it is the Riti which is ths
Atm3 (lit. soul, i.e. central principle or essence) of

litorature.

Longinus, too, argues in favour of an underlying
property of ¢great literature, designating it by the word
‘hupsous’ (usually translated as the sublime). This is not

one of many qualities which great literature should possess,

but its very essenca. It is the name given to the effact



achieved by a proper fusion of the other qualities (which
Longinus classifies under five heads, and refers to as the

sources of the sublime). These gualitiss are :

(13 ability to form grand concepltions;
2} the stimulus of powerful and inspired emotion;
(3} the proper formation of the two ftypes of figures -

figures of thought and figures of spegach;

(&) the crastion of a noble diction, including the choics
of words, the use of imagery and the slaboration of
style; and

(5} dignity and elevation (D.T.S., Sec.B8).

The last three sources refer specifically to the wuss
of language, and sven the first two require, in Longinus' own
words, "the command of language, without which nothing
worthwhile can be done."™ It would not be wrong, therefore,
to conclude that like Vamana, Longinus too is concerned with

the mode of expression suitablse for literature.

It may be argued that Vamana's comparison with
Cicero, Demetrius or Quintilians, rather than with Longinus
wogld be mors aé}ropriate. These writers distinguished
three (four in the case of Demetrius) kinds of styles, while
Longinus does not attempt any classification of styles.
Moreover, Longinus is associated with passion and ecstasy,

with enthusiasm and inspiration, and his treatise is hailed

as a victory of passion over verbal rhetoric,



While accepting their affinities with Vamana, we
would like to point out that the influence of Demetrius and
other rhetoricians of his. time on English criticism has besn
quite negligible when compared to that of Longinus.
Furthermore, the critics who stress the importance of passion
in Longinus’ theory7 tend to pass rather lightly over his
remarks on language, which, as Wimsatt and Brooks havs
notada, fill a very largse part of what survives of the work.
Any discussion which leaves out the linguistic dimensions of
the subiect may do some justics to the sublime of Edmund
Burkeg, but not to ths concept of the sublime as found in
the treatise of Longinus. Despite his talk of transport
and rapture, Longinus does not outline any systematically-
developed theory of esthetics. {Such a theory perhaps formed
3 part of his observations on passion, which are no loenger
extant). The only fully-developed system that the assay
presents discusses the mode of expression proper to a
literary text, which in its turn sways the reader and takses
him out of himself. One could almost say that like Vamana's
word ‘Atma' (Soul) Longinus' "hupsous' (Lit. height or

2levation) is nothing more than an illuminating metaphor.

Finally, let us take the argument that Longinus does
not take into account the different kinds of modes, as Vamana
and the Riti theorists hasve donse. It is true. that
distinctions of this kind are not stated explicitly in the

treatise, though this is probably because three or four kinds



of verbal styles had begen generally accepted by his time, and
Longinus tonk the subisct to be a part of common knowledgs.
We may even conigcture that there was a passing reference to
thom in one of the lacunae, most probably in the one
appmsaring 3t the end of the sescond ssction. At any rate,
whaen the third section resumes, Longinus is in the middle of
3 discussion of the vicses bordering on sublimity, of which
three are named: (1) Bombast, (2} Puerility and (32 False
sentiment. The sublime is repressented as a2 kind of m@mean
betwean thease vices. S.K.De toco, in tha course of his
analysis of Vamana, notes that the Vaidarbhi is the complete
or ideal R;ti, which unifigss all the pogtic sexcsllancsas,
whereas the other two encourage extremes. The Gauqi lays
stress on the ¢grand, the glorious or the imponsing, the
Paficali on softness and sweetness; whereby the former loses

itself often in bombast, the latter in pro!ixity.lo

Besides, Longinus' awareness of the different modes
is illustrated by his treatment of the five sources of the
sublime, which implies that anyonse of the sourcss, or any
combination of them, can lead to the sublime. He was
evidently conscious of the different kinds of sublimity,

though he does not name them explicitly.

2. The Method of Analysis

From these reamarks it is not difficult to concluds

that for both Vamana and Longinus, the discussion of language



is of the utmost importancs. Since ws propose to carry out
3 comparative study of the two texts, assessing the
contributions of the two critics and their relative merits, a
linguistic model can come in handy for our purposa.
The comments of Norman Page may be of a speciasl assistance in
osur endeavor fto formulate such a modsl, He notes that most
discussions of literary language, apart from ths most gsnseral
and theoretical ones, may be grouped under one or more of
four main heads, according to whether they semphasizs or
concentrata on (1) vocabulary and diction, (2) gramm3r and
syntax, (33 imagery and the wuse of figures, and (4)
versification and such phononlogical elements as rhyma, rhythm

and onomatopoeia.

Being one of the most obvious features of a writer's
individual style - the quality which makes a passage by him
immediately rscognisable to those who have some scquaintancs
with his work - diction has received much attention from
theorists. Longinus® fourth source of the sublime is nobls

diction, and s number of Vamana's Gunas refer specifically to

the choice of words,

But an author's lexis - his individual choice from
the stock of words asavailable in his time - is, after all,
only one aspect of his language. Dictionaries,

indispensable though they are, convey 5 false impreossion by

treating words in isolation; for in practice words are ussed

10



in conjunction with other words, and acquire at least apart
of their meaning from the company they kesp. Litsrary
theorists before the 20th century tend to pay little
attention to syntax. Longinus makes some observations about
syntax in the course of his discussion of figures (0.T.S.,
Sac. 213, For Vamana and other Indian theorists syntactic
variation forms one of the bases of the classification of

figurses.

Imagery 1is an slement that has received close and
some times systematic attention, in the 20th century as well
35 1in earlier critical writings. In the West, a discussion
of imagery usually impliss a focus on the use af waetaphor,
which has bsan assigned a special position in the schems of
figures. With Indian theorists, such a discussion includss
not only the metaphor, but a number of other figures also.
This is the subject on which both Vamana and Longinus have

much to say.

No account of the resources of literary language |is
completa without some reference to that dimension of words
which relates to their suditory effect; the combination and
repetition of the sounds of vowsls and consonants, the tempo
and inflection that the words impose wupon the sensitive
readser, the rhythm (whether highly patterned, as in wmost
verse, or more irregular, as in most prose), stc. Under this

head would be covered the treatment of verbal tropss like

i1



Anuprase and Yamaka by Sanskrit writers. In the West, thesse
phonological devices have recsived attention both in the
present century and in tha works of older writers. Longinus’
fifth source of the sublime, i.e. dignity and ealevation,
takes under consideration some phonological devices, such as

the sound of words, repetition, rhythm etc,

But these categories alone, useful as they are, would
not be enough for our present purposse. In the course of
their discussions Vamans and Longinus dwsell on some sourcss

of ltitsrariness which the asbove categoriss would not tftake

into account. Longinus’' first source of greatness - grand
conception - is a3 case in point, which is defined in non-
linguistic teras. Similarly, some of Vamana's Gunas and

Alamkaras relating to m;aning would have to be left out if we
woere to adopt a purely linguistic approach for our analysis.
Such an exciusion would not do justice to seither of the
theorists, and so we propose to take into consideration
factors of 3 non-linguistic nature, such as those reiating to
content etc., alongside the study of literary language as

analysed by the two critics.

Kesping all this in mind, we propose fto evaluate the
two texts in terms of their own typologies - 1i.e., the
Kavyalamkarasatra with respect to Doga, Guna and Aladkara and
On The Sublime in relation to the five sources of elevation.

For purposes of arriving at the conclusion of thse



investigation and a comparative evalustion of ths two
critics, this would bs followed by an sgxamination of thse
texts in terms of the linguistic categories supplisd by
Norman Pagse, supplemented by a consideration of ths non-
linguistic elements that are incorporated within the two

theories.

3. The Constitusnts of Riti

Before we move on to the Kavvalamk3rasotra, et s

briefly outline the general characteristics of Riti and the
relative positions of its constituents, i.s., Dosas, Gunas
and Alamkaras, aé found in thse works of Vamana's
predecassors. Besides making it weasiser to follow the
arguments of_ Vamana, this will also enable us to make a notas
of the advances mades by him on the earlier theorists, since
Dosas, Gunas and Alamkaras are the basic building blocks of

3lmost ail the theoriss of Sanskrit postics,

The Dosas or defects

With the sxception of Bhamaha snd Dandin, theorists
usually deal with Dosas before they go on to spasak of Gunas
and Alamkaras. This is avidently in keasping witk the
popular maxim that evils should be avoided prior ¢to one's
pursuit of welfare. The Dngas figure as negative attributes
- as features from which a literary composition should be
fras. Whatever controversy might have axistead among

theorists of differsnt ages and schools regarding the

13



character and relative importance of Gupas, Alamkaras stc. in
their systems, they have ail agresd wupon one fundamental
point, namely that they have insisted upon the avoidance of
Dosas or defects, since these, 3s their very name indicates,
have a deterring effect on writing, inasmuch as they mar its

beauty.

The seventeenth chaptsr of PBharata's MNatvasasira
{Chaukhambha text) gives us, for the first time, an outline
of Dongas along with other topics pertaining to postics. The
general theoretical position of the Dosgas, Gunpas and
Alamkaras in Eharata’s scheme appears £o be that they
constitute the beauty or otherwise of the language in which
dramatic characters speak. it is in this way that they bear
3 relation to Rasa or the principal dramatic moond 1in 3
composition, which is the primary concern of Bharata. Wa
come across 3 list of ten Dogaslz, of which seven ars the
defects of wmeaning (referring to instances of obscurity,
incoherence, repetition of the same meaning mstc.), while the

remaining ones pertain to form (defective collusion of words

atc.). .

The first work on postics proper, Bhamaha's
Kavyalamk3ra enumerates two sets of Dosss - one in the first
chapter, and the other in the fourth. The first sst

. 13 . . .
consists of ten Dosas , six of which are defacts of meaning.

The remaining four account for the defective use of words,

14



which may lead to such blemishes as harshness and improper
signification. All these are mentioned in a context wherse
Bhamaha has besen speaking about the general characteristics
of posiry. These Dosas reprasent faults in Vakrokti {artful

iocution}) and may bse termed ‘Vakroktidogas'.

The second list of Dosas (chapters 4-5) comprises of
eleven defects, and hers also the defects of form are
intermixed with those of meaning. While the first list of
Dosas concerns Vakrokti or the inner nature of poetry, this
second list mentions only such defects as ars mors or less

extesrnal.

In the third chapter of his work, Dandin enumeratses
ten Dogasla, which are in name, substance and sven the ordsr
of enumeration identical with Bhamaha's second li#t of Dosas,
with the only sxcesption of the sleventh fault. This is the
Dosa of defective logic, which is recognised by Bhamaha,
though rejected by Dandin as 3 fault difficult to judge and
unprofitable to discuss. The problem, according to him is a
purely technical one, and beslongs wmainly to the domain of

»

logic; a dry discussion of it in poetics would be both

inappropriate and ussless.

Bh@maha's first list of Dosas corresponds in general
to the features which Dandin mentions as absent in  the
Vaidarbha mode of composition and characterizing the

- i85 . . .
Gaudamarga. Most of them are not mentionsd sxplicitly, but

15



they

are understood to be the opposites of ths

are to be found in the Vaidarbhamarga.

Dogas

may vary with esach writer,

Gunas

which

A number of characteristics are generally defined as

Tabte - 1
Defact
1. Cacophony

Grammatical
incorrectnsess

Absence of
Collusion
betwasn
lettors

Lapse in
metrical
structurse

Misplacement
of the hiatus

Absance of the
proper soquencs
of words

Indacorousness
Collusion of
words giving
rise to inde-

COrOUSNess

Obscurity

by these theorists,

Name given
by Bharata

though the names assigned to

Name given
by Bhamaha

them

3s the table below illustrates:

Name given
by Dandin

§abdacyuta

Visandhi

Visaasa

16

Srutikasta

§abdah§na

Visandhi

Bhinnavrtta

Yatibhragga

Apakrama

érutidugﬁa

Kalpanadusta

Kligga

éabdahzna

Visandhi

Bhinnav;tta

Yatibhra§§a

Apakrama

Contd...



10.Farfetched- Gudhartha Neyartha and -
nass of ex- Gudhasabdabhidhana
praession

11.Word used in a - Avacaka -
fittle-known
sense

12.Word used in Arthantara and Anyartha -
a seonse that Bhinnartha

it does not
carry at all

13.Meaninglass- Arthahina - -
n8ss

14.Tautology Ekartha Ekartha Ekartha

15.8¢lf-contra- - Vyartha Vyartha
diction

16.Absence of Abhiplutartha Apartha Apartha

collective
meaning reasul-
ting from un-

connectad

phrases or

sanisnces
17.Dubiousness - SaSamsaya Sasamsaya.
18. Indecorousness - Arthadugga -

of meaning

19. Incompatibi- Nyayadapsta Ayuktimat and Desakalakala-
lity with place, Desakalakala- lokanyaya-
time, the canons lokanyaya- gamavirodhi
of art, ordinary gamavirodhi

gxperience, thae
scriptures or
tradition
20.Daefects of Nyayadapsta Pratijnahetu- -
logic drst{antahina
The discussion of Dogas raises some interesting

issues; for example, the question whether the presence of

defacts in a particular places mars the ponetic affsct of that

17



single part, or of the whole poem as such. Daggin clsarly
holds the latier view, for he emphatically snjoins that sven
a slight defect ought not’to bes tolsrated in poetry, as seven
3 single leprous spot is sufficient to render 3 handsoms body
ugly.l Though Bhamaha doas not have anything to say on
this point, Dandin's view is usually accepted and elaborated
by latsr writars.17
The question whether or not the Dogas universally mar
the poetic effect has also received soms attention.
Theorists right from the time of Bhamaha weres aware of the
fact that what is ordinarily understood to constitutse a.
fault serves to enhance the postic charm in cartain
circumstancss {or at least cogases to be a3 fault); for _
instance, when it is in keeping with the situsation dspiciaed,
or, in the words of later theorists, maintains the rules of
propriety. In the words of Bhamaha:
Sometimes even obiectionable words shins by the
position given to them, just as mere gresn leaves
look pretty when interposed amidst the flowars of
garlands. Some objsctionable words attain a gracs on
account of the place thesy occupy, just as collyrium,
which is really dirt, when appliaed f£to eayes of a

baautiful damssl.“ls

As P.C. Lahiri has notedlg, no writer of +ths pre-

Dhvani schools, with the axception of Vamana, offers a

i8



general definition of Guna. All these sarly writers have
thought it sufficient to mention the different Gunas as
undefingd excellences of poefry, assigned a place to them in
their systems, and mersly described and classifisd various

kinds of such excellences.

A fundamental distinction between Gunas and othsr
poetic elements such as Alamkaras and Laksanas 1is not
apparent in Bh3rata's work, for he seems to takes them as
beautifying factors of postry generally. He names ten
Gunas, viz., (1) élega, ({2} Prasad, (3) Samata, (4) Samaddhi,
(5) Madhurya, {(8) Djas, (7)) Saukumarya, (B) Arthavyakti, (S)
Udarata and (10} Kinti,zo which are described as - the
negations of the Dogsas. The definitions of thse Gugas are not
g3sy to grasp (egspecially as they ars not illustrated), and

the commentators differ in their interpretations of them.

Bhamaha does not appear to attach much importance to
the elesments of Gupa and Riti, and he nowhere usaes the term

Ly

Guna' in his work (except in connection with the figure
‘Bhavika’, which has been designafed as
‘Prabandhavigayagugam‘21, but where the isrm does not s8em to
be restricted to the technical poetic excellence that we ars

dealing with but refers in a wider sense to poetic besauty in

gensrall.

At the beginning of the second chapter Bhamaha

enumerates three esntities, viz., Madhurys, 0jas and Pras3da,

18



which are the names assigned to some of the Gunas of Bharata.
But unlike Dandin snd V3mana, EBhamaha does not speak of them
in connection with what we call Ritis (referred to by him as
‘Kavyas'), but holds that these three entities should be
presant in good Kavya genserally. So his Gugas are absolute
entities, bearing no relation to any othar poetic s=slement.
The differences in the length and number of compound words

are the distinguishing features of thase Gunas.

Dandin is the sarliest writer who treats of the Gunas
in connection with the Ritis (which he calls ‘Margas'?. In
the first chapter of his work Dandin discusses at some length
the special characteristics of the two modes of composition,
namely the Vaidarbha and th Gau@a, and 1in this conteoxtf
gxplains ths application or otherwiss of the ten standard
Gupas or exce!lancss.zz They are identical with Bharata's
Gunas in name and number, but Dandin's conception of his

Guqas differs somewhat from that of Bharata.

The Gunas form the distinguishing features bstween
the two Mirgas. They are described as the life-breath of the
Vaidarbhamarga, while the Gaudamarga often preasents a

different aspect of thesse Guga.s.23

The following table is an attempt to briefly outline
the characteristics of the Gugas as defined by the threse

thaeorists:
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Table - 2

Name of the
Guna

Bharata’'s concaption
of the Guma

Bhamaha's Conception
of the Guna

Dandin's conception
of the Guna

i. §le§a

2. Prasada

3. Samata

4, Samadhi

5. Hidhurya

Coalescance of words
connactiad with ons
another through tha
collection of
meanings desired.

Comprehension of
the sanse, (sven
if not diracthly
stated) dus to ths
clearness of sx-
pression.

Evenness dug to the

asbsance of redundant
and difficult words

and fraadom from foo
many compounds.

Special charm in the
sansg which is wundar-
stood by the
connnissaur.

Sweetness whare a sen-
tence, even afisr
repeatad hearings or
readings, doss nol
produce wearinsss or
disgust.

Ease in compre-
hension, limited
usa of cospounds.

Composition which
is pleasing to the
g23r and fres from
long compounds.

Compactness dus to
the use of syllables
containing aspirated
lattars.,

Eass in comprehsn-
sion, dua Lo ths
absence of far-
fetched exprassions.

bEvennass of syllabic
structurae,

Metaphorical anda of
exprassion resulting
from the transfersncs
of the qualitiss of
ong thing o another.

Eaploymant of alli-
teration and an
absanca of vulgarity,
producing 3 pleasing
affact.

Contd, ..



5. Dias

7. Saukumarya

8. Arthavyakti

9. Udarata

10. Kanti

Though the splitting

Sabda and Artha did not, 35 a3 thesory, deovealop

of Vamana,

balonging

i}s of varisd,

fied coampounds, having
lattars agreeable Lo
one another, richnaess
of word and sense so
that sven a low objact
becomss worthy of
agxaltation,

Agreeably employed
words and wall-
connected suphonic
units, producing an
agrasable sanss.

lamediate apprehen-
sion of the meaning,
description of the
real nature of Lhings
by means of well-known
pradicatas.

Exaltesdness markad by
supar-huwman and other
variad feelings aspe-
cially in the Erotlic

and Marvellous Rasas,
charming idess sxprassad
in salegant and
paronomastic languags.

Words and gestures
which appeatl to the
mind and the ear.

Employmant of long
striking and digni- compounds.

up of these Gunas

Superabundancs of
coapounds,

Absence of harshness
due ko the use of
mostly soft syilabtss.

Explicitness of sanse,
wheres there is no nane-
ssity of bringing

over axtraneous words

or ideas for the compla-
tion of the senss.

Elgvation consisting in
the sxpression of some
high asrit by commandabls
or asulogistic epithets.

Absence of the unna-
tural and the incradible,
making the composition
agreasble to the whols
world.

as relating to

till the tims

the Gunas of his predacessors can be understood as

to the word or to the senss.

SV
)

instancsa, it



would not be wrong to hold that Dandin's glega and Samata arse
éabdaguqas, his Smadhi and Kanti are Arthagunas, whereas his

Madhurya refers both to Sabda and to Artha.

Theorists of all ages have dealt with Gunas alongside
the Dosas, establishing a relation between the two elegments.
Bharata’'s Dogas are "positive sntities’, i.e., they have besen
given a positive wvalus besides their inhsrent nsgativse
capacity, and the Gunas are dascribed as the negations of

24 . . .
thase Dosas. The reason for this sesams %o be that it is
easier to identify a fault and grasp its function, while an
axcaellence is more eagily comprehendsd by conceiving it as a
negation of and easily-understood fault. As we shall ses
later, th&s position of Bharata is criticissed by Vamana, who
endows his Gunas with a positive value and regards the Dosas

as their negations.

Bharata's position would imply that the mere absencs
of Dosas is an excellence, and even those writers who do not
accept his views on the Gunas suggest that the absence of

faults itseif is a grest merit KesavamysSra writes;

The absence of faults is an excallence.25 It is for
this reason that theorists gensrally lay a greater
smphasis on the absence of Dosas than on the presence
of Gunas and Alamkadras. The later opininon regarding
the natures of Guna and Dosa appears to be that weach

of them conveys a positive meaning, despite the fact

23



that some Dosas approach the condition of Gun3bhava
(the absence of Gunas), and soms Gunas approach the

- - . 26
condition of Dosabh3va (the abssnce of Dosasi.

The Alamkaras or Figuraes

Though all Acarvas list, classify and discuss various

figures of speach, they do not always agrese among themsslves

about the number of fizures and the principis of

citassification. Bharata names and illustrates four figursass,
: - - " . 27 —

viz. Upama, Rupaks, Dipaka and Yamaka. Bhamahsa reagards

Vakrokti or artful locution as being at the root of 3il

Alamkaras, and defines and illustrates 39 Alamkaras

{chapters 2 & 33}, Dandin deals with 36 slamkaras - simile

and other ideal figures in the second chapter, and Yamaka or

chime in the third.

The following is5 an alphabetical list of figurss
found in thes works of Bharats, Bhamaha and Dapdin. Az
oppesed to Dosas and Guqas, the general characteristics of
the Alamkaras as defined by theorists down ths ages have
remnained more Or leess similar (though there may ba
differences in the number of subwvaristies of individual
figures and other minor details), so that we havs not
provided their definitions hera. These will be taken up in
the context of Vamana's figures. The list is an adaptation

., - 23
of F,.V Kane's tist of Almk3ras. B

)
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10.

11,

12.

13.

14,

15,

16,

17.

An Alphabetical List of Alamkaras

Kkgepa: Found in Bhamaha and Dandin.

Ananvaya: Defined as an independent figure by Bhamaha
alone. Dandin regards it as a variety of Upama,
calling it ‘Asadharanopamd’.

Anuprasa: Found in Bhamaha and Dandin, the lattsr
defining it in the context of his Guna Madhurava.
Apahnuti: Found in Bhamaha and Dandin.
Aprastutaprasamsa: Defined by both Bhamaha and Dandin.
Arthantaranyasa: Found in Bhamaha and Dandin.

Réi@: Found in Dandin; According to Bhamaha this |is
not accepted a5 a3 figure by all theorists.

Atisayokti: Found in Bhamaha and Dap?in.

Avrtti: Treated by Dap?in alone.
Bhavika: Found in Bhamaha and Dandin.

Dipaka: Defined by Bharata, Bhamahs and Dandin.

Hetu: Found in Dandin alone.

Lava or Lesa: Found in Dandin; Bhamaha doss not accept
it as a figﬁre.

NidaraSana or Nidarsana:{ Found in Bhamaha and Dap?in.
Parivrtti: Defined by both Bhamaha and Dandin, But
Bhamaha says that it should contain Arthantaranyasa
within it.

Parysyokta: Found in both Bhamaha and Dandin.

Prativastupam3a: Regarded as a varisty of Upama by both

Bhamaha and Dandin.
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i8.

19.

20.

27.

28.

29.

Preyas: Defined by Bhamaha and Daqgin.

Rasavat: Found in Bhamaha and Dandin.

Rupaka: Found in Bharata, Bh3amaha and Dandin.

Sahokti: Dsfined by Bhamaha and Dandin.

Samahita: Found in both Bhamaha and Dandin.

Samasokti: Defined by Phamaha and Dandin.

Samsrsti: Found in Bhamaha and Dandin; the latter
calling it ‘Sa&k;rga', which includes both Sa&st§Pi and
Samkara in it.

Sasandeha: Defined by Bhamaha as an independent
figure; Daqgin includes it wunder Upami, calling it
‘Samsayopama’.

Sakgma: Defined by Daq?in 3lone, Bhamaha denies to it
the status of a figurs.

glega or glig;a: Found in Bhamaha and Dandin.
Svabhavokti: Defined by Bhamaha and Dandin. As
Bhamaha regarded Vakrokti as the principle wunderlying
all figurative expression, hae was unwilling to accept
it as a figure; it appears that as a concession to his
predecessors he acceded to the view that Svabhavokti is
an Alamkara. Dandin refers to the figure as “Jati’
also.

Tulyayogitaz Found in Bhamaha and Dap?in. The lattesr
adds that it should be smployed with a view to praise

or blame the obisct described.

Udatta: Defined by Bhamaha and Dandin.
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33,

37.

38.

39.

Upam;: Found in Bharata, Bhamaha and Dandin.
Upamarupaka: Defined as an independgnt figure by
Bhamaha. Dandin includes it under Rupaka.

Upameyopama: Treated by Bhamaha as an independsnt
figure. Dandin takes it to be a variety of Upama,

catling it "“Anyonyopama'.

Urjasvin: Found in Bhamaha and Dandin.
Utproksa: Treated by Bhamaha and Dandin.
Utpreksavayava: Defined by Bhamaha as an independent

figure, and included by Dandin under Utprekga.
Vibhavana: Found in Bhamaha and Dandin:

Virodha: Defined by Bhamaha and Dandin.

Visesokti: Treated by both Bhamaha and Dandin.
Vyajastuti: Found in both Bhamaha and Dandin.
Vyatireka: Defined by Bhamaha and Dandin.

Yamaka: Found in Bharata, Bhamaha and Daq?in.
Yathasamkaya: Defined by both Bhamaha and Dandin.
According to Daq?in, it is stylesd “Samkhy3ana' and
‘Krama also.

We do not come across any classification of figurfs in
Bharata's work, perhaps because their numbsr is so
small. Bhamaha and Dandin give 3 twofold

classification of figures into Sabdalamkaras (devices

of verbal form, such as Anuprasa and Yamaka) and
Arthalamkaras (devices of msaning such as Upama,
Rupaka, etc.). In the latter class, figures involving

27



similarity are the wmost abundant in postry. The
importance of Upaﬁz or simile involved in other figures
is recognized from Bhamaha's time, and it is given a
place of honour at the commencesment of the discussion
of ideal figures in most treatisss on sanskrit postics.
The special @mention of the defects of upama (for

. - 29 . .
instance by Bhamaha ") also suggests its all important

place in the system of figures.

The Ritis

As V. Raghavan has pointad outao, we first hsar of the
Ritis in the introductory verses at the beginning of
Baqabhaqga's (Harsacarita). Distinguishing four
prevalent modes of composition, Baga writes that the
Northerners abound in double entendres, the Westarners
write the bare idsa, the Southernsrs roll in
imaginative conceits, while the Easterners make a3
display of wordy tumult. In other words, he has spoken
of four different styles, sach definite and distinct,
with its own emphasis on one particulgr featurse, but
has voted for carping away an overemphasis on any of
these four characteristics, and for wm@moderately and
appropriately combining them in one good style, which
looks tike the aesssnce of the four.

By the time of Bhamaha and Daqqin, W8 COm@ AacCross

only two modes of composition, the vaidarbha (Southern}



and the Gauda {(Eastern’. {The Northern and the Western
onas, which existed in Biga's time area lost s, The
conceptions of these also had undergonse soms changs,

and the Vaidarbha mode was genarally preferred +to thse

Gauda, as the latter abounded in sxcessss of figures
3nd sound-sffacis. Accapring the currsnt habit of
distinguishing writing into two modgs, Bhamaha

nonatheiess argues that both are accepltabis if fthey 4o
not overdo their special features, but possess the most
genaral and necessary virtuss of ali good compositions.
He points out the possibility of 3 good handling of the
Gauqi, and simiiarly thse possibility of a bad
Vaidarbhi. He would not stress these two catch-words
very much bul would emphasize the other features of
greater importance which all good compositions should
havae. At any rate, he doss not us® the term "Riti’ Lo
dennte the two modes, but refers to them as ‘Kavyas' -
a3 word which literally means “poetry’, but is ussd to

signify literature in genaral'31

Tha term ‘Riti' as s;andardiza by ¥3mana doss not
appear in Dandin's work sither, who uses the expression
‘Marga’ (tit., path) to designate the two modes of
writing prevalent a3t his time. He wexplains the
appiication or otherwise of the iten Gupnas (which form
the criteria for %the distinction bstwsen the two

modes!. and gives 3 somewhat preferential freatment &0



the Vaidarbha. But despite his professed partiality
for the Vaidarbha wmode hs gives the Gauda its due
recognition as a Mgfga of a different type, which might
not have been totally acceptable to himself but which
had an established tradition of its own, differing in
many rtaespacts from the widely prefesrred Vaidarbha.
Moreover, at least five of the ten Gupas are the
sssential features of Gsuda literaturs also; and if the
Gaudas writers deviate from the other Gunas, it is done
for the purpose of atftaining a differsnt ideal.az

It is on this groundwork laid down by his
predecessors that Vamana srected his theory of R;ti.
He not only developed what he found in the works of
these early writers, but also smoothed out the

irregularities of Bharata, Bhamaha and Daggin, and

chalked ocut 3 coherent theory of R;ti.
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VAMANA AND THE THEORY OF RITI
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CHAPTER - [

VAMANA AND THE THEORY OF RITI

i. lIntroduction

The Kivyéla&kgrasatral is divided into three parts:
the Sutras, the Vgitti thereon, and the examplqs. As wo
noted in the last chapter Vamana writes in the "SUtra" style
as opposed to the "Karika" form, in which his predecassors

(and most of his successors) composed their works.

The work is divided into five Adhikaranas or chaptars
which are further subdivided intoc Adhyayas or sections. The
first Adhikarana is wentitled “Sarira"™ {implying in this
context, the constituents of literaturs), of which the first

Adhy3ys is devoted to a discussion of the uses of literature.

Vimana starts with the proposition that poetry (i.e.
literature) becomes accapiable by reason of Alamkara or
embellishment (K.A.S., I, I, 1), and the accompanying Vrtti
dafines poetry as the word and subject-matter adorned by the
qualitiss and the figures. The word “Ala%kira“ gensrally
refers to the figures of speech, but as the next Sutra
states, here it is used in its wider sense and stands for the
principle of besauty (K.A.S., I, I, 2, As it is sssential to
literaturse, the means of achieving this embellishment are
next pointed out (K.A.S., 1, |, 3. These are the avoidancs

of faults and the utilisation of the excellences and figures.
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The Adhyaya ends with some general remarks on the uses of

iiterature.

The next Adhyays opens with a statement concerning
the importance of the faculty of discrimination for a writer
(K.A.S., i, 11, B8), and the Sutra proceeds to its central
theme, i.e. the discussion of the Riti. At the very outset
Vamana asserts boldly the csntral importance of Riti, calling
it the soul or essance of writing (K.A.S., I, II, 863, Tha
succaeding Sutra defines it as the particular arrangement of
~words, which results chiefly from the harmonious blending of
ths Gunas. We may note here that VYamana is the first writer
on poetics to make any statement about the sassence of
literature; for his predecessors the study of poatics was

confined to what they call the body of literaturs.

Next, Vamana distinguishes three kinds of Ritis wviz.
the "Vaidarbhi", the "Gaudi", and the "Pancali" (K.A.S., I,
i, 9. The names proceed from diffsrent geographical
regions and are based upon the names of places in which the

Ritis wsere predominant. The ﬂirst of these, i.a. the
Vaidarbhi, is replete with all the Gunas, and does not
possass eaeven the slightest faults (K.A.S., i, tt, 11,
comparable in its sweetness to the notes of the lute. The
Gauq; axhibits a marked pradilection towards Dias

{compactness of structure and boldness of conesption) and

Kanti {richness of words and the conspicuous presence of
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Rasas). To attain these sxcellences, it abounds in long
compounds and harsh-séunding words, and as a consaquence is
totally devoid of sweetness and softness (K.A.S., I, [I, 12).
On the other hand, the Pancali is sndowad with the qualities
that the éaqu lacks: Madhurya (sweetness resulting from the
conspicuousness of words and 3 psriphrastic wmanner of
utterance) and Saukumarys (freedom from harsh words and
disagrasable ideas) are its characteristic qualitias. To
procure the distinctness of words and avoid harshness, it has
to be totally devoilid of harsh-sounding words and long

compounds; and as a result, it lacks Ojas and Kanti (K.A.S.,

I, i, 133,

The above definitions of the Ritis make it amply
clear that the Vaidarbhi is the complete or idsal Riti for it
is flexible enough to unify all the literary excesllences {(and
is, therefore, capable of much variety), whereas the other
two encourage extremes. in this light, Vamana'’s preferencs
for the Vaidarbhi seesms to be justified. He advisgs the poet
to adopt it, rejecting the other two Ritis (K. A.S., 1, i,
14-15), The lattesr cannot even serve the purpose of steps
laading upto the Vaidarbh?, since the naturs of savery Riti is
peculiar to itself - the proper Riti cannot bs attainaé by

one who begins with the improper (K.A.S., 1, 11, 16-181,

The presence of compound words is one of ‘the

distinguishing features betweaen the Gau?q and +the Padc3ali,
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while the Vaidarbhi can exhibit some variety in the use of
such words. When the compounds are absent, it is called
"pure Vaidarbhi", in which sven the slightest excellence of
subjesct matter becomes appreciable (K.A.S., 1, i1, 19-207,
apparently because the absence of compounds results in the

sase of comprehension.

Thus, Vamana systematically develops the teachings of

his predecessors, establishing a auch more intimate
relationship betwasn the Ritis and the Gunas. He adds
Pafcali to the two Ritis of Bhamaha and Dandin, placing it

in diract opposition to the Gaudi a3s a3 mode lsaning towards

the other extrems.

The last section of the chapter focuses on the
squipment of the writer, giving a list of qualifications that

he should possess. These are explained as knowledge of the

auxiliaries of literature, which are groupaed under threse
heads:
1. The operation or action of the animate and inanimate

tgings that constitute the world;
2. The scisnce of postics; and
3. The miscellanises.

The scisnce of postics presupposes 3 knowledgs of
grammar and the lexicon, prosody, the fine arts (singing,
dancing 8tc.), the science of erotics and the science of

politics, The miscellanies include genius  instruction by



superiors, acquaintance with ths subject-mattsr and a

concentration of the mind on the task of composing. Along
with thase they also include technical skill in the
composition of wvarious stanza-forms, the employment of

figures and the choice of appropriate words.

This is followsd by 3 division of litarature into
proses and verse (K.A.S., [, IIl, 21}, of which the formar is

very difficult to compose, since the absence of metrs lends

it an indsfinite charactsr. it can be divided into threse
kinds:

1. Vg.tagandhz, i.e. prose which bears parts of verss;
2. Cﬁrqa, or prose in which the compounds are not- very

long; and
2. Utkalikapraya, or prose that contains long compounds

and harsh-sounding words (K.A.S., 1, 111, 22-25).

These characteristics have more relsvance to Sanskrit than to
other languages, so that it is difficult to provide English
equivalence. Perhaps the clossst parallel in English to the
Vgttagandhz prose would be free verse, though in this case it
is verse which savours of prose and exploits its rhythas,

rather than being the other way round.

The presence of compound words has alrsady been
mentioned as the distinguishing feature betwsen the Gauqz and

the P3ncali Ritis, therefore a classification of prose on

this principle would seem somewhat supsrflusus, The
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distinction has apparently bsen made because being devoid of
the restraints imposed by meire, prose gives greater freedonm
to thes writer; so0 that it can exhibit much more varisty in

the use of compounds than lies within the scope of vsrsa.

Moving on to verse, ths Sutra lists its divisions,
beginning with those based on stanza-forms. There can bse
another classification of verse, according to whether thay
ars (i) stray, or (ii) cumulative. The post is advisasd to
acquire proficiency in the composition of stray verses beforse
he attempts to writs continuous poems, which should bs his

ultimate snd (K.A.S., I, 111, 27-29).

2. The Dosas

The sscond chapter is an sxposition on the subjact of
the Dosas or defects, which are defined as the opposites of
Gunas. Once the nature of the Gunas is understood, the Dnsas
can be comprehendsd by implication (K.A.S.,I11,1,1-2). The
Gunas produce beauty in poetry, so the Dosas, being +their
opposites would naturally detract from this beauty. Though
some of +the Dosas are the exact opposites of some of thse
Gunas, the majority‘ of them spring from an ignorance or
misapplication of the auxiliaries of poetry, so that their

separate msntion becomes necessary.

The Dnsas are grouped under four heads:



(1> Padadogas {defects of words}:

(23 Padirthadogas {defects of the meaning of
words) ;

(3} Vikyidogas (defacts of seniences); and

(4) Vakyarthadosas (defects pertaining to the

meaning of ssntencesy.

The Fadadosas are axplainsd first. These are :

(1) A Sadhutva or grammatical incorrectness (K.A.S.,
(2} Kagiratva or unmelodiousnsss, which results from
the use of a word which is unpieasant to the ear and disturbs
the flow of the verse (K.A.S.,11, 1,86,

(33 Gramyatva or Vulga;ity, which consists in the
use of a word that is current among the common peocple only,
and not among the learned ( K.A.S.,I11,1,7)

(43 Aptatitatva or unintelligibility, consisting in
ths use of expression that constitutse the technical
vocabulary of a discipline, but do not find a plage in usage
(K.A.S,,11,1,8).

{53 Ansrthakatva or meaninglessness, rafsrring Lo
words {fmostly indeclinables) that are added up only for the
sake of filling up gaps of sentences (K.A.S.,I11,1,8), If the
words lend a graceful form to the sentence, their wuse |is

permissible.



Like the defacts of words those related to ths

moaning of words are also five in numbsr. These are:

(1) Any3rthatva, i.s., making 8 word convey & sensse
that is entirely different from 1ts accaspted denotation, but
is only desducibie from the stvmology (K.A.S.,11, 1,11?.2 In
the illustrative verss, the word "Prasmaranti", which msans
“"to forgsti". has besn used in thes senss of “to reamaamber™.
The Iiatisr as3ning is deducibie from the stymology, sinca
the word consists of the prefix “Pra" {excelleant’? and the
varb-root "Sar" {fto remembsr!.

(23 Nevarthatva or the use of a word in a fanciful
sanss (K.A.S.,11,1,12). In other words the meaning desirad to
ba conveved is such as the word is never known to bear, sincse
the logic by which it is assigned to ths word is rather
fanciful. In the sxample "Ulukajit" has been madse to convey
Indrajit (one of the name of Magthanada) by supposing that
since the word "KauSika"™ denotss both "Uluka™ and "indra®
these two may bes considered as synonymous. But an exception
is made for words that have been incorporated in usags,

(33 Gaqhirthatva or difficulty in comprehension,
resulting from the use of a word in a littles . known senss
(K.AS.,11,1,133.,

(4) ASlilatva or indecorousnsss, consisting in the
use of a3 word which has, among other significations, one that
is objectionable(K.A.S.,11,1,14-19). The objgction may b=

dug %o three resasons , according as the word gives rise to
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(i) shame, (ii) disgust or (iii) forebodings of evil. If the
vulgar signification is not a part of common knowledge, or is
only remotely indicated, such words may be used.

(8 Klistatva or obscurity which is caussd by a word
that is used in a far-fetched sense, so that their is a delay
in comprehesnsion (K.A.E.,11,1,201). The defect aiso includes
such disorders in syntax as produce the same affecis

(KCA.S.11,1,22).,

It 1is not difficult to pesrceive that excepting
Asiilatva, all the other Pad3rthadnsas highlight causes which
pose problems in ascertaining the desired meaning. in all
these cases, an unusual meaning is assigned to the word, so
that it is not sasily decipherable. The Dosas are classified

on the bases of the processes by which the wunconventional

meanings are assigned to the words.

The defecits of sentasnces come next in the order of
treatment, taking up the nsxt section of the chapter. The
defects that pertain to the formal structure of the sentaence
are the first to be discussed. Three such defscts are named:

(1> Vgttabhedatva or deficiency in metre, s arising
from a wviolation in the number or order of short and long
syllables of a stanza (K.A.S.,1§,11,2).

(2) Yativhramsatva or'misplacement of the hiatus refe-
fring to instances where a noun or a verb-root is broken up

by the hiatus occurring in the middle of the word, with the
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result that the sentence becomes awkward, Unharmonized and
unpleasant (K.A.S.,11,11,3-43, But if the hiatus disrupts a
collusion betwesn two wo;ds, it is permissiblae. An sxception
is also made for other parts of speech.

(3 Visandhitva or the unharmonious or cacophonous
effects produced by the juxta-position or collusion of two
words (K.A.S., i, i, 7-8). The words may be disjinined
{where the collusion betwssn tham is avoided sven when it is
possible according fto the rules of gramamar), indecorous (whsan
their Juxta-position or collusion becomes indicative of
something wvulgar or indecent, giving rise to shame, disgust
or forébodings of s8vil}? or discordant (resulting from
collusions that are unpleasant to the s8ar and impede ths

~free flow of the varss}.

The last group of Dosas, the Vakyarthadosas or the
defects of the wmesaning of sentences, consists of sevan

members. These are: . !

(1) Byarthatva or contradiction, produced when a word
in a sentence contradicts what precedes or follows it
(K.A.S., i, ii, 103, The defsct may. procesd from an
incomplete knowledge of the lexicon, as the example suggests.

(2) Ekarthatva or redundancy, i.e., repetition of the
same meaning resulting from the use of superfluous words
(K.A.S., it, it, 1173, But the repeftition is not

objectionable if the additional word adds an extra
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qualification, or modifies the meaning in some other mannsr
(K.A.S., ii, i, 12-18), For examplise, in the case of the
word "Muktahara"™, the word "Hara" itself denoites a necklace
containing pearlis, but without the addition of the word
"Mukta"™ (psarl) thers would be nothing to show that +the
neckliace contains only pearls and no other gems.

(3} Sandigdhatva or dubiousnsss, referring to a
sentance in which doubits arise fhrough thes mention of common
attributas and the non-mantion of distinctive characteristics

(K.A.S., 11, 11, 207, In the line
Sa MahatmabhagrvavaSanmahapadamupagatah

it is doubtful whathsr the high-minded person Tfell into
trouble™ (Apadamupagatah) "through ill-luck™ (Abh3gyava3at),
or whather he "rasched a3 high position™ (Msahapadamupagatah)
"through good luck™ (Bh3agysvasat), depending upon how one
choonses fto break the collusions. Such doubts are sespecially
liable to arise when, for the comprehension of the real
meaning thers are no such aids as those of the context.

(4) Ayuktimattva or disregard of usagse, a defect
vary rarsly found in writing (&.A.S., i1, 11, 213. It i3
said to consist in a sentence the signification atfached to
which is pursaly imaginary or illusory.

{5) Apakramatva or lack of symmetry, arising from the
sbsencs of gproper ordesr betwesn the members of two

interconneacted sequencss (K.4&.E., i, i, 217, in the



illustration

Thy fame and glory are like the sun and the moon.
the fame is intended to resemble the moon, and the glory the
sun; and for this reason the moon should have bsen mentioned
prior to the sun in the sentence.

(6 Lokavirodhitva or incompatibility with ordinary
conceptions (i.e., place, time and the nature of things)
(K.A.S., 11, 11, 23); e.g. %o speak of the Kadamba flowers in
Spring (ths Kadamba blooms during the rains onlyl}.

(7) Vidyavitodhitva or incompatibility with
scientific conceptions, which includes the violation of the
astablished principlies of arts and sciences (K.A.S., 1], It,
243 . For instance, the line

Enemiss are conqusred by means of pride, - what,

then, is the need of policy?
is against the science of politics.

The above defects - both of words and of sentences -
originate, for the wmost part, from 3 neglect of the
auxiliaries of poetry, such as grammar, the lexicon, prosody,
the arts and scienges etc. While it is trus that Vamana
improves upon the ideas of his predscessors and gives a much
more scientific account of the Dosas based on their four fold
classification, he coutld not  help adhering to the
conventional number of Dosas. The Padadosas and the

Padarthadogas add wupto ten, as do the Vakyadosas and the
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Vskyirthadogas. To conform to the number, some of the Dosgas
which could have been subsumed within others have been given
an independent status and vics versa. For example, the
distinction between Klistatva and Neyarthatva is hardly

appreciable, since both rely on far-fetched expression.

3. The Gunas

As with the Dogas, Vamana theoretically follows his
predecessors Bharata and Dandin, in ths number and
nomenclature of his Guqas, yat he practically doubles ths
number (as in the case of the Dosas) by splitting up each of
the Gupas as relating to the Shabda or to the Artha. The
distinctions betwsen the Shabda gunas and the Artha gunas,
the Shabda doqas and the Artha dogas, and the §habd;
alamkaras and the Artha alahkaras, as standardized by V;mana,

wers accepted and devalopad by latiter writers.

Perceiving the two fold character of some of the
Gunas of Bharata and Dag?in, Vamana extended it to all the
Gugas; and with the eye of a3 novel theorist read a new aspect
in the Gunas of his predecessors. This will become obvious

a5 we take up the individual Gunas for study.
. .

it may be urged that inasmuch as the Riti (of which
the Gunas form the essence) has been. defined as the
speciality of word-arrangement (K.A.S., I, 11, 7}, what |is
the use of snumerating Artha gunas? The objection is easily

mat; for we amust not forget that the Gunas served to impart
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special charm to the words-structure, and so far as that |is
concernad, it doss not matter whether the Gunas belong to the
word or to its sense, provided that the one does noat go
without ths other. In the case of 3 particular Artha guna,
we are to understand that the Gupa serves o impart
spaciality to that word-struciure to whose senss fthat Guqa
belongs. Or it can be s53id that it embellishes the sensse
primariiy angd directly, and the word-structurse oniy

secondarily and indirectly.

Before procseding on with the individual Gunas,
¥amana thinks it proper to set down clegarly the difference
betwesn the Gunas and ithe Alamkaras, both of which are
included under the term "Alamkara"™ (i.es. bmauty) in the first
chapter. At the outset of the third chaptsr, the Gup;s are
defined as thoss elemants which create or constitute the
charm of poetry (K.A.S., Il1il, I, 1), a function assigned to
both Gupas and Aladkaras by Dandin. The Alamkaras or the
figures of spasch are such entities which ssrve to enhance
the charm already produced by the Guuas (K.A.S., 11, 11, 2.
Hence the Gunas are taken as inseparable attributes of poetry
(Nitya) and the Alamkaras - which are not absolutsiy
indispensable for ths production of literary charm, but only
heighten it - are relegated to a subordinate position. The
Alamk3dras without +the Gunas cannot by themselves producs
beauty in a poem, though the latisr can do so without the

Alamkaras. If literature is compared to a vyoung woman, Lhs
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Gugas would correspond to her youth and beauty, and thse

Alamkaras to the extsrnal ornaments that add to her grace.

As @aach Guna ié split wup and looked from two
different points of view, it would be more appropriate fo
deal with both aspects side by side, instead of taking the
Shabda gunas and the Artha gunas separately, as has been dona

in the text.

Vamana's gunas are identical with those of Bharata
and Daqqin in number and nomenclature, though the order of
their sesnumeration is different. We have not given English
gquivalaence of ths Guqas, as wa have done with the Dosas, for
the nature of Gunas, especially in Vamanas system, is much
more complex than that of the Do§as, and it is very difficult
to provids cofresponding words in English which bear all the
connotations of a particular Guna. The following is a  Drief

account of Vamana's treatment of the Gunas.

(1) Djas.

a) Compactness in the arrangement of words (K.A.S.,
Iti, I, 2). Vamana does not go into details about how the
compactiness is to be achisved, but on the basis of the
illustrations provided by him the commentator Gopandra
Tripurahara deduces that it is due to the frequent wuse of
conjunct consonants. Espacially affective are the
combinations betwesn the letters of +the same «class of

3 . . .
consonants and the conjunction of "r"™ and "y" with other
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letters. The use of compound
syllables are also avoided; if

with comparatively harsh ones,

cohesivensess in the structurse.

words is also helpful. Loose

they appear, they do so along

producing as a total effect a

(K.A.S.,

b) Maturity and boldness in the oxpression of ideas

Iti, il, 2). This has been explained in five

differant wayvs:

(i3

ii)

iiid

The usg of a phrase or ssntesnce for a single word,

F.8., "The light born of the eyve of Atri", used to
signify the moon. But since such expression relies
on the deviant use of words, Vamana has a word of
caution for the writer: 1t is not right to carry the

process to an undus extent, because such dilatory
styls adds charm onty wi;hin certain limits.

The use of a single word in order to convey the sense
of 3 sentence; e.g. the word "winks"™, mentioned with
reference to a lady, with a view to declare that "she
is human and not divine™ (from tﬁe convantion that
Gods nesver wink).

Doffussness of ssnitences, whers the selfsams idea is
sonught to be expreasssed in more ways than ons. The

illustrative verse

The rotation of happingss and unhappiness
proceeds variously. Either happiness or sorrow
comes about, Then both csase entirsly. After

this there follows happiness and unhappiness.



consists of as many as five sentences which denote a
single idea, i.e., happiness and sorrow revolve in a
cyclical order.

(iv) Brevity or synthetic sexpression of ideas, whers
several sentences (or phrases?! are joined together in
one integrated whole through the wuse of suffixes
sanctioned by grammar 35 in the verse:

Having taken leave of Himalaya, seeing Siva and
daclaring to him thes success of thelr mission,
then being dismissed by him, they flew away
into the sky.

v The appropriatensss of mesaning dus to the uss of
particular epithets, which, through sllipsis, bear a
special signif}cance. In the example

This wery son of Candragupta, bright as thse
mogon and the patron of the men of letitsrs has,
by good luck succeedsed in his labour.
the sexpression "patron of the men of lestiers™ has
been added with the special purpose of indicating
that ¢the Prince had the lefarned Vasubandhu as his

minister.
2. Prasada

ay Laxity of structure (K.A.S.,111, i, 68-10).
Mesting the possible objection that this constitutes a

vaeritable Dosa, as it is the opposits of the verbal O0Ojas,
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Vamana holds that Prasada as a §abdagupa is an excellence
only when it appears along with Djas, and not by itsself. The
combination of the two can be of various kinds, depending
upon the proportion of the two Gunas. In some cases thers is
equality betwesn the two: in others, superiority of one over

the other.

b) Clearness nf meaning, arising from the use of such
words as are absolutely necessary (K.A.S., [Il, I, 3}, in
the sxaample

A maiden of the same caste, endowed with beauty and

budding yoqth,
the qualifying adjectives are not superfluous. The ideal
form of Prasada is really the excs!llant literary quality

which avoids supsrfluity.

3. glafa

3) Smoothness, resulting from such a closs proximity
or coalescence of several words by virtue of which they all
appear to constitute a single whole (K.A.S., 111, AI. 117,
Besides close proximity ease in pronunciation is also
gssential. .

b) Congruity or commingling of ideas (K.A.S., ill,
L, 4, This is further explained as thes achievement of
congruity betwesen incongruous ideas by means of a clever
procsdurse. In the illustrative verse, the hero clsesverly
manages to pleass two heroines aimulfaneously, which is

otherwise a difficult task.
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4. Samats

a3} Homogeneity of diction and manner throughout a
varse or a literary work as a whole (K.A.S., 111, I, 125,
For example, thers shﬁuld be uniformity in the use of
compound words, as wel! as in the construction of the
sentencses.

b) MNon-relinquishment of the proper sequence of ideas
(K.A.S., IIi, if, 83, The illustration is the description of
the perind when the winter has ended and the spring has just
set in, so that the mention of the Malaya breeze in thse
verse, which belongs to the middle of spring, has given rise
to some inconsistency. If the reference to the Malaya breezs
is replaced by an appropriate atitribute of the perind being

degscribed, the inconsistency would be resolved and the verse

would becoms an instance of the Arthaguna Samata.

Besides, this Guqa also includes sase incomprehension
a5 one of its characteristics (K.A.S., 111, 11, 6. This
results from the observance of the natural syntactical order,

s that the meaning is comprehended clearly and at oneca.

5. Samadhi

a3l Orderly 58qUancs of ascant and descent
(K.A.S.,I1t, i, 13-20). This admits of two ways of
interpretation. In the first place, it may occur whan ths
wording 1is such that the heightening effect of the vigorous

diction iz toned down by a judicious sprinkling of softsning
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words and vice versa. Vamana does not clarify what he means
by "softening® and "heightening"™. The commsntator Gopendra
sexplains that the softening effect is produced by words
having short syllables and lacking conjunct consonants, whilse
the heightening effect results from words that have long

syllables and conjunct consonants,

The second type of Sabdasam3adhi occurs when there is
a gradua!l rise from the feeble to the vigorous, and a graduai
decline from the vigorous to the feeble, i.s. and alternating
graduation of the soft and the forcible diction. it may be
argued that Samadhi thus defined cannot be a separate
axcetience by itself, bescause ths ascent and descent are
nothing more than the excellisnces of O0jas and Prasada. To
this V3mana answers that it is not invariably true that in
O3jas there is ascent; similarly, descent is not a universal
feature of Prasada. The ascent and descent ars =ssential
only in certain height and stages of Ojas and Prasada
respeactively; bacause in these casss the ascent and descant
depend upon the particularity of the situations, as distinct
from the general nature of Djas and Prasada. In other words,
ascent and descent ar® not the sssential or speacific
characteristics of 0jas and Prasada; whenever thess two
gxcel lencoes attain special heightened stages, the ascent and
descent w@may ococur in some of the parts. For this reason,
Ojas and érasgda are offten interwoven in ascent a3as well as in

descent, and there is no objection to accspting Samadhi as a
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separate Guna on the basis of ascent and descent. In other
words, Samadhi is the gquality which, by the alternations of
asceant and descent, prevents the composition from becoming

monntonous.

b} A concentration of the mind for the proper
comprehension of the meaning (K.A.S., 11i, 1i, 7-10). Vamana
classifies the meaning under two hsads, viz., (i) absoiutsly
original; and (ii}) borrowsd from some other sourcs. As
illustrations Vamana gquotes two verses; and though the lattsr
has besn put in 8 more charming manner, its ides has been
borrowed from the former. But while the first has Justly
been estesmed above the second, Vamana does not condemn the
latter verss; he readily concedes that literature may echo

great passages from antigquity.

On another principls, the meaning is further
classifisd into (i) the Vyakta or explicit; and (ii) the
Sukgma or subtle. The latter is again divided into two

categories, viz.,

(iia) Bhavya, or that which is comprehendsd after a little

thought; and

(iib) Vasaniya, or that which is mores abstruse and is

-

comprehended by deep thought.

The first variety is exsmplified by the verse:
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The pair of lovers lies in the pleasure-house, having
the brightness of their testh enhanced by wmutusl
contact, and the pupils of the eyes mingling
together, - the' eyes indicative of a3 mixturs of

tears, fasar, anger etc.

The fact that the verse illustrates love in separation can be
8asily grasped, since gach detail, by itself is suggestive of

it.

As an example of the abstruse @msaning, w8 have

the linegs:

She cast her glances on me, while her thighs were
trembliing wunder strong emotinn; her breasts pointed
towards me, and she fondled her necklace with her

right hand.

That the lady in question is tormented by the separation from
her lover, and wishes him to embracs her, is conveyed so
subtly that it doss not become apparent immediately but is

grasped after desp thought.4

8. M;dhurza

a? Distinctness of words, associatsd with the
exclusion of long compounds (K.A.S., [Il, I, 213, This iz in
keaping with the definition of the Paficali Riti, of which the

excellence forms a dominant feature. it should be stressead

n
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here that it is the use of long compounds, rather than thé
collusion of a number of uncompounded words, that is
objectionable in Madhurysa.

b) Strikingness of uttsrance (K.A.S., 111, 11, 11),
by which is meant a statement in an impressive but
periphrastic m@annsr, in order to give a special charm

thereto. For example:

Nactar iz swast, without doubt; honay is alse not
otharwise; swest is the juicy fruit of ths mango; yet
for once it has to be deaclared without partiality by
the efficient in discriminating flavours, if thers is
anything mores delectablie than thes lips of the

beloved.

The whole verss wants to say that the lips of the heroin
excel all standards of comparison, and this has bean

sxpressad in an indirect, though charming, manner.

This aspect of Madhurya should not be confused with
the third varisty of the idesl 0Ojas, i.s., the Deffuseness of
sentences. In the latter, the selfsame idea is sought to be
exprassad in more ways thar one. In Mddhurya the idea is
expanded and sxprassed in a8 round about w@manner, but

repetition is not involved in the expansion.

7. Saukum3arya

a} Freedom from harshness (K.A.S., iit, i, 221},
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Harshness gensrally arises from the use of harsh syllabises,
therefore it is the soft syllables that combine to producs
Saukumarya. These are syllables that contain wunaspirated
letters (i.e., the first, third and fifth letters of the five
classes of consonants), and the semi-vowsls [7"Y", ry", "R"

(sparingly) ang “L“1,

b) Freadom from disagreeabls and inauspicious ideas
(K.A.S., 111, I, 12); e.g., to speak of a dead person as "ons
whose sole remnant is his good name". The excallence is

clearly the negation of the defsct of indecorousness.

8. Udarata

.a) A certain livelinaess of composition, "in which the
words seem to bse dancing" (K.A.S.,1!l, i, 23, It is
not clsar what Vamana means by the "dancing" of words, but he
adds that it arises from the graceful turn of svlilables,
which 1in its turn anlivens the composition with a pesculiar
swing of words. The illustrations do not enlighten us any
further, and it can be safsiy concluded that Vamans admits

somg subjsctive valuation in this Guqa‘

b) Avoidancs of vulgarity in the manner of the sense
(when there is a risk of perpetrating it) (K.A.S., 111, it,

133, In the i1llustration

You ars full of beauty, he a2lso is not deveoid of

charm; both of y¥ou are well-versed in the arts; each
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of you is quite in keeping with the other; if what
remains to be done under these circumstances doss
come 3about, all victory and success then &0 the

presence of good qualitiss.
The union of lovers has bsen delicately hinted at.

Liks the idesal Saukumarys, the ideal Udarats has also
been conceived negatively, resulting in an absencs of

uniformity in Vamana's conception and Lreatment of the Gunas.

S. Arthavyakti

{a) Explicitness of words, whareby the meaning is
easily comprehended. A Karika gquoted by Vamana in support of

his definition maintains that when the idea of ths thing

exprassa& comes before the apprehension of the words
themselves, - +the meaning being readily comprehendsed - we
have the quality of "Arthavyakti®. This Guqa comes vVery
close to the Arthagunas Pras3da and Samadhi, and the

distinctions between them are extremely subtle.

b) Explicitness of ideas, which makes the nature of
things clsar (K.A.S., 11i, Il, 14). Ths excellence consistis
2

in the natural description of the subisct-matter, rather than

in 3 description in natural and simple languags.

10. Kanti
3) Richness of words (K.A.S., 111, I, 283, Without

this excellence the composition is stale and a reflection of
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convantional things. P. C. Lahitis suggests that thse
quality consists in the avoidance of the commonplace #hich
3 true literary instinct always obeys. This, according fo
Gopendra, lies in the use’of more polished and slsgant tarms

of expression instead of the ordinarily used ones.

b} The conspicuous presence of Rasas (K.A.S., iit,
Ii, 1512, BEv "conspicuous presencs” Vamana means that the

axcitants which bring out the omotional slsments of 3 poem
are wviwvidly repressnted by Lthis saxcellencs, as in the

sxaaple:

v

in the svening, when the lover had fallen down upon
her fest {in respentance}), she had with an oath,
reiscisd him; upon this, when he, in a deiecisd mond,
procegeded fto move away, as soon as hs had movaed two
or three steps, she ran forward, holding witﬁ har
hand thes loosensd clothes, and caught hia up in her
arms and fsl}]l upon her fest; - reqlly wondsrful 3re

the ways of love!

This wverse vividly depicts ths smotional state of the iady,
and would, in sccordance with the views*of later thsorists,
be classed under the category of "Rasadhvani"™ (the suggestion

of Rasa).

Vamana sums up the discussion by reiterating that it

is oniy when all the qualities are fully manifest that

[v}]
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literature is said to be fully dsveloped. If 1literaturs
possesses grammatical correctness, but its subjeci-matier is

obscure and the Gunas ars not happily mixed, it is worthiess.

it will be obvious from the foregoing that Vamana
includes the excellences of form, 3s well as those of
content, among the characteristic features of his Gunas. &s
might be expected the former aspect is more dominant in the

§abdagupas, while the Arthagunss delineats the besutiass of

ideas. But the distinction betwsen thse gabdagugas and the
Arthaguqas is not always definitse and consistantly
maintainad. it is difficult to see, for instance, why the

clearness of meaning in Arthaguna Prasada, which depends upon
the mention of what is absolutely necessary, should be taken
3s ths distinguishing characteristic of an Arthaguna, when it
clearly restricts the use of words. The Arthaguna Saukumarya
and the first four wvarieties of Arthaguga D3jas raise a doubt
whether they are rslated really to the sense or to the word.
It is also not convincing why Artha Vyakti should be takan as
a §abdagu9a in spite of the fact that even hers the question
of +the Artha is invoived, and thers is no refsrence to. the

arrangement of words (Bandha) Bt all.

It may be argued that Sabda and Arths cannot be
strictly kept apart like body and soul, and that we are to
apply the designation in accordance with the prominence of

the one or the other in each aspact of ths Gunas. Still in
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order that there is a distinction worth the name, there amust
bes a uniformity in the principle of its application, "the

violation of which,™ according to P.C, Lahiri

proves the defective nature of the scheme, as well as

of the standard itsalf.s

Critics have also complained about the lack of
convincing distinctions between some of ths Gunas. in the

7
words of S.K. Dag ,

It is natural to suspect that they {(the distincifions]
are made for fthe sake of symmsestry of having two sets, sach of

tan axcellsncas.

The four distinctions of Arthaguna 0Ojias might also be
taken as forms of the strikingness of expression, which |is
singled out as the prominent characteristic of the Arthaguna
M3dhurya. The distinctions bestwsen the alternative
gxplanation of the Arthsguna Samata (i.e. 2as8 in
comprehension), Arthasam3dhi and the Arthagupa Arthavyakti
are so fine that 3ll thres could be compreshended in the

Arthaguna Samadhi. »

Despite +these drawbacks, Vamana's treatment . of the
Gunas attempts to encompass a vide variety of poatic
excellences within its scops, and marks a great advance on
his predecessors. Hs goés a step further fthan the Alamkara

writers in including Rasa among the necessary characieristics
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in the Arthaguna Kanti, thereby admitting it as one of the
essgntials of literature; while Daq?in acknowledgas it in
some of the non-essential figurses. The central place of
Dhvani or suggestion in poetry had not been worksd out by
Vamana's time but he seems to have resalised that words may
sometimes have a3 deeper significance than what they sexpress
directly, and included such instances under his Arthaguna

Samadhi.

As P.C. Lahiri has noteda, the §abdagu§a K;nti which
consists in the employmsnt of elesgant and polishad
sxpressions, approaches wvery nearly to soms aspects of
Kuntaka's Vakrokti, as do the first four varieties of
Arthaguqa J3as as well as the periphrastic mode of uttsrance
paculiar to the Arthaguqa Madhurys. Vamans was evidently
awara that beauty in liﬁarature can bg achisved by a deviant
use of language, though he does not stats it axplicitiy. The
very attempt of an early theorizer like Vamana to incorporate
in his system of Guqas 35 many ways of creating charma in

postiry as were known to him deserves our commendation.

4. Ths Aia&kgras

After explaining the Gu?as Vamana moves to a
consideration of the Alamkaras or the adornments of
literature, which enhance the charm that has already besn
produced by the qualities. As with the Dogas and the Gugas,

the Ssbdalamkaras are discussed first. Thaese ars:
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{1} Yamaka or Chime (K.A.S., iv, I,1).

When the same word is repeated in its different
significations, or when the same syliable is repeated, we
have chime or Yamaka. -But the repetition should not be
random, it is permitted only in well-defined placss.
According to the places of repetition, Chims may admit of
saveral varieties. There may bs the repeftition of the entirse

foot of a3 verss, as in

Asa jjanavaco Yasys
Kalikamadhugarhitaam.
Tasya Syidvigataro§

Kaliikamadhugarhitaam. .

(That person who listens with respect to the words of
the wicked - productive as they arse of ill-faeling -
for §uch a person evaen ths honey from the bliossoms of
the poisonous tree would not be somsthing to be

disregarded.?

Here the entire foot "Kalikamadhugarhitam™ is repeated, and

the meaning is differsnt in the two caseas.

Similarly, there may be Chiming within the same foot,
where the word is repeated in-the same foot of the verss.
This may occur at the beginning, the middls or the end of the
foot. These patterns are usualily followed in all the four

feet of the versas. Chiming might also occur in consecutive
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feet where a word in the first foot is repeated at the same
place in the sacond foot; the sams pattern is continued in
the third and the fourth feet also. This can also be present

in the beginning, ths middle or the end of tha feet.

On the same principle, there may be chiming batwesen
alternate feet, or chiming of all the four feet. Chiming at
the end of the fsast corresponds to the rhymes at the end of
lines of stanzas employed in English poeiry; but as verses in
Sanskrit are for the most part blank, this type of chiming is

productive of special charm.

In the chiming of syllables, on® or more syllabiles

are repeated at fixed places in the varsse.

Though Vamana's classification of Yamaka is less
detailed than that of his predecessors (especially Dangin),
he introduces another factor into ths discussion, i.s., how
the charm inherent in Yamaka is brought ¢to its full
realization. Vamana holds that the charm is constituted by
the "Bhanga™ or caesura betwesn the words, of which three
types ars mentioned: (i) the ggﬁkhara, (ii)> the Parivartaka

and (iii) the Curnaka (K.A.S., IV, I, 3-4).

When the transference of the Cassura is caused by the
separation of an entire syllable, we have the “§r&khal§“
(K.A.S., 1V, 1, 5). In the verse "Asa jjanavseo™ atc. quoted

abovse, the sxpression in the second line is
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"Kalikamadhugarhitam™ which is equal to "Kalik3amadhuk"™ +
"Arhitam". In the word "Kalikamadhuk"™ the Cassura falls on
"1i", bestween "Kali" and "Kamadhuk™. In the fourth line the
axpression resolves in to "Kalikamadhu™ + "Garhitam™. Here
the break falls on "Ka™, betwsen "Kalika"™ and "Madhu". The
Caesura 1is transfsrred from "1™ to "ks“, forming a3 sort of

§£ﬁkhafa (chain or sequence).

Where, on the cessation the collusion (with anothsr
letter), a letter ressumes 1its own form, w2 havs the
“Parivartaka"™ (K.A.S., v, 1, 8). In the same vearse, ths
letter "A"™ of T"Arhit"™ in the first line resumes its own form
only after the cassation of its collusion with the letter
KT, Due to the collusion, the word ™TArhit" has been
transformed into another word, i:e. "Garhit"™. This typs of
transformation is the distinct feature of the "Parivartaka"

break.

Where, on the disruption of a3 conjunct syliable, 3.
word disappears completely, we Have the “Catgaka" (K.A.S.,

v, 1,7), For sxample:

Yocalakulamavati Cslam
Durasamunmuktasuktiminam Kintab.
Sagni Vibharti Ca Salilam

Darasamunmuktaguktimznaﬁk;ntab..

{The Lord of the Timi fish (the DOcean) protects the
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family of mountains having removed their griefs; he
bears within himself water along with fire, -
throwing on all sides ths signs of shells and

fishes.)

In this wveorse, wad havae the conjunct syllable T"Kti™ in
"gukti"; the disruption of this gives rise to two words
"Samunmuktasuk™ and "Timinam", and the word "Sukti®™ becomes

entirsly obliterated.

To sum up in Srnkhala the Caesura occurs betwesn twno
syllables, in Parivartaka betwegen two latters that have
col luded togethsr, and in Curnaka batwesn the two

constituent consonanits of a conjunct syllable.
(23 Anuprisa or attiteration (K.A.S., 1V, i, 8.

This is defined as such repstition of words and
letters as has not been specified under Yamaka. This implises
that words with the sams meaning can be repsated, and the
repatiftion may be at the same, or af any onther points in ths

varsa.

The poats are advissed to refrain from such
alliteration wheres the letters are glaringly qonspicuous.
?his kind of alliteration is rated inferior to the
alliteration where the letters are not easily noticeable

(K.A.S., [V, 1, 9).

Vamana dosas not think it necessary to list
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and illustrate all the varieties of alliteration that are
possible within a verse, remarking that the different kinds
of alliietation of the verse-fest are to be classed and
snumerated on the same linss as the chime of the verse-fest
(K. A.S., v, 1, 101, A few sxamples are thought sufficient.
For instance, allitesration at the beginning and in the middle

iz illustrated by the lines:

gkhaqdayanti Muhur3mslakifalani.

Balani B3lakapilocanapingalani..

(They =at the fresh Amalaki fruits, ysllow like the .

ayvaes of a young monkey.)

Hers we have alliteration in the middle of both feet, as well

as in the beginning of the second foot.

With regard to Arthalamk3ras or the ideal figures of
spesch, as Upama or comparison lies at their root, it has
besen taken up first. The remarks in connection with it apply

to most of the figures based on comparison.

(1) Upama or Simile (K.A.S., 1V, 11, 1),

This is definsd as the slightast resamblan;e of
qualities between two things, technically known a3s the
"Upamana" and the "Upameya". The "Upamana"™ is that object
posgessed of superior gqualities with which the rssemblance or

similarity of another object is pointed out; and the

"Upameya®™ is that other object with inferior qualities which



is pointed out as resembling the former.

If the comparison is a part of the common knowledgs
{as between the "moon" and the "face"), the simile is called
“Laukiki® {real); but if 3 novel cowmparison is made on the
basis of a number of common qualities, it is called "Kalpita"
fimaginary) simile (K.A.S., 1V, 11, 2). Such is the simile

in the sentencs 2

The orange resembles ths newly-shaven chin of ths

intoxicated Huna.
]

Apart from this division into real and imaginary,
simile can bg classifisd from a formal point of view. it can
be divided into "Pﬁrgopamﬁ“.(completa simile) and "Luptopama"
(;lliptical simile) (K.A.S., 1V, i, 4-863. There are four
constituents of a simile - the obisct of compariéon, the
standard of comparison, the common property and the word
denoting similituds. If all these are present, the simile is

said to bs complete; as in:
Boautiful like the lotus is the facse.

When there is an absence of one or more of the constituents,

wa hava the "elliptical simile™. In the sentencs
The king is like the moon.

the word denoting the common property is absent. {The absence

of the Upameya or the Upamana constitutes the figures of

71



"Samasokti® {modatl metaphor) and "ngepa“ (hint)

respectively, which are defined later.l

Viamana next demonstrates the functions that simile
(and other figures based on comparison) performs in a text.
There are three such functions. Simile may be employsed to

praise, as in
An affeactinnate wife is like nectar.

Dr it may accomplish ths reverse, when smployed to dispraise;

8.g.,

A wife not possessed of good qualities 1is like

poison.

When the simile is not intended to praise or
dispraise, it is employed to describe the real state of
things. In other words, it enlivens the description, as it

ware, by its vividness; as in the verse

Among the groups of stars, know that to bes the

asterisk of Rohiqz as appears in the shapea of a cart.

As simile lies at the r;ot of all the figures based
on comparison, theorists from the time of Bhamaha have
thought it proper to point out the defects that may disfigure
a simils, implying that thase may taint other figures as
wall., _The defects account for the various causes that may

lsad to the unsuitability of the Upamana for the Upameya or



vice versa. Vamana names six of these defects: (i?
Deficiency; (ii) Excess; (iii} Disparity of gesnder; {iv)
Disparity of number ; {v) Non-similitude; and (vi)

Impossibility (K.A.S., 1V, 1l, 8).

By "deficisncy" is meant the inferiority of the
standard of comparison to the object compared, with respect
to cast, magnitude or details of quality (K.A.S., 1V, 1}, B-

10). For example, in the sentence
The sun is shining like a spark of firse.
there is inferiority of magnitude.

The defect of excess 1is the sexact opposite of
deficisncy, conéisting,,as it doas, in the superiority of the
standard of comparison 1in cast magnitude or qualities
{K.A.S., v, 11, 11). Though some amount of supsriority of
the Upamana is involved in all instances of simile, excess
liss in those cases where the bounds of credibility and
propriety have been stressed. To illustrate this, Vamans.

cites a comparison between the bosom of a woman and tha

Disparity of gender arises when the gender of +the
object compared is different from the standard of coméarison
(K.A.S., v, 11, 12). T"Gender" refers to thes grammatical,
rather than to the biological gender. The disparity of

number is analogous to ths disparity of gendasr.
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The fault of non-similitude (K.A.S., IV, II, 16-18>
originates when the similarity of the qualities intended to

be expressed is not fully comprehended, a3s in the verse:

I am gning to prepare the moon of postiry, with its

meaning sxpanding like the moon's rays.

It can be perceived that the expansion of meaning is similar
to the scattering of the moon beams;: but it is not
comprehensible what similarity is intended between poeiry and
the moon in the first place. It is only after ths similarity
between T“postry™ and "moon™ has been established that any

similarity is possible betwsen the "meaning™ and the "rays".

Tha last dafact to bes defined is that of
impossibility or incongruity (K.A.S., v, 11, 20-21>, which
is said to occur when an Upamadna, which is absolutely

impossible is mentioned. For example:

Within her shining mounth the faint smile appears as

beautiful as the first mooniight within the blooming

lotus.

Tha blooming of the lotus in wmoonlight is a physiecal

impossibility, hence the simile is defective.

-

After Upama, Vamana goes on to define and illustrate
other figures of spesch, which have bsesn called "ths

modifications of simile™ (Upamaprapanca) (K.A.S., v, Ilt,
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1). Though the importancs of Upagi involvaed in othsr figures
is recognised from Bhamaha's time, Vamana defines all his
figures with reference to the idea of comparison. After the
discussion of Upam3, thstrthaléhkiras to be defined are as
follows:
(2) Prativastupama or typical comparison (K.A.S.,
v, Iit, 27

This oeccurs when the Upamana is mentioned in one
sentence, and the Upameya in the octher. Iin fact, the twn
sentences, taken as two units, embody the Upameya-Upaana

rolationship; as in the example:

Having attainsd to the position of the queen, how can
she be lowersd to the posiftion of 3 common @3id?
Varily, a iswe!l marked with ths figure of a deity |is

not capablie of baing worn.
3. Samasokti or modal metaphor (K.A.S.,1V, 1il, 3

If in PrativastUpama, the sentence representing the
Upameya is omitted, it gives rise to another figure, called
:Samgsokti“ (Lit. "Concise assertion"), so namsd on account
of the brevity of the form caussd by the elision of one

segntencs. In other words, the objesct of comparison is not

mentionad at all. For sxample,

The position of the leafless Karira in the desert is

praissworthy, on account of its affording relief to
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the fatigued traveler; fie upon the glory of the
Kalps tree (the wish-fulfilling tree) on the Mount

Meru, which doss not afford any relisf to the needy.

Here the direct mention of the rich person who does not help

the poor is suppressed.

4, Aprastuta Prasamsa or indirect description, i.e. the

description of the Upamana (K.A.S., IV, I1{, 4}

Samasokti is characterised by the non-msntion of ths
Upameya, but there may also be a slight mention of +the
Upameya followed by an elaboration of the Upamina‘ ‘ This
constitutes a figure different from Samadsokti, known 3as
"Aprastuta PraSamsa". {"Aprastuta™ is asnother name for ¢ths

lUpamana or the standard of comparison). For example;

She is a most peculiar ocean of beauty; hsrsin ars
floating lotuses along with the moon; out of this the
templies of elephants are issuing forth; and hersgin
are also found the stems of the plantain-tres, as

well as lotus stalks.

Here the objisct of comparison, ths besautiful woman, is just
slightly wmentionsd. thaf "lotuses", "moon™ etc. raefer to
"ayas", "face"™ etc. is left unstated, to be inferred by ths

readear.
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S. Apahnuti or concealment (K.A.S., 1V, [Ii, 5

Where the Upameya aentioned in 3 sentence is
concealed, set aside or rejected by the Upamans mentioned in
another sentence, with a3 view to impose the character of the

latter upon the former - we have "Apahnuti®™. For example

What are seen in the Ketakas flowers are noft its
shoots; thgy are the {taunting? smiles of fate
against people straying from home. What flashes
yonder is not the lightning; it 1s the glittering

gleam of the Love-God.

Here the Ketaka-shoots are "concsaled™ or set aside by the
"smiles of fate"™, and the lightning by the "glittering of the

Love-God".
8. Rupaka or metaphor (K.A.S., iV, 11l, &)

By reason of the similitude of the qualities between
the Upamaya and the Upamana, where the character of one |is
imposed wupon the other, it is "Rupaka™ or "metaphor™. That

is to say, the one is described as identical with the other.g

°

For instanca;

She is Lakgm? in my household; a stream of necftar to
my »oyos; this touch of hers is a3 copious flow of
sandal essence over my body; this arm round my neck

is the cool and soft string of pesarls; - what of hers
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is not lovable! But separation from her would be

unbearablse.
7. §le§a or Paronomasia (K.A.S., 1V, [Ill, 7}

A kind of identity between the Upameys and the
Upamana (with respect to their qualities, actions and namss)
may also be astablished through the coalescenca of letter
sounds {(even when there is dissimilarity in the mesaning:. in
nther words, the same set of expressions may be wmade fto refsr
both to the Upamseya and the Upam3ana. In the illustrative
verse, the same soat of epithets is applised to both the
Upameya (the breasts) and the Up#mﬁna {the warriors}, though
the similarity rests only in sound. For examplse, the
gxpression "er§§5malamaggalégtatucaya?", in the context of
ths warriors means "having taken upon themseives the glory of
defsated armies"™; while 1In connection with breasts 1t
signifies Thaving shining orbs and fronts”. Words with
different wmeanings coalesce together and are pronounced
alike; and this coalescence indicates the similarity betwaan

the Upameya and the Upamana.
8. Vakrokti or homonym (K.A.S., 1V, 1il, 8)

The metaphorical mode of expression can also be based
on a transference of sanse or indication (Lakgaqg or
Upacara). There are a number of bases for the transference

to occur, such as similarity, association etc., but according



to Vamana it is only when the indication is basaed on

similarity that we have the figure "Vakrokti". For example:

In the lakes the lotus opened; and in a @moment the

lily clossd

The "opening"™ and the "closing™, really belonging to the sys,
indicate "blooming"™ and "drooping" respectively, and the

indication is through similarity.

This mode of metaphorical sxpression is distinct from
Rupaka or metaphor based upon identity. Distinguishing the
identity metaphor from the metsaphor based on Lakgaqi, Kapil
Kapoor points out the formal difference betwesen the two,
remarking th§t the metaphor based on imposition takes fhe
form of an equative sentence, while in the metaphor based on
Lakqagé, the ftransfsrence of the qualitiss of one thing *tfo
anothesr is accomplished by the employment of a suitabls
lexical verb. The difference betwsen the two types amounts to
3 distinction between the verb "to be™ and the lexical verb;
nf which +the latter requires re-intsrpretation befors thse

meaning can bsa grasped.11

9. Utpreksa or poetic fancy (K.A.S., 1V, I, 9

When what is not similar or cognate with another is
reapresentsd, - for the purpose of showing its excellence - as

similar or cognate, it is "Utprekga".

- 78



This is distinet from Rupaka or Vakrokti, as there is
no absgsolute imposition or indication, but only a
reprasentation of the Upameya as the Upamana. But despits
their representation, it is also different from Upams,
bscause the similarity does not sxist in reality, but is
imagined by the poet. The figure is exemplified by ths

vaerseae.

May the moon protsct you! - The moon who is curvad,
tike the end of a fresh lotus-stem; is placed on
Siva's forehsad, which is yeallow like fire; is besing
daily bessprinkled with sprays from the dripping
Ganga; and 1is shooting nut like a sprout from the

crystal-white forehead.

Here in the likening of the moon to the "sprout™ lies ths.
poetic fancy; there baing no actual similarity between the
two, But the representation serves the purpose of showing

the peculiar beauty of the moon.
10. Atisayokti or hyperbole (K.A.S., 1V, Ill, 1O)

In Utptekgz a resemblance betwaen the Upameya and ths
Upamdna is fancied. But aloﬁg with this if an additional
excellence is also imagined as present in one of the terms of
comparison (which, in reality, has no existence}, so as to
make the comparison wmore appropriate; or if an existing
axcelleance is imagined in its heightened form, it is

"atiStyokti". For example;
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If in the sky thers could appear Lwo concurrent
streams of the Colestial Gangs (the Milky Way), to
that alone could be compared his blue chest adorned

with the pesarl necklacs.

Here the concurrent streams have been imagined for the
purpose of indicating thes gxcelisnce of the chest; to which

nothing that exists can be regarded as similar.

As an sxampls of the other variety of Atisayokti, we

have:

The moon shining brightly, lovely womesn repair to
their lovers with joy and free from «care; having
their bodies clothed in white raiments,
indistinguishabie from the moonlight by reason of
their bodies being besmearsd with sandal-paint, their
necks glittering with pearli-necklaces, and their

faces shining with white paintings.

Here the poet has slsvated his conception of the whiteness of
the women's comploxion, necklaces etc., and this has been
done by describing the women as®indistinguishable from the

moon light,

11. Sandehs or the dubiocous (K.A.S., 1V, 111, 11

When there is doubt as to the character of the obiect

and the standard of comparison, it is "Sandeha"™. The doubt
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results from extreme similarity betwesen the Upameya and the
Upamana, and is put forward for the purpose of implying some

excellence in the former. For instance:

0 beautiful one! My heart cannot ascertain whether
this is a lotus a3t your sar or your eve; it remains

wavaring in uncerifainty.

While in Rﬁbaka there is identity between the Upameya
and the Upamadna, resulting in a pesrception of non-difference,
thare is only extrems similarity in Sandeha, 50 that the mind
cannot decide whether what is bsing perceived is the Upameys,

or the Upamana to which it resemblss.
12. Virodha or contradiction (K.A.S., 1V, 111, 12)

Where there is semblance of contradiction (i.e.,
where things not resally contradictory appear as such), ws

have this figure; as in :

Wonderful is the way of love, 0 beloved one! The
wine has been drunk by you while;it is my mind that
is intexicated; you have painted your body with
saffron, while it is | who am Rakta (red/in love); it
is you whose movement is slackened by reason of the
weight of your breasts, while the consegquent
trembling appears in me; it is you who are slaeander in

waist, and yet the conssquent instability is mine!

[94]
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Thers is semblance of contradiction {and no

contradiction in reality) in all these cases, becauss:

(i What is meant by intoxication is not the condition
caused by wine but that which is brought about by
feselings of excessive lovse.

(ii) Iin the context, "Rakta"™ does not mean "red" but
"attached in love"

(iiid The trembling is not caused by a heavy burden, but is
one of the physical manifestations of excessive lovae.

Civ) The instability is not caussd by ftender limbs, but by

axcessive emotion.

13. Vibhavand or peculiar causation (K.A.S., IV, 11, 13

When the presence of a certain action is deniad, and
yat the presence or manifestation of the well-known result of

that action is affirmed, it is the figure "Vibh3vani™; e.g.:

in the naturally pure hearts of the wise no
impression is wmade, even by the company of the

wicked.

°

The company of the wicked ususlly leaves some impression on
the hearts of those who come in contact with thesm. By
declaring that such an impression is not left upon the hsarts
of the wise, the poet has complimented their purity and

wisdom.



14. Ananvaya or unique {(K.A.S., 1V, Ill, 14}

1t is "Ananvaya"™ when one and the same object is thse
Upameya as well as the Upamana. In other words, ths obiject
described is unique; there is nothing else which can be put

up as a standard of comparison for it. As for example:

As the sky is like the sky and the ocsan liks the
ocean - the battle bostwsen Rama and R3vana is liks

that between Rams and Ravana.

15. Upameyopamd or reciprocal comparison (K.A.S., 1v, [Il11,

153

When the same obisct is made the standard of
comparison in one clause and the obiect of comparison in
another, it is "Upameyopama"™. We have an instance of this in

the following:

The watsr is like the sky, and ths sky is like the
water; the moon is like the swan, and swan like the
moon; the stars are like the liliss, and like stars

are the lilies.

*

This figure impliss that though the two obiects are distinct
from sach other, there is neither inferiority nor superiority
of sither of them, as there is perfect squality betwesn them.
Therefore, sither of them can be put forward as a.standard of

comparison for the other.
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16. Parivgti or exchange (K.A.S., IV, IIt, 18)
Where there is an interchange of liks or unlikse
things, it is TParivroti®. The exchange of likes is

illustrated by the verse:

The young woman takes the leaf of the lotus for her
gar ornament, and imparts to it the redness of her

faet.

The lotus laaf and the ear ornament are two similar things.
As an exampla of the exchange of unlikes, we have the

varse from Kumarasambhava :

0f indomitable will, she gave up her necklaca and
sandal-paints, and bound up her chest with red bark
garment, which had its sgams bursting with the rising

breasts.
The bark garment bears no similarity with the necklacs.

Both Upameyopama and Parivrti involve an exchange
betwasn the Upamsys and the Upamana, but whereas in the
former the exchangs is mutual, it is one-sided in the latter,
Moreover, only sequal and similar things ars compared with
gach other in Upameyopams, whereas in Farivrti the saxchange
may take place bestween un{ikes atso. Most important of altl,
in Upameyopama, the two things are only compared with each
other, whereas in Parivrti the sxcﬁanga takes places in

raality.



17. Krama or‘sequence (K.A.S., v, I, 1?7

Where there 1is a sequential connection between a
nusber of Upamanas and Upamsyas, it is "Krama™. As for

example:

By her (i) swest voice, (ii) smiles and (iii) 2yes
have besn subdusd (i) the lute, (ii) the lily and

(iii)} the lotus.
183. szaka or illuminator (K.A.S., 1V, Ilil, 18-1S

When there is a singls verb common to a number of
clauses mentioning the Upameyas and to those mentioning the
Upamanas, it is illuminator. The juxtaposition of wunrelated
clauses does not constitute this figyre; there has to be an
Upameya-Upamana relationship between the clauses. This |is
the reason for its inclusion among the modifications of

simile. As 3n example of D;paka, w8 have:

Adorned are the harem-gardens with young flowers,
young women with graces beautifisd by the charms of
Spring, the Brshmaqas with the performance of
duties enjnined in the Vedas, and the kings with

their glory born of ths suppression of enemies.

-

Depending upon the position of the common verb in the
sentence, this figure can ba of three kinds, according as the

common verb oceurs 3t the beginning, in the middle, or at the
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end of the sentencse. The verse quoted above 1i1llustrates

the first kind.,
19. Nidarsan3d or illustration (K.A.S., 1V, 111, 20

When a verdb indicates or points to a relationship or
connaction between its action and the cause of that action,

it is "Nidar$ana"™. For example:

The faded lsaf is failing from the Ltresa, printing
out to rich men the fact that the attainment of a

vary high position alwayvs leads to fall.

Here by @means of thes wverb "félling" is 1indicated thse
relation between the action of "falling™ and iis causs, “the

attainment of a high position™.

As with szaka, the use of only one main verb imparts
a brevity to this figure; but the causal connsection inherent

in NidarsSana is absent from D?paka.
20. Arthantars Nyasa or corroboration (K.A.S., IV, 111, 21)

When in support of 3 statsment in fact there is a
statement of another, it is T"Arth3ntara Nyasa". The
statement in support should be expressed in ths form of 3
sentence, it should not be conveyed by a mere phrase; and the
sentence should state at thes reason only in an implicit

manner. For instance:
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On her plump breasts was placed by the lover a
garland in the presence of her rivals - this garland,
even when withered and damp, she did not throw away;
the valus of a present lies in the love that prompis

it, and not in the thing itseif.
The last sentence supplies the reason in an implicit form.

21. Vyatireka or dissimilitude (K.A.S., 1V, [II, 22)

This figure consists in the pointing out of the
superiority of the Upameya to the Upamana. The superior
quaiities possessad by the Upameya may be sxplicitly statsd,
or may be only implised. As an illustration of Vyatirska, we

have the varse:

Really would the bgautiful face of +thes fawn-eysd
woman be simiiar to the moon; but the latter is

spoiled by dark marks.
Here the Upameya sxcels the Upamadna in beauty.
22. Vigegokti or peculiar allegation (K.A.S, IV, 1it, 237
®

Where the similarity 1is strengthened by the
assumption of the absence nf some quélity in the Upamsysa
(thereby accentuating the other éoints of similarity), it |is
“ViEaéokti“. The figure wusually takes +the form of 3.

metaphor, For axample:
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The elephant is a moving fori.

The epithet "moving™ indicates absence of fixity or

immovability, excepting which, the eiephant may be virtually

raegarded as a fort.
23. Vyajastuti or dissembling eulogy (K.A.S., 1V, 111, 24>

This figure besars a close similarity to Visesokti.
Whers for the purposs of praising 3 parson, thers is a
deprecation based upon his not doing something that has been
done by a very supsrior person, and which (it is implied) is
capable of being done (by the person sought to be praised),

we have "Vyajastuti™. For example:

. Rama bridged up the ocean with hills and with a
single arrow he piarced seven palm-trees; not having

done these yet, thou bmarest an unaccountable pridse.

This implies that on a3ll other points, except the two
mentioned, the person referred to is equal to Rama; and even

the two exceptions are not such as cannot be accomplished by
him.

*

Thus, in ViSesokti extreme similarity is established
between the Upameya and the Upamana by declaring that the
Upameya lacks only one attribute of the Upamana. But beyond
this, there is no intent to praise or dispraise the Upameya.

In Vy33jastuti it is the intention to praise thae Upameya tfhat
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- underliies its comparison with a superior Upamana.

24, Vyajokti or artful assertion (K.A.S., 1V, 111, 28}
When by a cunning contrivance, the pretended thing is
spoken of as similar to the real, it is "Vyajokti"™ (also

termed "M3yokti®™ by some poeticians)., As for instance

The moon-white grass-flower biown with the wind, has
fallen into thine eye; by which thy face is made to

a.ppear a5 if with drops of fsgars.

The tears actually procesd from strong emotion, but the lovser
pretends that they 3re caused by the falling of a flower-
particle in the lady's eye. He imagines that the particls
comes from 3 flowar that is moon-white, and hence
indistinguishablie from ths surrounding moonlight; and as it
was blown with a strong wind, it could not be checked. By
these “cunning contrivances", he has made his pretencs sesa

real.
25. Tulyayogita or equal pairing (K.A.S., 1V, 111, 26)

When for the purposs of indicating squality with a
superior Upamana, the Upameysa described is mentioned as
endowed with the same action and at the same time, it is

"Tulyayogita™; as in :

The Lord of serpents (§e§a), as wall as your arm,

bears the burden of whole of this sea-girt earth.



26. Aksepa or disparagement/hint (K.A.S., IV, 11, 27)

This figure consists in the repudiation or rejection
of the Upamana. The definition is open to two

interpretations:

(3} The standard of comparison is rejected for t.he
purpose of indicating that it is usseless in the presence of

the objisct desecribed, as in the verss:

In the presence of her besutiful facs, what is the
use of the full moon? When hsr charming =82yss are
thers, what is the use of blus lotuses? Wwhat, too,
is the use of the fresh lsaves in the presences of her
iips? How wonderful is the creator’'s desire to bring

into existence useless things over and over again!

{b} The Sutra may also be taken to mean that the
figure is present when ths Upamans is only hinted at (and |is
not directly comprehensible), and the figure then is called

"ngepa“ in the sense of "hint". For sxample:

The sutumn, bsaring upon her white clouds (breasts)
the rainbow resembling the nail-mark, procesds to

appease (make beautiful) the blameworthy (dark-

marked) moon, and thereby causes heat (pain}) to the

sun.

What is hinted at here is that the autumn 1is liks a
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prostitute, the moon like a favoursd lover, and the sun like
his rival - the "prostitute™, the "lover"™ and the "rival

lover"™ being merely hinted at patonomastica!!y.lz

27. Sahokti or connected description (K.A.S., 1V, {11, 28}

When the two actions of two things are described, by
means of an expression implying simuliansous occurrencs, it

is "Sahokti™. For instance:

The sun has gone to set, along with the enemiss;

therefore, withdraw the forces.

The phrase "along with" suggests that the departure of the
gnemies and the setifiing of the sun have taken place 3t the

same timea.

This figure should not be confused with szaka 2r
Tulyayogita to which it bears some similarity. In Dipaka, a
common verb is related by tftransference to two or wmors
clauses, but the actions describesd by the common verb in the
different contexts may take plarcs at different times. In
Tulyayogita and Sshokti, the two actions of two things arse
described as Sccurring at the same time; but wheresas in the
former the similarity of the Upameya with a superior Upamana
is meant to be indicated, in the latter neither superiority

nor inferiority is intended to be expressed betwsen ths two

things.

[0
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28, Samahita or conformance (K.A.S., IV, 1ii, 29

/

This is the last of the individual figures defined

by Vamana, and results when the Upameya actually bsecomes
transformed into the Upamana. Vamana cites Kalidasa's
Vikramorvagfyé as an iltustration, where ths crsepsr likensd

by the king Pururavas to his beloved UrvaZi actually becomes

Urvasi on being touched by him.

Vamana i3 aware that these figures may 3pPpear
individually or conjointly; if there is a conjunction of two
or more of thess figuraes, he designates it by the name of
"Saés;ggi“ or commixturse (K.A.E., 1V, 11l, 30). Two kinds of

commixture ars explicitly named :

{a} "Umapamarupaka"™ or simile-metaphor (K.A.S.,
iv, 111, 31) and
(b) "Utprekfsavayava"™ or fancy-root (K.A.S., IV, 111,

323,

These had been defined as independent figures by hisg

predecoessors, but Vamana subsumes them under Sa&srggi.

Simile-metaphor refers to a metaphor based upon

simile, as in:

Your operations being endless and independent, you
are like the primeval tortoise, being the very root

of the crespsr of the fourtesn worlds.

[Ne]
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Here the metaphor contained in the phrase "root of the
craaper of the worlds™ is based upon the simile containsd in
the rest of the verse, i.e. betwesn the king and the

tortoise-shaped Visnu.

The “Utprekgavayava“ or fancy-ronot is that figure of
speach (such as metaphor etc.) which forms the origin or

source of the Utprekg% ofr the postic fancy. For example:

The moon kisses the face of the night - after having
removad (caught hold of} the darkness - which
rasambles the hair of the Qoman.- with his bsaas -
which resemble the fingers of the man - the facs of
night having the lotus, which resembles the woman’'s

gya - closad (through mndesty).

The fancy that the moon is kissing the face of the night-
woman has its root in the simile bestween the darknsss and

hair, as well as that between thes lotus and ths aye.

This analysis of the figures dealt with by Vamana
makes it quite clear that he tries to defins atl
Arthadiamkaras with reference to the idea of comparison, in
terms of the relation between the Upamaya and the Upamana.
On account of this fundamental postulate, his definitions of
figures like Visesokti, Apahnuti, Zkgepa atc. differ widely
from those given by other writers, and he has also to excluds

such figures as Paryayokta, Preyas, Rasavat, U}jasvin,
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Udatta, Bhivika; Suksma, Hetu and Lesa, which he does noat
dafine.la The importance of Upadi involved in othsr figures
is recognised from Ehamaha's time and consequently this
figure® which is the sourca of all the figures groupad
together by later writers as "Sidggyamﬁla“, is always given a
place of honour 3t +the bsginning of a@most trematises on
Sanskrit postics. But along with this the theorists were
also aware of the possibility that Upama may not be involved
in atll poetic figures; but this did not deter them from

including these figures in their works.

It is not difficult to realise that this scheme of
figures is extremely refined; the figures are based on
comparison, but encompassed between the boundarises of
Ananvaya (self-comparison) and Samahita (transformation of

- the Upameya into the Upamana) are a large number of figures,
sxploring varying shades of figurativa languagse. Feor
instance, on the one exireme we have Ananvaya, where the
Upamaya is comparsd with itself because it is unique; this is
followed by Vyatireka, in which the Upameys is described as
superior to the Upamana. in the first variety of zkgepa, the
inferior Upamana is actually rejscted in favour of ths

Upameys.

N On the other side, thsre is 3 sequence of figures
which attempt to establish oxireme similitude between the

Upameys and the Upamana. In Sandeha a doubt iz expressed



whether the objesct described is the Upameya or ths Upamana;
if the doubt resoives into perfect certainty that the object
is the Upamana and not the Upameya, we get the figure
Apahnuti, But if the Up@eya and thes Upam3ns are described as
identical, so that the question of doubt does not ariss at

all, the result is Rupaka.

Samasokti, Aprastutaprasamsa and the second varisty
of Zkgepa form & class of their own; they result from a
partial or indirect mention of eaither of the terms of

comparison.

Grammar forms another basis for 3 number of figures.
The emergence of Alamkaras like szaka, Krama, Sahokti,

Prativastupamd etc. betrays the obvious influence of grammar.

It would, howevser, be misleading fo supposs that the
theory of Alamkaras is 3 theory of rhetorical categories
only. Vamana is not explicit on the point, but he appsars to
suggest that though a poetic figure correspondsto a3 cartain
extent, to a figure of speech in a formal! schesase, something
more belongs to a poetic figure - Some special charm, which
endows it with the capability to impart additional beauty to

3 poetic composition.

-

The Adhikarana on the figures is followed by the last
Adhikaraqa entitled "Prayogika™, of which the first section

speaks of certsin conventions to be observed by +the posts,
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such as ths non-smployment of words like "Khalu®™ at the
beginning of a foot of a verss. The second Adhyaya supplies
'some useful hints concerning the correct use of words - 3.
subject +that had interested Bhamaha also. Grammatical
incorrectness has already been listed as a defect; and sincse
the thi is defined as a special arrangsamsnt of words, a
strass on the correct forms of words is justifiable. But we
naad nof pursus the subisct in detail, since wmost of the
Sutras in this Adhikarana center around the technicalities of

Sanskrit grammar.
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Notes and References

The English translation used hers is that of Sir
Ganganath Jha. Cf. Ganganath Jha {ed.}, The
"Kavvalamk3arasutra of Vamana, Second and revised
adition, (The Oriental Book-Suppliying Agency, Poona,
1828). We have also consultad the Hindi transliation of
Dr. Bechan Jhs, {Chaukhambh3a Sanskrit Sansthan,
Varanasi, 127868).

1t is a metarule of Sanskrit literary theory that the
sonventional dsnotation of a word, accepted by usags,
gains precedence over the meaning that is deducible
from the etymology or in any other similar wmanner
("Rudhiryogamapaharati™}, in these defects, the
conventinnal sense is rejected in favour of a meaning
which is not only excluded from common vocabulary, but
may also be far-fetched.

On the basis of the similarities in pronunciation,
consonants have been grouped into five classes, viz.,
the gutturals, the palatals, the cesrebrals, the dentals
and the labials. For a list of the consonan;s arranged
on Lthe basis of these divisions, ses appendix below.
The classification of m@meaning into Mexplicit"™ and
"subtle” has its parallel in the works of later writers

in their division of meaning into the "Vacya" (literal)

and "Prat;yamina“ (implisd or symbolic) types. The two
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10,

kinds of subtle meaning are included in the second
division of Pratzyaﬁéna {or suggestivea) literature,
designated “Vivakagitanyaparavicya", which is based on

Abhidha or denotation. in “Vivakgitinyaparavﬁcya“, as

in the subtle meaning of Vamana, the expressed sense is

inteanded, which avantually resolves into the
unexpressad.
P.C. Lahiri, Concept of Riti and Guna In Sanskrit

Foetics, op.cit, p.107.

ibid, p.108S.

S.K. De, History of Sanskrit Postics, Vol.ll, op.cit.,
p.97.

P.C. Lahiri, Concept of Riti and Guna in Sanskrit
Pogtics, op.cit., p.1lO7.

Kapil Kapoor draws attention to the fact that Vamana is
the first thinker to make a distinction between the
foundation and the expression of a metaphor. Up to
his time ths Metaphor is defined as the perception of
3 particular relation betwoen two disparate obisects,
and how the relation is cognised. But V3imana analyses
the foundation of the metaphor as welil, and employs the
mataphor of Timposition" to des?tibe it., Cf. Kapil
Kapoor, "Metaphor in Sanskrit and English Criticism"™,
in Journal of Literary Criticism, (Doaba House, Delhi,
196883, Vol.ll, p.34.

Vamana's conception of Vakrokti differs considerably

from the views of other writers on the subject. The



11,

12,

13.

stymoliogical moaning of the term is “"crooked speech”,
and it appears in the verbal poetic figure defined by
Rudrats (Kavyalamkara, 11, 13-17) and after him by all
later theorists, who connote by this figure a kind of
pretended speech based on paronomasia or peculiaritigs
of intonation. Bhamaha (Kavyalamkara, 1, 36) uses the
térm to imply a selection of words and a turn of ideas
peculiar fto poetry, and the essential principlie of
figurative speech generally. Kuntaka develops the
idea, and builds 3 unique theory of alamkara on its
basis.

Kapil Kapoor, "Mstaphor in English and Sanskrit

Criticisa™, loc.cit.

This would constitute an exact opposits of the figure
"Samasokti™ as dqfined garlier (K.A.S., 1V, [1l,3); but
35 S.K. De has pointesd out (Sanskrit FPoetics, Vol.ll,
p.70), this expianation of Zkgepa "would be equivalent
to the Samasokti of some writers"™.

Vamana, in fact, wmentions the smallest number of
figures. His list includes 30 Alakkaras excepiting
Sa&sg§$i, while Bhamaha and Dandin define 39 and 36

figures respectively.
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CHAPTER - Il
THE SUBLIME

i. [ntroduction

Parhaps the most curious feature of the criticism cenftering
around the work of Longinus is that critics have gsnerally
tended to ignore his systematic approach to ths subjiect, and
have gons to the extsnt of taking him to be a mere
impressionist, or at best, a3 theorist who talked of passion
and enthusiasm, and who may be considered as the forerunner
of romantic criticism. Gibbon has an oft-quoted remark on

Longinus in his Journal :

Till now 1 was acqguainted only with two ways of
criticising a beautiful passage; the one to show by
an 8xact a3natomy the distinct besauties of it and
whence these spring, the other an idle exciamation or
3 general sncomium, which lesves nothing behind it.
Longinus has shown me that there is the third. He
tells me his own fselings wupon reading it, and talls

. . 1
them in such energy that he communicates tham.
¢

It is +this typs of criticism that has 18d o the
neglact of the dialectical apparatus that underlies the work,
i.e. the proper equipment of the writer and the necessary
qualities of the work, which produce on the readser theAeffect

of @acstasy or transport. That such an apparatus is central
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to the text will become apparent as we proceed with the

study.z

Expressing his dissatisfaction with the treatise of
Caecilius, Longinus insists that Cascilius has neither
defined the nature of the sublime nor indicated the methods
by which we may attain it in our writings, but has wmersly
contented himself by giving illustrations of sublimity. So,
complying with the request of his friend, Postumius
Terentianus, Longinus undartakes o write 3 treatise on +the
subiect. Since tha censure of Caecilius rests on
methodological grounds, it may be safely assumsed that.
Longinus has construcked his treatise, not as a collection of
fragments (as some critics have supposed), but as a3 .reasoned

structure.

At the vary outsst, Longinus remarks that sublimity
consists in a certain excellence and distinction of
2Xprassion (D.T.S., Sac. 1, p.100), It is from this source
alone that the greatest posts and prose-writers acquire
lasting fams. In connection with the 8affsct producsd by
olevated languags, Longinus states that it does not persuade
the reader, but ftransports him out of himself. The axtesnt to
which he can be persuaded is under the reader's control; but

the sublime exerts an irresistible forcs and mastery over

him.

The sublime should not bes confusad with mera
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technical skill - such as proper order and disposition of
material, or inventive skill. As these are contextual -
i.a., they run through thg whole texture of the composition -
they reveal thomselves by slow degrees; 3 well-timed stroke
of sublimity, on the other hand, "scattears sverything befors
you like a thunderbolt, and in a flash reaveals the full powsr

of the speaker™ (0.T.S., Sec.i, p.100).

Thus, in his opening remarks Longinus has indicated
the importance of language in his theory, which is stressed
again when he takes up the sourcss of ths sublime. He also
introduces the triad, consisting of the author, the ftext and

the resader,. upon which the whole treatise is structured.

Before any rules can be laid down; however, it must
bes answered whether the attainment of sublimity is teachabls
by art., Longinus states the view of those who hold that ths
sublime cannot be axplained away as a set of precepts, "the
bare bones of rules and systams" (0.T.S., Sec.2, p.101), for
it is produced by nature alons, It has sven besan urged that
works of nature are only enfesbled and wizeoned by rules of
art. But Longinus counters thess charges, arguing that
nature itseif is systesmatic, and therefore the rules
underlying her activity may be formulated. The argument that
nature or genius itself is sufficignt salicits Longinus’
reasponse that though genius is of the wutmost importancs,

curbs on it are needed so that the poet does not succumb to
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vices; Jjust as good fortune may be frittered away without

proper counsel (0.T.S.,8ec.2, p.101).

Lastly, the very fact that certain linguistic aeffects
derive from nature alone, cannot be learnt from any other
source than art (i.e. criticism, reflective judgment, or the
recognition of having failed to achisve nature by artificial
means’. He reaches the inevitable conclusion that both

genius and art are needed.

The text resumes, after 3 brief lacuna, in the midst
of a discussion of faults into which genius, unassisted by
art, may fall. There are three of the;e: (1 tumidity or
bombast; (2) puerility; and (3 parenthyrsus or false

santiment. The first of thess 15 illustrated from Asschylus:

Quell they the ovens’ far flung splendour-glow,
Ha, let mes but one hearth-abider mark,

One flame-wreath torrent-like {'l1l whirl on high,
I'il burn ths roof, to cinders shrivel it....

(0.T.S., Sec.3 p.102).

Passages of this kind, Longinus argues, are not fragic but
pseudo-tragic; the imagery is confused here, rather than
suggastiv; of tfterror. Even in tragedy, which by its very
nature is wmajestic and admits of some bombast, misplacsd
tumidity of this typs is unpardonable. It is stil)l more out

of place in factual narration, and writers like Gorgisas,
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Callisthenes, ' Cleitarchus, Amphicrates, Hegesias and Matris
who employ such turgid expressions in the guest of the
sublime ar® ridiculed as being high-flown. This iIs one of
the most difficult faults to guard against, for those who aim
3t grandeur in the hope of gscaping the charge of feeblensess

and aridity become a3 prey to it,

Puerility, on the other hand, is 3 complets anti
thesisz of tumidity; it is entirely low spiritsd, "thes aost
ignoble of faults™ (0.T.S., Sec.3, p.103). The fault consists
in an over-=slaboration of a thought until it trails of into
frigidity. it is exemplified.by thes odd conceits of Timasus,
and even by some of the phrasses of Xenophon and Plato. For
instance, Xenophon speaks of the pupils of the sesyss as
"modest maidens™ (an ides echoed by Timasus also}, whereas
the shamelassness of psople is revealed in nothing so much as

in their ayss.

The third fault, Parenthyrsus or false sentiment,
results from hollow emotionalism where emotion is not called
for, or immoderate passion whers restraint is nesded. In
such cases, writers are carried away by their enthusiasm into

sutbursts of emotions that leave their hearsrs unaffscted,

To sum up, given a subject matter which lends itself
to sublimity, the passion of the spsaker may sxceed the
subject (so that the composition becomes tumid), may fall

below it (rasulting in frigidity), or may bs unrelated to it
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(in which case parenthyrsus results). All these are faults
of ideas rather than of words or sentences, and arise from
the craving for intellectual noveltiss (D.T.S.,S5ec.5, p.10).
It would not bse wrong to conclude with Alder Dlson3 that
sublimity may be located as a kind of mean bestween thess

extremes.

As =avery dsvi€s 1is subisct Lo asbuss, it bscomes
asseantial to distinguish the sublime from the faults that are
so closely bound up with its achisvement - in other words,
to discriminate bstwesen the true and the false sublime
(0. T.S., &mcs.5-6, p.1067. But this is not sasy, for the
ability to judge literature desvelops from long experisncs
(. T.S., Sec.6, p.106). But for the baenefit of the aspirant,
Longinus provides somse touchstones which may be of assistance
in distinguishing the true sublime from the false. The trus
sublime wuplifts our souls; we are filled with a proud
axultation and 3 sense of vaunting joy just as though we had
ourselves produced what we had heard (O0.T.S., Ssc.7, p.107).
It can stand upto repeated examinations, and it is difficult,
or rather impossible, to resist its appeal. In other words,
Sublimity ... exists in such works as pleass all menﬁat alt

timss.

The falses sublime on the contrary, gives an
impression of grandeur by @means of much adornment

indiscriminately applied. It can be shown as mers bombast
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when theso are stripped away; so that with every successive

reading it loses more and more of its effectiveness.

Unce the sublime has been defined in terms of its
touchstonss, Longinus passes on to a consideration of ths
sources of sublimity. There are five of these, and all of
them presuppose as a common foundation,

The command of language, without which nothing

worthwhile can be done (D.T.S., Sec.8, p.108).

These are :

1. The 3bility to form grand conceptions (the most
important of the sourcas);

2. The stimulus of powsrful and inspirsd emontion;

3. The proper formation of the two types of figures -
figures of thought and figures of spesch;

4, The creation of a noble diction, consisting of the
choice of words, the wuss of imagery, and the
elaboration of the style; and

S. Synthesis, or dignity and elevation of structure (a

source which smbraces all the others).

*

Df thaese, the first two are innate - they

refer to

the state of the poet's soul - while the three remaining ones

are the products of art. Longinus' freatment suggests that

any oneg of these, or any combination of them, can

isad to

. . 5 . .
sublime expression. But it may be argued in defence (as
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Grube has dones } that sublimity may be of different kinds.

The enumeration of the sources is followed by a
datailed consideration of sach of them, though thse tteatmént
of the emntions is unfortunately lost. Only a few remarks
survive on the subisct - most of them in the portion of ths
eighth chapter which is now extant, and soms stray references
in the following chapters. Tharsafors it would be bettsr to

deal with the other sources before taking up the emotions.

2. Grand Conceptions

Among the five sources of subtimity, ths most
important is the ability to form great conceptions, which in
its turn originates in the author's soul. Though the ability
is for the most part innate, the author is advised to do all
in his power to train his mind towards the production of
grand ideas, impregnating thom with noble inspiration, for a
person having mean and servile thoughts and aims cannnot be
expacted to produce a work worthy of lasting fame (O0.T.S.,
Cec.S, p.10S). So an author wishing to endow his works with
great conceptions must have a mind that is not mean or
ignoble, for sublimity, Longinus writes, "is the echo of a

noble mind™ (0.T.S., Sec.9, p.109).

Although Longinus says that stately expressions coms
naturally to high-minded men (0.T7.S.,Sec.9, p.110}, he |is
primarily spesaking of grand ideas, rather than of their

expression. As an instance of such grandseur of ideas he
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cites a passage from Odysseus’' wvisit to the Underworld
(Odyssey, Xl, B543), where unlike the other spirits, Ajax
strides away without saying a word (something quite in keeping

with his character).

This is succaseded by annther lacuna, and when the
text resumes, Longinus is apparently discussing the means by
which greatness of conception may bs achisved. Thae first
means (as the text seems to suggest) is the direction of the
author's mind tfowards great objects. He begins with tha
Gods, and quotes the paséage from Homer ({liad, V¥, 770 ff.3,
whars the lgsap of the divine horses is measured in terms of
cosmic distances - the distance between » man sitting on a
mountain-paak gnd thes distant horizon visibls in the midst of

the wins-dark ses.

iIf the steeds of the Gods make two leaps in

succession,

Longinus sxclaims,
they will no longer find room on the face of the

garth.

s
Thers follows another illustration from the Jliad, describing
the Battle of the Gods in a grand manner. But he has
reservations about the descriptions of the Battle, for it has

bean tainted by the accounts of the wounds suffered by the

Gods as well as by "their quarrels, their vengeful actions,
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their tears, their imprisonment, and alil their manifold
passions"™ (0.7T.5.,88c.8, p.111), Unless it is taksn
allegorically, it is altogethsr ungodly and does not preserve
our sanse of what is fitting. Homer has, in fact made men of

the Gods and Gods of the heross fighting at Troy.

As 3 result of this, the passages which respresent
the divine natures as pure, majestic and undefiled - as it
really is - 3r=e ranked higher than the onss just considered.
Such oare the lines on Poseidon, represgnting him in all his
ma issty. A3 another axa&ple of this kind Longinus refesrs to
the passaga on creation in Gengsis, quoting a couple of

lines:

God said, «+.+"Lat there bs light, and there was

light; lst there be land, and there was land."

This is clearly the expression of 3 high conception of the
power of the Divine Being, and Moses the law-giver of the

Jews, is praisaed for it.

From Gods Longinus now moves on to men, once again
illustrating the greatness of ideas from the //iad. This |is
the fampus praysr of Ajax, raquesting Zeus to lift wup the
darkness from the battlefield so that he ié snabled to sese
and continue the fight. Even if he meets his death in the

daylight, it will be a death worthy of his couragse.

Unltike the [liad, the Odyssey does not posssess the
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same intensity of grandeur, and this leads Longinus to the
conclusion that Homer composed it in his old age, when his
genius was falling into declinse. "The sublime passagss,"

says Longinus, 3s he puts forward his views on the UOdyssey,

have not that consistency which nowhers lapses into
madiocrity, nor is theres the same closely-packaed
profusion of passions, nor the versatile and

nratorical style studded with images drawn from real

life.
Iinsteaead, it is mostly nmnarrative, where ths fabulous
praedominates over the actual (i.s., the Artistotelian
"probablem). The decline of the smotional powers wusually

leads a writer to s study of character, and the Odyssey may
bs thought of as a comedy of manners. For these reasons, it

has been assigned & lower place as compared to the [liad.

Another msans conducive to great conceptions is thae
selection of the wmost wvital details and features in a
situation, and the ability to relate them to one ancther in
such a way as to make of them a single organisma. He
illustrates this by Sappho’'s Ode to Anactoria, which sxhibits
her skill in selecting and fusing the most extreme and
intense manifastations of thedemotions attendant on the
lover's frenzy. To this Longinus adds an excellent critical
paragraph wherein he points out how tge poet unites

contradictory fealings into a vivid description of



overwhelming passion (0.T.S., Sec.10, pp.114-15).

Homer 1is also praised for his ability to single out
and unify the most terrifying properties of storams. But the
author of the Arimaspeia is blamed for the avident and Jjust
raason that the details of sea faring which he enumerates are
hardly those by virtue of which the sea itsaelf is sublime.
Sea sickness, which forms the climax of his description,
scarcely gives the impression of solemnity. Similarly,

Aratus, in saying that

A sisnder pfank wards off destruction,

(FPhenomena, 1.289)

is not sublime, because in all cases of sea faring only a few
pltanks keep of death. There is no terrdr in thase words, for
the plank does kesp away thes destruction; the sea is not
terrifying at all times, but only when it rages. Keeping all
this in mind, Longinus cautions his readers to guard against

the interposition of anything frivolous, undignified or

tirssoma.

Quite similar to this kind of sublimity 1is the
quality known as "amplification", and to avoid confusion
Longinus discriminagtes bestwesn +the two in the next two
chapters. Amplification cannot be defined as language which
invests the subject with ~grandeur (as some of his

predecessors have dons?}), for this definition, he says,



could apply weguslly well to sublimity and to the
smotional and the figurative styles.

(0.T.€., Sec.12, p.117)

Differentiating it from sublimity he writes,

...Sublimity consists in slavation, amplification in
quantifyv, Thus sublimity is often containad in a
single idesa, whereas amplification is often
sssociated with quantity and 3 certsin amount of
redundancy.

(D.T.S., Se=c.12, p.1172

There are countless ways of affecting this qguantitative
axpansion. To name but a few, it may be managed by the
rhetorical development of 3 common place, or by exaggeration,
or we may resort to the orderly disposition of factusal
points., But like 3!l other devices, amplification should be
regarded only 335 3 means of attaining sublimity, and not an

end in itself.

After 3 comparatively brisf lacuna, there is 3
delightful comparison of Dsmosthenss and Cicero - ths formsr
characterised by sublimity "which is for the aost part
rugged": and may be likened to a3 thunderbolt or a flash of
lightning; wherass the latter is "like 3 conflagration that
rolls on to consume everything far and wids"® (3.T.S.,Sec. 12,

.1iB}Y., Cicero’s sbundance is compared to that of “a stesdy

o
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and enduring flame, which can be let looss at whatever point
he +desires, and which is fed from one source after another.™
The Demosthenic sublimity is suited o emotional passagss,
where the sudience 1is to be swept off its feet; whilse
profusion is appropriate to descriptive writing and to works
nf history and natural philosophy, as well as to perorations

and digressions.

Besides 3mplification, two nther methods which may
assist the author in forming great concesptions ars suggested.
The first is mimesis, i.e., imitation or smulation of the
great writers of the past.. For if the authors of antiquity
have attained sublimity by greatness of conception (implying
that their thoughts wers commensurate with great subjiscts),
it can ba argued that if an author make2s his thoughts
commensurate with their thoughts, he likewise will achisve
greatness of concepifion. Clearly, Longinus uses mimesis in
the broadest sense, not in the restricted rhetorical sense of
the reproduction of the tricks of styls, This is borne out
by his analogy of the Pythian priestess, who dues to the
divine vapour as it issues from a3 claft in the ground is

impregnated with the heavenly powsr,

and is at once inspired to make oracles. In 3 like
manner certain eomanations are conveysed from the
gonius of the men of old into the souls of thoss who

amuliate them; ... gven those who show vaery few signs



of inspiration, derive some degres of divins
enthusiasm from the grandeur of their predecsssors.

(0.T.8., Seec.13, p.119)

As instances, Longinus names Herodotus, Stesichorus,
Archilochus, and above all Plato, - all of whom drew their
inspiration from Homer. He also reisctis the charge that such

a3 procesdure is plagiarisme, and calls it a noble strifse,

wherae aven tn Dbe worsted by one’'s predeacessors
carrinas no discredit.

(B.T.85., S=2c.13, p.1

)

o)

In accordance with his @method, Longinus provides
touchstonqs for the author, formulating them in tsrms of the
fundamesntal triad of author, work and audi=nce. in
composing, the author is to consider Homer and the great onss
35 composing in his place {(knowing them, as ne dogs. throuzh
tha vmedium of their works): in judging his work, he w@must

regard them as his audisnce; and further, hs must ask how the

ages Lo come will sstesem his composition. (D.T.S., Sac.l4,
Pp. 120-215

The second aid to great conception is the power of
the imagination, by which Longinus means both the employment
2f imagery and the invantion of appropriate details to suit
the description. An image is defined as a "mental picture©,

and the term is applied to a passage in which, carried away
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by his feelings, the author imagines that he is actually
saeing the subjisct of his description, and snables his

audisnce to see it as well.

Dur author makes a distinction betwesan the poeftic and
the oratorical imagination; for whereas with the poets the
imagination sesks to enthrall the audisnce by working on the
femslings, the oratorical imagination produces vividness of
description, though here also an attempt is made %o stir the

feaslings (0.T.S8., Sac.185, p.121).

The postic imagination is illustrated from
Euuripides, where the mad Orestes is pictursd as seeing ths

Furies;

Bother, i beseech you, do not set wupon m@me thoss
blood-blottered and snake-like hags. See there! See
thera! They approach, they leap upon me!

(Orestes, 255-57)

Here, as Longinus puts it, the poet himself "sees™ the
Furies, and almost compels his audience to see what he had
imagined. For this reason, though not_  possessing natural
grandeur, he still manages to touch tragic heights by the use
of imagery. His description of the scens in which ths Sun-
God hands the reins of his chariot to Phasethon is also

praised:

Would you not say that the soul of the poet goss into

117



the chariot with the boy, sharing his danger and
joining the horses in the flight? And he would never
have formed such an image, had he not besn swept
along, neck by neck, with these celestial activities.

(0.T.S., Smc.15, p.122)

Agschylus is also praissed for his images "of a most
heroic «cast™, as when he pictures the seven resistless
warrior captains swearing a3 fearful oa3th (Seven Against
Thebes, 42-486) , But the praise of Aeschylus is marked by a
note of caution, for "someatimes Asachylus introduces ideas
that ars wunfinished and crude and harsh" (8.T.S., Sec.15,
p. 1237 ; and Euripides, from a3 desire to emulate him, comas

dangerously near to committing the same faults.

No such qualifications, howsver, reastrict ths praise
of Sophocles, who is commended for his excellent imagsry in
describing the death of Dedipus, as he entombs himself amid
portents from the sky {Osdipus At Colonus, 1|, 586-666), as
wall 3s for his account of how a3t the departure of the Gresks
Achilles shows himself above his tomb to those who are

sailing away.

All these examples of poetic imagery display a gonod
deal of romantic exaggeration, and everywhere exceed the
bounds of credibility. But the finest fsature of the
oratorical imagery is its adherence to truth - it‘must remain
in +the limits of the probabla, only the poetic imagination
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should go beyond probability into the realm of the m?thical
and the incredible. For this reason Longinus censurss the
orators who announca in tragic tones that they see Lhs
Fisries, forgetting that when Drestes sesas to se=s them, it

is nothing more than the hallucination of a madman.

On the other hand, if properly wused, imagery in
oratory can infuse passion and snergy into the spsaker’s
words and can svenr mastaer the audisnce if i1t is combined with
argumentative passages. Such is the defencs of Hyperides who
w35 impeached when he had proposed ths gsnfranchisemsnt of the
slaves after the great defeat of Chasronsa. His answer was
that it was not he, ths orator, who had framed the measasurse,
but the Battie of Chaeronea. Demosthenss can also bring the
scang quite vividly before his readers’ ayes. Iin all such
cas®s the vividly drawn pictures of the orator overpowser
their audience, and the spesch transcends the bounds of mers

porsuasion.

Thus, Longinus gives wus a3 fuller discussion of
imagination and imagery than any other ancisnt critic. The
distinction betwasn tﬁg poatic and oratorical imagination is
3lso novel, and though the boundaries between the two may
wall be blurred at times (as indesed his own illustrations
show), the distinction is nonetheless s valid one. With this
treatment the first source of the sublime comes to an end,

and Longinus moves on to discuss the figures.
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3. The Figures of Thought and Spegch

Having dealt with concepition, Longinus now moves on
to a discussion of the figures, the first of the linguistic
SOUTCOS. Figuras caﬁ be considered as words in combination,
so that we can regard them either non-syntactically as
constitutive of such modes of discourse as question, prayer,
oath, etc. (in which case we have "figures of thought™, since
such modes are prior and indepandsnt of any syntactical
consideration) or wae may takse them syntactical as
constituted of cartain grammatical elements (in which case wse
have "figures of speech”™, such as asyndeton, hyperbaton,
polyptota etc.}. Of these, the figures of thought are taksn

up first.

Ancient rhetoricians wusually deal with figures at
considerable length by means of long lists and illustrations.
How many figures Longinus dealt with (he says he will taks up
only a few) cannot be ascertained, since there is anothser
lacuna. at the and of the 1Bth Saction. At any rate, wunliks
his predecessors, he repsatedly stresses that figures by
themselves do noit constitute sublimity, Thus any @mersly
rhoetorical *definitions of the figures are insufficiant to
indicateg their use in the production of sublimity;
consequently in his tresatment of figures hs ;s careful to
include some statement of the literary circumstances in which
they would produce sublimity, and of those in which tﬁey

would not.
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For ﬁnstance, adjuration, i.e., ovath or apostrophe
{the first of the figures to be discussed), invoives a3 solemn
appeal to something sacred to witnsss that a statement is
true, or that a coﬁtract is binding. Longinus takss the
famous Marathon 0a3ath from Demosthenss' De Corons, and
arnalyses the underlying causes of its effectivensss (D.T.S.,
Sec. 16, pp. 125-2613. In the passage under discussion {(Dg
Corona, 208) Demosthenes is dafending his aggressive poticy
which resulted in the Athenian defeat at Chaeronea. The most
natural procedure for doing this would have been to argus
that the warriors who undesrtook the struggle of Chaeronea for
the freedom of their countrymen had a precedent for this in
thoss who fought at Marathon, Salamis and Platasa. Instead,
he was suddenly inspired to give voice to an nath by tLthass

past champions of Greece;

By thoss who stood the shock at Marathon, it cannot

bs that you were wrong.

By the use of thes figure of adjuration he has deifisd his
ancestors, for the gath suggests that we ought to swear Dby
men who have died such deaths,ljust as we swear by Gods.
Morenver, affeacted by this euolégy, his audience Dbegine Lo
fes! just as proud of the war of Chaseronea as of the triumphs

at Marathon and Salamis.

-

The orator is conscinus of the nbiection that he is

speaking of a defrat, whereas his o03th relates to wvictoriss,
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so that he measures every word with care and cunningly avoids

any mention of the result,

showing that even in orgies of the imagination, it is
necessary to remain sobser.

(0.T.S., Sas.16, p.126)

As a contrast to this nath, Longinus cites an oath
from a comedy of Eupolis (which according to some was the
inspiration for Deomosthenses), but shows that the ocath in the
comedy is ineffective by comparison. Though, rhetorically
speaking, it~is an oath, the context does not invest it with

grandsur.

Besides proving that figures naturally reinforcs

sublimity and are supported by it in turn, the ocath from
f

Damosthenss alsn illustrates that ths very brilliance of the

figure and the passion of the speaker can allay suspicion -

indeed hide the very fact that an artful figure is being

used, A rhetorical figure is most effsctive when ths fact

that it is a figures is not apparant; This is especially

true if the speech is addressed to a judge with absolutse

authority, and stiil more to daspots, kings or rulers in high

places;

for such a one, if at once annoyad, is like a simple
child who is caught on the wrong foot by ths

rhetorical devices of a highly-skillad orator.

[
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Accepting the fallacy as a personal insult, he
somatimes turns quite savage; and sven if he wmasisars
his rage, he becomes utterly impervious the
prrsuasive quality of the speach.

(0. T.S., Sec. 17, p.1272

Next comes a trestment of rhetorical guestions, oncea

sgain Demosthenes providing the illustrations:

Now, tall ma - wvou want to go about 3sking one
another - is there any naws 7 What sftranger news

couid therse be than that of a Macedonian
Gresca? s Philip dead? No, but hs is

difference does it make to you, for even if

conquering

itt.

should happen to him, you will -soon invent

Philip.

(PRilippic, 1, 10)

Here the inspired rapidity in the play of questions

answers, together with the device of meeting

objactions as though thesy were someone else’'s,

has not only added fto the sublimity of his words,

3lso givan them greatsr convictions

(0.T.S., Sec., 17, p.128)
The figure, Longinus goes on to Say,

beguiles the audisnce into thinking

[y
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deliberately~considered point has been struck out and

put into words on the spur of the momant.

(0.T.S., Sec.18, pp.128-29)

Another brief lacuna interrupts the text, and when it
rasumas, we find Longinus occupied with the figures of
language or spesch. Asyndeton, consisting in the ocmission of
conjunctions, is the first of these, and is iliustrated from

Homsr and Xenophonj

They presssd forward, fought, sisw, were slain.

(Historis Graeca, 1V, 3183}

Here the words are poured forth, almost ftoo fast for the

speaker himsslif, and

give the impression of an agitation, which at +the
same time checks the uttersance and urges it on.

(0.T.8., Sec.18, p.129 !

But more than individual figures, it is a combination
of them for a common purpose that has the grsatest effect
endowing the passage with force, persuasiveness and bheauty.
Tha author that comes readily to mind as eoxsmplifying this
virtus is once again Demosthenes, and Longinus quontes from
him at length (D.T.8. Seec.18, pp.125-30r, this time from his

speech against Meidias:

For the sggressor might do many things, soms nof which
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the wvictim would be unable to describe to anyone
else; by his manner, his looks, his voice; when hs
acts with insolence, when he acts with hostility,
when he strikes you with his fists, when he strikes
you like a slavse....

Hare the asyndeta are intsrwoven with the figures of
anaphora (repetition of words) and diatyposis (vivid
description), and the combination adds to the general

affoct.

But 1if we put in the coniunctions in the abovse

passage in the manner characteristic of isocratss:

Furthermors, this too must not bs overioonked, that
the aggressor might do many things; first, by his
manner, then by his looks, and then again by his mars

vDice. ..,

the drive and ruggednsss of the emotion that 1is being

sxploited will be lost, for

emotion resents being hampered by conjuncitions and
nther sppendages of the kind.

(3.T.S., Sac.21, p.131)

Very similar to asyndeton is the figure of hyperbaton
or inversion, which consists of an arrangement of words and
ideas that differs from the normal sequencs. In using the

figure, the orator imitates a person who, under the influencse



of strong emotion - as he is being dragged in every direction
by the rapid change of moods - kesps altering the arrangement
of his words and ideas, losing their natural sequencs, and
introducing all sorts of variations (D.T.S., Sec.22, p.131).
In other words, like ths outbursts of natural emotions, the
figure creates gaps in sxpectation, either by delay or by

pramaturity, For instances, Herodoltus writas:

For our affairs stand on a razor's edge, @men of
ionia! - whether we are freemen or slaves, and
runaway slaves at that - now, therefore, if you arse
preparad to accespt hardship straightway, thers 1is
toil for ynu; but you will be able to overcoms your

enemies.

The speaker has transposed "“"the men of lonia™, starting .
at once with the thought of the fear, as though, in this
pressing danger, he would not sven address his hearers first.
Moreover, instead of saying that they must endure foil -
which is the point of his exhortation - he first gives them

the rsason why thsy must toil.

Thucydides and Demosthenss are 3also praised fgt their
inversions (0.T.S., Sec.21i, p.132), especially the latter,
who makes his hearers fear that failures of both syntax and
lpgic are imminent, »snd since this is a sign of vehement
passion, the audience is persuaded that the discourse is an

instance of genuine emontion.
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Another class of figurses, called polyptota
{accumulations, variations and climaxss, 3as well as changes
in casse, tense, person, numbser and gender}) are 3also very
penzrful auxiliarises in the production of elegance and of ths
sublima. Writing about the changes in number, Longinus
remarks that the use of a plural in place of the singular has
a wvery resounding effect {(80.T.S., Sac.23, p. 133). For

instancs, in the lines

0 marriages, marriagas! It is you that begot me, and
gave me birth; and then brought to light again thse
53ame saed; and showed fathsrs, brothers and sons as
being all kindred blood; and brides, wives and
mothers too, and a3ll the foulest deeds that are done
among men.

(Ded}pus Tyvrannus, 1403-87

ths expansion of the number serves to pluralise the
misfortunes of Dedipus. However, Longinus adds that the

figure should not be employsd except on occasions when the

subject admits of amplification or radundancy, or
exaggeration and emotionalism. °

The reverse process - the contraction of plural ideas
into a singuiar form - "sometimes achieves an effect of

sublimity™ (D.T.S., Sec.24, p.134), for the compression from
multiplicity into unity gives a strong impression of a single

eantity, as in



And when Phrynichus produced his play The Capture of
Milgtus, the theatre burst into tsars,

{Herodotus, VI, 217
interchange of ftense is also recommended; for

if you introduce circumstancas that are past in timse
as happening at the pressnt moment, you will fturn ths
passage from asre narrative into vivid actuality.

(D.T.S., Sec.25, p.1357

Similarly, a dirsct pesrsonal form of address brings the
hearer right into the middle of the action being described.

As Longinus puts it,

You will affect him mores profoundly, and make him
more attentive and full of active intersst, if you
rouse him by thsss appmals to him parsonatlly.

(D.T.S., Ss8c.26, p.135)

Still more sffective is the conversion to the first
parson - when a writser, while speaking of 3 character,
suddenly breaaks off and converts himself into that character.
The figure iIs used when 3 cettaZn crisis doegs not give the

author time to linger, but compels him to change st once from

one character to another, as in the lines of Demosthenes:

And will none of you be found to feel disgust and

indignation at the violsnce of this wvile and



shameless creature, who - 0 you most abandonsed of men,
whose wunbridled speech is not shut in by gates and
doors which aight well be opened....

(Aristogeiton, 1, 27}

With his sense incomplete, the orator has wmade a sudden
change, and in his indignation has all but split a single

phrase bstween two psrsons.

It would be obvious from this that the figure of
Polyptoton involves a deviant uss of language; fthough most of
these rhetorical devices have now bscoms somewhat insffective

due to their wide application.

A kind of deviance is also invoilved in periphrasis,

the next figure in the order of trestment (0.T.S., Secs.28-

297, Periphrasis (if it is not bombastic or inelsgant, but
piesasantly tempered) often harmonizes with the dirsct
sxpression of & thought, and greatly embellishes it. The

figure is illustrated from Plato (Menaxenus, 236D), who
rafers to death as "the appointed path of men", as well as
from Xenophone (Cyropaedia, i, V, 12), who, by rejesocting
"you are willing to w;rk hard"™ in favour of "“you make tfoil

the guide to a life of pleasure™, adds 3 certain grandeur of

thought to his eulogy.

But the author is warned to remsin on his guard

and not lIst the figure get out of hand. The lack of
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timeliness or of a3 sense of Propéition in the use of figures,
gespacially periphrasis lapses into insipidity, "akin Lo sapty
chat£er and dullness of it™ (0.T.S., Sec.28, p.1381., Even

great writers like Plato may fall a prey to the vice, as when

he says:
Neither golden nor silver traasure should be 3llowed
to establish itsself and dwell in a city.
(Laws, B01B?
With these remarks advocating caution in the use of
figurses, the treatment of the third source of the sublime

comas to a3 closs. These figures, Longinus once again faslis
compelled Lo add, are all means of increasing the animation
and amotional impact of style, and conssquently pilay a large

part in the production of the sublime.

4. Nobles Diction

in their Literary Criticism: A Short History,
Wimsatt and Brooks have questioﬁad the existeance of any
convincing distinctions batwesn the third and the fourth
sources of tye sublima.7 They regard it an inversion of the
valuas of dignity that the abnormalities of syntax and othar
peculiarities of sftructure are designated as “figures, when
the quesen of figures, metgphpr (along with comparisons,

simile and hyperbole}) is treated under the head of diction.:

But as Alder Olson has maintaineda, the distinctions
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between the five Longinian sources are valid and wmay be
gxplained quite convincingly. In the present case although
both of these sources are acquired faculties and involve
words, different aspects of words are the objiscts of asch.
If ws consider words as signs in combination, ws get the
figures of thought and speech. On the other hand, words may
be regarded as simple, all grammatical distinctions being
droppaed out. The problem DOlson goes on to argue, is readuced
to the imposition of signs for things and their qualitiss.
The imposition may be strict i.s.,, litsrally standing for the
thing, when tha problem rsduces to a choice of synonyms or it
ma3y involva 3 comparison, when the mattsr is one of a choice
of mataphors. These problems, for Longinus, ars strictly the
probiems of diction, and their solution establishes the

fourth source of the sublimse.

Concerning the choice of words, Longinus lays down
that the choice of appropriate and high sounding words should
be the aim of all orators and authors, for it moves and

enchants the sudisnce, and

S imparts #o style 35 though to the finest statues, at
once grandsur, beauty, meliowness, weight, force,
powar and any other worthy ;uality vyou can think of,
and endows the facts, as it weres with a living
voica; for words finely wused are in truﬁh the wvary
tight of thought.

(0.T.S., Sec.30, p.139)
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But as with the figures, the employment of high
sounding words is also liable to abuse. Longinus has already
indicé&ed the vices bordering on the sublime (Sections 3-4),
snd one of them springs from an improper wuse of grand
expressions. The choice of a grand word for a thing of

lesser staturs is likened to the fastening of a large +tragic

mask upon a little child.

$n the othsr hand, vulgar and homgly words mavy be

preferable to ornamsntal language and may be used for an
effecé which is not vulgar, when shser 3ccuracy and
credibility are concerned. Such ars Theopompus' words  about
Phitips

Philip had a genius for stomaching things.
Appreciating the homely term employved here Longinus writes:

«-+.in connection with 3 man whose greedy natures makes
him put up patiently and cheerfully with things that .
are shameful and sordid, the words "stomaching
things" are extremely vivid,

(D.T.S., Sec.31, p.1ad)

Herodotus and Anacreon.are also praised for their homely

diction.

The reason for Longinus' somewhat unconventicnal

treatment of metaphor and other tropeé under the choice of



words has already been stated. He starts by questioning the
propriety of limiting the numbsr of metaphors in a passags

to two or three, as Cascilius etc. have done (0.T.S., Sec.32,

p. 1423, 1t is r=-%t difficult to infer from his remarks hers
that he regards mstaphors as msesans, not as ends. As a
consequencs, he maintains that there are no literary

regulations as such governing the use of mataphors; thse
proper determinant of their number is ths passion of the
author, since whatever numbears and kinds of metaphors will
appear appropriate to him in his passion would also appear
appropriate to an audience, to which that passion has been
communicated (D.T.S.,8ec. 32, p.141). When tge gmotions come
pouring out like a torrent (as they do in the quotation from
Demosthenes) an accompanying host of metaphors 1is quite

appropriate.

On the same grounds, the advice of Aristotle and
Theophrastus about softening bold metaphors by the use of
phrases like "as if", "if one may put it like this®' atec. is

also criticised,

for the onward rush of passion has the propsrty of
«+.requiring bold imagery as something altogether
indispénsable.

(0.T.S., Sec.32, p.141>

In his support, Longinus refers to the depiction of the human

body by a series of mstaphors in Xenophon (Memorabilia, 1,
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IV, S5); and as if not yet content, quotes st length from 3

similar account in Plato (Timasus, G5C-85E}.

This, however, does not let him lose sight of the

- .
=
cal o

hat iike the othsr besautiss of stylse, thse wuse of

o

metaphors is also prone to sxcess. For all his adairation
for Plato, Longinus doess not fail to take note of the "harsh
and intemperate metaphors and bombastic allagory"™ which
nccasionally disfigurs the works of the otherwiss divine
Plato; for instance, when he calls water "a sober God", and
describes its mixing with wine as "Chastaning" {Laws,

773B-C1.

Dafects like these have given Cascilius a3 pretext teo
represent Lysias as being superior fo Plato; but the reason
for this assessment s99ms Lo be his @xcessive fondness for

Lysias and an equally strong hatred for Plato.

This leads to an interesting discussion - a
digression drawing a strong conftrast between flawless
aadiocrity and faulty genius. Longinus doss not hesitats to
exproess his praference for the writers of genius, careless
though they often ares. Rather, he arguss that the highest
genivs is very far from being flawless, and entire accuracy
runs the risk of descending into triviality (D.T.S., Sec.33,
pP. 1433, Men of mediocre enaowmants enjoy a greater freedom

from error (35 they never run any risks), while great

abilities remain subjact to danger by reason of their very
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greatness. For this reason, virtues which are greater in
tﬁamselves deserve 3 precedencs over a3 greater numbsr of
inferior virtues; so that one would choose to be Homer rather
than Apolionius, Pindar rather than Bacchylides, and
Sophoclies rather than lon. Bn the same principls,
Damosthenss is preferrad Lo Hyperides, in spifte of the fact
that he lacks many secondary qualifties that ths latter
pPOS585595 in abundancs. So ailsn with Plato and Lysias

(0.T7.5.,88c5.34-35).

This is followed by 3 lyrical passaze upen the vision
of the demi-gods of litérature, whose passion for grandeur
has bsen implanted within their souls by fthe working of
Nature. By soms natural instinct, we admire fthe grandeurs of
Nature - the Nile, thes Rhins, ths Danubs, the Sun, the
crators of Astna - sven though they are marred by blemishss,
and hold cheap all that is devoid of greatness, wuseful and
necessary though it may be. Similarly, writing of a sublime
naturg lifts the author above the leval of common men; and
they are able to redesm all their failures "by a single happy

stroks of sublimity" (D.T.S., Seec.38, p.147).

There is an obvious truth about ail this; but as
Wimsatt and Brooks have remarkeds, this truth seems to get
nut of hand in our author's enthusiasm, and sweaps him along
to soﬁething vaery much like an implication that wmediocrity

is, on the whole, apt to bes flawless, and ganius strongly (if
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forgivably) inclined to make mistakes. Two possibilities
{they go on to argue) - that 3 mediocre writer might be full
of faults and partly because of these faults waight be
madiocre, and that a great writsr might be faultless (or
rather, the greatness might be in proportion of the fewnsss

of his faults) - have scarcely bssn accountsd for.

‘The Longinian notion of a single happy stroke of
sublimity rsdeaming the carelsss oversights of ganius has
also baen criticized. To quote Wimsatt and PBrooks oncsa

3gaing

The discussion would scarcely countenanceg the idsea
that in a large literary work as in a large practical
anterprise, ... a8 ralevant mistake, one that 1is
really a mistake, will be more catastrophic. 1f ws
conceive both perfection and grandeur as qualitiss
which ought to be resident in a poem, the antagonism
suggastad by Longinus seams bound to be
troublesome.lo

But it may be noted in passing that the excusable
faults, for the most part, are the faults of st;le. Faults
of ideas or concaption (see f.Secs.3,4 and 10) are of 3 mors
serious naturs, and Longinus’' statements imply that they are
more difficult to biot out by the lightening-like strokes of

sublimity.



This lengthy digression over, the text reverts to
the discussion of figurativae languags. Beacause of their
close association with metaphors, similes and comparisons
are nsxt taken up, but the discussiocon is intsrrupted by yet
another lacuna. The text resumes in the midst of thse
following section, which is devotad to hyperboles. We havsas
already shown that for Longinus a metaphor is an imponsition
of 3 sign for a thing - the imposition in this casse not bsing
litearal, but involving a comparison. In w@metaphor the
comparison is absoluts, whereas in hyperbols words exaggserate
thg thing in terms esither of excess or of deficiency by
likening it to what is more than it or lass than it. Thus
for Longinus, the inclusion of hyperbole under word-choics is

alse justifiasble.

In the portion of the 38th Section now extant,
Longinus is apparently condemning hyperboles that overstsp
the mark of propristy. As in the rase of figursas, if
hyparboles are abused, they may fall flat and produce the
opposite eaffect to that which was intended, Isocrates
(Panegyvric, 8) illustrates this superbly; for when he
2#xaggerataes the powsr of language to delude the audiencs, he

has all but made a prefatory announcement to his auditors

that he himself is not to be trustsd.

To help the writer avoid such faults Longinus

raiterates the advice he had given in connection with the



figures:
The best hyperboles are thoss which conceal the fact
that they are hyperbolss; and this happens when under
tha influsnce of powerful smofions, they ars ussd in
connection with some great circumstances.

(D.T.S5., S8c.3B, p.142)

An example of this kind is the account given by Thucydides of
the fight in Sicily, in which context hes writss that though
the water of the river was polluted with mud and biood, it

w3s drunk,

and most of them still thought if waz worth fighting
for.

(Thucydides, VIl, 84)

Here the hyperbols is made croediblie by the height of the

smotions gxcitad by the circumstances.

For the same rsason, even incredible hyperboles se=em
plausible in comedy when they are in kesping with the emotion

of taughter., As Longinus explains wittily :

Hyperbolass may app{} just as much to pestty things as
to great, and ovar-straining of the facts being the
common a8 lement. Iin a senssa, satire is the
gxaggoration of pattiness.

(0.T.S., Sec.38, p.150)
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5. Synthesis

Like the figures and diction, the fifth and isst
source of the sublime, synthesis (i.s., dignity of word
arrangement and elevation of structure?) also deals with the
uss ~f woids, but once again, a different aspect of words is
the obiect of the sourcse. in this case, words are taken
simply as sounds, constitutive of rhythms and harmony. In an
almost lyrical passage, Longinus sxtols the harmony of words
as the highest form of music, since it 3also expressss meaning
and thereafore appeals to the mind as well as to the senses,

and in so doing,

draws owur thoughts towards what is majestic and
dignifisd and sublime.

{B.T.S., S8c.39, p.1S51)

To illustrate this, Longinus takaes 3 Degmosthenic santencs (fg
Corona, 1B5) +to show that 3 simple changs in the order of
words, or even the addition of one syllable by wusing a
lengthenaed form of a word, completely alters the rhythm -

and therefore the total effact - of the sentencs.

in the emumeration of the sources (section B3,
Longinus had remarked that synthesis contains within it all
the other sources of the sublime, for the arrang;ment of
words presupposss thought, paésion, figures and diction. The
idea is devaeloped in saction 40, I1f there is a titack of

harmony in word-structure, the slements of grandaur would be



dispersed so that sublimity is scattsrsd in all directions;
while there asre writers (like Philistus, Euripides and
sometimes oven Aristophanses) who have no natural gift of
sublimity, and who, for the most part, smploy common 3and
popuiar words f{which carry no extraordinary inspirationi},
have achisved dignity and sven theg sppearance of grandeur by
the mere combination and fitting together of the words in the

right order (5.T7.S., Sec.40 p. 1523,

It 1is quite evident that Longinus' primary concern
here is with rhythm. This becomes even more obvious in the
next two chapters, which 2xpress his dislike for short and
broken rhythms. He also disapproves of rhythms that are too
cbvious for in such cases the styie doss not communicate the
feeling of the words, but instead distracts the attsntion of
the sudience towards the rhythm, Short rhythmic phrasses,
which usuaily reasult from 3 desire for sxcessive compression
are no better. One further point is made, namely, that the
use of trivial words completely spoils a great passagse.
Since at this point he is concernsd chiefly with the sound of
words, Longinus begins by noting some cacophonous sxpressions
in Her;dotus' dascription of the storm (VIl, 188)., But this
passage is also censurabie bescause it confains vulgarisms and
other words that are inappropriate to the dignity of the
subiject. This leads to another digression, for this aspact
of the use of words belongs more properly to diction than to

synthesis, Our author takes 3 passage from Theopompus - his
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aceount of the Persian Ring's descent into Egypt - to
illustrats how a3 few sxpressions, appsaring in a Ppassage
which is meant to be sublime may mar its effect. Theopompus

anumerates the offerings that were brought to the king of

Pa

3

sis by the rulers of Asia, but in the process he runs from
the sublime to the trivial. He gives 3 wonderful report of
the equipment - the golden and bejewselad mixing bowis, tha
silver piate, the pavilions of pure gold etc. - but spoils it
by naming alongside it such paltry things as bags and sacks
of spices and nther provisions. instead of a direct mention
of these things, he could have suggested them remotely; e.g.,
he could have referred to them as "all the delicacies of

catesrears and good cooks. ™

These commsnts of Longinus should not be sesn as
contradicting his earlier statements about the superiority of
faulty genius Lo faultless mediocrity. While it is
undeniable that faults m@may appear sven in the best of
componsitions, it should be the sndeavor of the author to
minimise their numbsr. At any rate the great passages of the
work must posses no defects. A sublime passage may radesa
the compositinn by overshadowing the faults that occur in its
less conspicuous portions, but if the sublima passage itself

is tainted, the defact may appesar even more glaring by

contrast.



6. Dther Topics

The remainder of the sxtant treaties is given over to
a consideration of the causes of ths lack of sublimity among
the asuthors of Longinus' timse. The sublject may be shown to

be of some importance, for if the times constrain the artist

tn the point where he cannot opsratse, all rhetoricsl tuition
is wuseless. An unnamsd philosopher, who had racaently
investigated this question, speaks first, and gives the lack

of fresdom as the cause, since the intealisctual faculties of
ths writers of his time have not declined in comparison to

the authors of antiquity. As he puts it,

Just as the cages, in which they keep ths prgmiss (or

dwarfs, a3s they call them) not only stunt the growth

of thoss who are imprisoned in them ..., but also
shrink ¢them by resason of the fetters fixed round
their bodiss; so0 all slavery, howsver iust it may bse,

could well be described as a cage of thes soul, a

common prison-housse.

{0.T7.8.,88c.44, plS7:

Longinus disclaims this argument, rsasoning that ws
are apt to find fault with the age in which we liva, rather
than with oursslvses. Instead, he gives the love of money and
the love of luxury as the causes for the decay of salogquencs.
But the disclaimer to the first argument is not very

forceful, and it is not clear whether Longinus' good friend
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the philosopher, is an opponent putting forward a wrong
headed srogumani, or simply Longinus himsslf wnveiling his
delivery (good orator that he is) by putting one of the two

agqually valid arguments in anoither voics.

Whatever the case may be, Longinus also amplifies thse
second cause at a considerabls lengih, anothar masterpisce of

rhetoric:

It 15 not the peace of this world that corrupts great
natures, but rather this endless war, which holds our
desires in its grasp. - Yoas; and further still the
passions that garrison our lives nowadsays, and have
utterly debased them: for the love of monay {that
insatiable craving, fro& which we 3all now suffsr) and
the love of pleasure make us their slaves, - or
rather, one might say, sink our lives, body and soul
into the depths; the ilove of monsy being a3 dissase
that makes wus petity-minded, and the love of pleasurse
and utferly ignoble attribute,
(0.T.S., Sec.44, p.157:
Longinus leaves the ags to its own failings and
promises to proceed onwards with the subijsct of the
passions, but unfortunately the treatiss comes to an end at

this point, befors anything has been said on the topic.

But from his stray remarks throughout the work, wa

can have some idesa of the role that the passions are supposed



to play in the production of the sublime. Caecilius had

naglected some of the sources of the sublime, and the most
significant omission was that of passion, If Cascilius has
omitted passion, Longinus arguses (0.T7T.8S., Sec.8, p.1083, it
may be because he thought that sublimity and passion wears
identical, and were essentially bound up with each othser.
But in this he is mistakan; for though passion is an
important source of the sublime, it is not sn essential
sourca, and there may be grest passages devoid of passion,
As an axsmple Longinus quotes the attempt of the Titans +to

scale Dlympus (Odyvssey, i, 31E5-17).

Basides this (Longinus argues), some emotions can bse
found that are mean and not in the least sublime, such as
pity, grief and fear;. No reason is given for the exclusion
of these emotions from the sphere of the sublime, but Grubs
has suggasted11 that Longinus has in mind the smotions falt
by the writer or the character in ths drama, rather than

those nf the sudience.

It may be noted in this context that a display of
improper passion 1is also condsmned by Longinus as a fault
(B.T.S., Sec.3, p.103). Writers who indulge in such excesses

"in their quest for the sublime flounder into faults of this
naturs. Such irrelevant outbursts of smotions may produce
upon them the effect of scstasy, but isave thair hearers

unaffected, For these reasons, there is nothing wrong in
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supposing that passion is not an essential featurs of the

subl imae.

Do the nthe: hand, if Caecilius d4id not speak of
passion because he did not think it conducive to sublimity,

he is once again in srror; bacause

.++» nothing contributas so decisively to +the grand
style as 3 nobis emotion in the right setting; whers
it forces its way to the surface in 3 gust of frenzy,
and breathes a3 kind nf divine inspiration into fhe
spaaker's words.

(8.T.S., Sec.B, p.109)

The truth -of this statemesnt is reinforced throughout the
discussion, sspecially in the contaxt of the figures. As has
basn said above, noble semotion in the propar placs
overshadows fthe sxcessss of figures, along with tfthosse of
metaphors and hyperboles. Due to the onrush of powerful
smotion, the figure appesars natural to the audience; and |if
skillfully employed, is not evan perceived, with the result

that i1tz effactiveness is5 incrassed.

Thus Longinus pursues his subjesct with admirable
precision, though it is the mods of expression paeculiar to
great literature rather than the sublime, which is his object
of studwy. As 3 theorist hs must ba saluted, for his preciss

analvysis as well as for his penetrating insights.
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C H A P TER - 1V

A COMPARATIVE STUDY
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CHAPTER - IV

A COMPARATIVE STUDY

1. Intraoduction

The preceding sketches of the two texts should bareiy
leave any room for a doubt about the ends of their asuthors,
t.9., to delinsate the modes of sxpression suitable for
literary compositftion. As far as Vamana is concerned, the
proposition would be accepted without 3 demur, but (as we
have endesavoursd to show) it is no less applicablias 1in the
case of Longinus, For though he constantly talks of scstasy,
and analyses most of thes sources of sublimity in terms of the
affect they have on ths reader, we do not coms across any
wall-formulated theory of assthetlics in his treatiss.
Ecstasy or transport is left undefined, and the only thing
deducible from the text is that it is guite distinct from
persuasion, and has an irresistible asffect upon the readsar.
In what manner is the condition of transport as produced
by a sources of the sublime different from the ftransport that
results from another source is not always clsar, for the

1S
precise naturs of the sffact that a3 device produces on the
readsr is not always stated. There is no separate
theoretical discussion of transport, but only in relation to
the devices. Hence it would not be wtbng to conclude . that
the treatment of transport in Longinus' schems is only

incidental, and that it deserves attention only insofar as it
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serves as a touch stone of the sublims. Or perhaps Longinus
regards it as one of those things that we know by instinct -
something "born and bread within us" (8.T.S., Sec.38, p.15D)

which does not necessitats any explanation.

But whatever the case may be, if we chooss to negieact
that aspact of the trestise which deals with sxpression, and
glorify instead the slsment of fransport, we wiil not only bs
misinterpreting Longinus, but may. in all likelihood, end wup
with the same kind of scorn for the author as is implicit in
Gibbon's famous remark. Therafors, the best approach is
apparentliy to regard +transport as a touchstone of what
Longinus ca3ils the sublims, which in its turn may result from

different modes of axpression.

BEefore embarking on a detailsd comparison of the two
works, it would e appropriats to start with a general
consideration of the two basic concepts that underlis our
primary texis. The sublime is defined in terms of five
sources, any of which singly, or dnycombination of any numbsr
of the remaining sourcas, may give birth to it. These are
"(i}) grand conceptions; (ii}) powerful passion; {(iii» figures
of thought and speech; (iv) noble diction: and (v) dignified
word-arrangemant. Similarly, " Riti is sxplainsd 33
constituted by a particular arrangement of words (K.A.S., l,

i1, 6), which involves ths wusse of Gunas and Alahksras. As we

noted in the preceding chapter, the last three Longinian



sgurces dsal specifically with egxpression, and involvse
different aspects of word-arrangement. Thus the definition
of Riti would seem to correspond, at least in its essence, Lo
the last three sources of the sublime. But most of the
Arthagunas of Vamana possess features that do not have any
direct connaciion with word-arrangsment, but ars reilated o
meaning or the content of literaturs. The first two sourcses
of the sublime also refer to content, and as such ars similar
in kind to the Arthagunas. So on 3 broad, gesnsral lsvel it
can be safaely concluded that both theorists cover auch the
sams ground, and that the issuss which are raised in the

courss of their discussions ars common.

Moving on to the classification of m@modes and the
distinctions betwesen them, we note that by Jimana’s time the
Paficali was recognissed as an independent mode of writing. It
had acguired a sizable following among writers - significant
enough for theorists to accept it as a third Riti and place
it alongside the Vai?arbh{ and the Gaudi Ritis. The
gengraphical basis of the nomenclature of the this suggests

that they did not have a theoretical sxistence only, but were

part of the literary activity of the timse.

Of thess three, the Vaidarbhl is replete with all the
Gunas, so that it is the coampiete and ideal Riti, while the
nother two encourage extremes. The Gauqz lays stress on the

grand, the glorious or the imposing, the Pancali on softness
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and sweetnegss; S0 that the former loses itself often in

bombast, the lattar in protixity.

We do not come across any classification of stylss
in Longinus, but his treatment of the sources of sublimity
implies that there can be innumerables modes of writing,
depending upon the combinations of the sources. Perhaps it
was his perception of the hopglessness of any attempt Lo
define and distinguish betwesn ail the possiblse m@modes that
directed his decision to leave the subisct untftouchsd. The
three or four kinds of styliss distinguished by his time 3re
not mentioned because he saw no point in limiting them to
thres or =vean four, when innumerable variations could be

possible.

in spita of this, it is remarkable that Longinus
mentions bombast and puerility as vices bordering on the
sublime., These would correspond to the axtreme forms of the
Gaugf and the Pancali this. The sublime may bs understond
as a kind of mean betwesn these extresmes, just as the
Vaidarbhz, raplete with all the Gupnas, may be thought of as

standing mid way between the Gsudi and thse P3Rc31i.

As - the concepts of the Riti and the sublime are
devsloped, further correspondences - both parallelisms and
differences - coms to light. Since both theories have their
base in langusge (art, both eritics feasl, is as aessential as

genius for literary <creation’, the correspondences that



emarge are mostly of a formal kind. These are interspersed
with observations on contant and non-linguistic slements. As
was stated a3t the ocutset, we will compare the remarks on
izrnfuage in terms of lexis, syntax, imagery and phonological
devices, and then procezd onward with the issues that do not

f31! within the scope of ths investigation of language.

2. The Usg of Lanpgusgae

it would be aspparent, sven from a suparficial
acguaintance with the texts that a sizable portion of the
treatiseas is devoted to Lopics that have 3 direact bsearing on
the choice of words. The correct use of words is emphasised
by Vamana, who holds the knowlsdge of grammar and the lexicon
as a pre-requisite for literary activity. Lack of proficisncy
in grammar is the origin of the deafect tarmed TAs3ddhutva"
(K.A.S., I, I, 5), while a defactive knowledge of the
lexicon ma.y give riss to resdundancy and unintendad
contradictions {Kas, Il, 1, 10-11). Longinus has nothing to
say on this point, but Vamanas devotes the last chapter of his
work to some practical suggestions that may help the writer

in securing grammatical correctness.

But the post's task is not finished once he has
mastaerad grammar and the lexicon. Hs has an infinite number
of words to chonse from add the choirce is governed by a
varisty of‘considarations. Words that ars ugsed by ths common

people only and are vulgar are excluded from literary
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vocabulary by Vamana (K.A.S., [1i, I, 7) as well as by
Longinus, (D.T.S., S2c.43), though the latter asllows soms
concession in this respesct if the words are more expressive

than their dignified synonyms ($.T.S., Sec.31).

The <choice of elegant diction is encouraged; it
constitutes the §abdagupa K3nti of Vamana (K.A.S., 1ii, i,
283, and Longinus recommends it as a means of achisving
sublimity {0.T.S., Sec.Z0). On the othear hand the desirs to
avoid common place words should not prompt the writer &o make
use of ths specialised vocabulary of 3 technical disciplins
for it may make the passage difficult for the comprahension
of ths genaral raader (K.A.S., 11, 1, B, For the same
reason,ww0tds that ars made to convey the desired sense in a

far-fetched manner are also cesnsured (K.A.S., 11, 1, 1

)

and
203, Not only do they make interpretation difficult, but
such far-fetched expressions also produce an effaect that is
not. grand but its sxact antithesis, and on this account thsay
haves been condemnad by Longinus as weil (2.T.S., S=c.4,
p. 1043, For the same resason, an gsxcess of bombast is also

cansuraed by Longinus.

In Sanskrit, pompous diction implies the wuse of long
and cumbrous compounds: Compounds constitute one of thse
chief distinguishing foatures of the Ritis - ths Panc3ll is
almost totally devoid of compound words, while +the Gau@?

abounds in long compounds (K.A.S., 1, 11,12-13). Once again
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the Vaidarbhi presents itself as & suitablie alternative,
since it employs compounds of averags length, but isaves some
room for flexibility to suit the needs of the subisct-matter

atc.

Any supsrfluity in diction is eschewed, whether it is
cavused by words that are put in only ¢to fultfill the
raquiremants of prosody and do not convey any mesning in ths
contaxt, or by words that repeat what has alrseady Dbsan
sxpressed by another word (K.A.S., {1, i, 2 and I, ii, 12>,
Instead, the use of nnly such words 33 ara absolutely
essantial, i.a., precision of diction, is considared s virtus

(K.A.S., Ili, I, 3.

Besides this, Vamana slso excludes those words from

the literary vocabulary which have soma indecorous
significations attached Lo them - sven if the objiactionable
sense is not intended. But he makes an exception for words

whos? offensive significations are not 3 part of usage.

There is another aspect of word-choics, which, in

modern-day terms, may be characterised as deviance {though
s

deviance is not anunciated as an wunderlying theoretical

principle by w9ither of our 3uthors). The most obvious

instance of the deviant use of words 1is the figure of

polyptoton (0. T.S., 8Sec.23-27), a nams given to the

interchanges of cass, tenss, psrson, number and gender.



The principle of deviance also underlies the

Longinian figure of periphrasis (D.T.S., Sec.28-28}) - the
most difficult of the figures - which is defined as 3
roundabout way of saying something. As for Vamana,

circumlocution appears as 3 feature of two of his Gunas: The
first varisty of the ideal Djas is sxplained a5 the uss nof a
phrasae or ssantsnce to convey the senss of a3 word (K.A.S.,
1it, it, 23 . Similarly, the ideal Sasukumarys consists of
pariphrastic expressions that serve as suphsmisms for words
which saxpress harsh or disagrasabls idsas (K.A.S., 111, it,
123, A periphrastic mode of uttsrance is also involved in
the Arthaguna Madhurya, the dominant characteristic of the
P3ncali Riti (K.A.S., 111, 11, 11}, But periphrasis should be
saployed with cars, and both Longinus (8.T.S., S2c.28) and
Vamana (K.A.S., i, I, 12 and 20} caution against 1its
excassive use, which may reduce its effecltivensss and (as wa

53id earlier) make the task of interpretation difficult,

The second variasty of Vamana's Arthaguna-0jas, can
also be explained as the deviant use of words. As opposed to
periphrasis, it consists in thae use of 3 word to sxpress an

Ld
idea which_is normatly conveyed by 3 phrassa.

Finally, the diction employed in a verses or a passage
should be uniform; and when shifts are made according to the
context the writer is cautioned not to make them in an abrupt

manner (K.A.S., rry, i, 123, But if the changss from the
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simple diction to the grand or vice versa are gradual, they
andow the passage with charm and constitute the quality
called "Samadhi®™ (K.A.S., {Ii, 1, 13-20),. Longinus does not
maks any observations on ths uniformity of diction, but he
dogs remark that the choice of words should be determined by
the nature of the subiscit-matter, and for this reason grand

diction should not be ussed svervwhere (0.T7T.S., Sec.30).

O

As compared to diction syntax doss not have much of a
role in the speculations of the theorists under
considaration. Since Sanskrit is a highly - inflectad
language it does not lsave much room for syntactic devices.
Even some of V3manas figures which seem o raprasent
syntactic variations of the Simile, cannot be interpreted

solaly 3as devices based on syntax.

But in the case of Longinus, as Wimsatt 3and Brooks
have noted, somes of tha figures depend upon the abnormalities
of syntax. Asyndeton (which gives the impression of rapidity
and agitation) results from the omission of conjunctions; if
the conjunctions are addsd and the syntax is ordered, the
ruggednass of the emotions is toned down and they lose their
power (G.T.S., Soa,19-21)., The fourth variety of Vamana's
Arthaguna Ojas slso involves compression, but it is not
achisved by any syntactic device. The compression results
from 3 use of suffixes sanctioned by grammar, which help fthe -

writer to compress his sentencss. Similarly, the Longinian



hypsrbaton consists in the arrangement of words or ideas out
of their normal sequence and mimics a speakser highly chargad
with emotions {3.T.S., Sec.22}. Both asyndeton and
hyperbaton explonit the possibilities of obscurity that
temporarily blocks the understanding of the reader, but soon
roasnlvas into clarity tike that of a lightaning-flash. But
in Vamana's visw obscurity, even if only temporary, is a
faults; so0 that he does not approve of any disorder in syntax

that makes comprehsension difficult (KIA.S5., {1, I, 227.

Variations in syntax a2re at the ront of other
Longinian figures as well. Such are rhetorical gusstions
(D.T.S., E&ac.iB8), which beguilas the audisnce into thinking
that each deliberatsly-considered point has been struck out
and put inﬁo words on the spur of the moment. In the sams
wWaY, the figure of adjuration (0.T7.S5., Sec. 163, at Isast
from a3 formal standpoint, may be intesrpretad as ths variation
in the normal syntactic order, though Leonginus insists that
there is nothing grand about adjuration as a mere rhetorical
device, It is the place, manner, circumstances and the

motive that invest it with grandsur.
L4

The Iimportance of imagery is much greatsr than the
syntactic devices 3just considered; aﬁd both critics havse
much to offer on the subjsct. Vihana% study of imagery
takes the form of 3 chapter on the idesal figures of spsach.

Longinus deals with it in two places: first in a8 general



manner as a part of his first source of sublimity {i.e.,
grand conceptioni, and then in ralation to metaphor,

hyporbols etc.

Longinus has generally freated oratory along with
titerature, and has hardly made any distinctions between the
two. But hs notes an interesting differsnce betwean the uss
of imagery in oratory and its employment in literaturse
(D.T.S., E8c.13), Though its aim i5 %o produce vividness of
description a3s welil as to work on the fesslings, in oaratory,
the emphasis 1is5 on vividness, while in poetry the stress
shifts to the stimulation of fselings. Consequently, strict
sdhergsnce fo reaiity is required in oratorical imagss, though
in literature the bounds of credibilifty may be stretched to a
cartain point. But even in literaturs, an. image that
contradicts s well known fact is not permissible (0.T.S.,
Sec.4, p.105), Vamana also censures the images that invoive
the mention of something impossible (K.A.S., IV, I, 20}, On
the othear hand, images that are grand but not incredible arse
praised by Longinus (0.T.S., Sec.9, pp.110-12), but imagses
drawn from svaryday life, he adds, do not produce +the same

sffect nf slevation.

Along with incredible images, those that are
unfinished, confused or vague should also be svoided. In the
opinion of Longinus, these characterise ons of the extremes

that border on the sublime (0.T.S., Sec.3, p.102). Hera also
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Vamana seaems to be in agreement with him, for one of the
defects of simile refers to instances where the comparison is
sither vagus and difficult to grasp or is unfinished (K.A.S.,
Iv, 11, 163, Other defects of simile named by Vamana includs
the unsuitability for sach other of the standard of
comparison and the obisct compared, and disparities in number
and gender betwaen the fwo, Longinus is silent on the latter
point  (no doubf because number and gander do not have the
same importance in thes languasges with which he was convarsant
a5 they hawve in Sanskrit), but hse does criticize the
comparisons where the terms ars not appropriate for seach
nther, and includes them under the fauif of frigidity

(0.T.S., Sec.4),

So much for imsgsery in gane;al. Apart from this,
individual figures are discussed; but these nesd not be
considaered in detail here, as they have besn analvsed a3t some
length 1in their proper placas. We may nots in passing that
Vamana has made no observations on the abuse of figurses, but
has thought it sufficisnt merely to define and illustrate the
various figures. Longinus does not taks up the same numbar
of figures{ but his treatment of the onss that he chonses to
gxplain implies that there is mors %o a figure than the
rhetorical device that embodies it, since svery such device
is subject to misuse. To illustrate this he quotes some bad
metaphors and hyperboias. T§ avoid any breach of propriety,

the figures should be accompanied by strong emotion, for the



timely eoxpression of violent emotions is an appropriate
antidote for the sxcesses of figures - whether it be 3 series
of bold m@metaphors, or hyperbolss so far-fatched <that they

come dangerously close to the limits of credibility.

Another point pertaining to figures dessrves mention
here. it concerns the relative importance of simile and
metaphor in the two ftexis. in the opinion of Sanskrit
poefticians, comparison iies at the root of most of the 1deai
figures, so that they are described as the modifications of
simile. But for Longinus, the basic figure is the mstaphor,
and simile, hyperbols atc. are dafinéd with reference %o it.
The reason for this has already besen sxplained; since thasa
coms under the domain of diction, thsy are conceived in tsras
of the imposition of one thing on the other, which in its
turn involves 3 comparison. Maetaphor 1s the basic figurse
bscause in it the compariscn is absolute; whersas in
hyperbole words exaggerate the thing in terms either of
2xcess or of deficiency, and in simile the comparison is only

partial.

The last part of the investigation of literary
language relates to the auditory effect of words, and takes
into account such factors as rhythm, verbal figures, ths
alaments of prosody stc. The last of thess, i.s. prosody, was
net  usually daa)£ with in a work on. poetics, anad specific

works on the subisctf were composed, 50 that there are only
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stray refsrences to it in Vamana's work. it is named as one
nf the sciences whose knowledgs is a pre-requisite for postic
composition (K.A.S., I, I1i, 6), and in anothsr contaxt
Vamana condemns as faulis the deficisncy in metrs and tfhs

misplacement of the hiatus (K.A.S., il, i, 2-7).

Sther phonological deviecss fthat assist in the
production c©f a harmonious arrangesment of sounds have beean
assigned an important place by both writsrs. The fifthn
sourcs of sublimity, i.e. synthasis, comprisss of such
devices which, Longinus ciaims, can invest aven a3 common
place subisct with grandeur (D.T.S., Sec.40;}. Though they
ars sexaminsd at some length, it i1s not possibie to maks any
comparisons (ex?ept of the most general kind) bstwesn the
deavices of Vamana and Longinus, Thay depend upon the
peculiarities of a3 particular language, and it is difficult
to find sgouivalents fo; them in other languages. Any
disturbance in the proper flow of words is not tolerated,
whether it arises from harsh words (K.A.S., 11, 1, i8), or
has its origin in broken and agitated rhythas (8.T.CS.,

Sec. 41,

There are no equivalents in Longinus' system for the

varbal figures of Vamana, apparsently because they are over-

thythmical - a charactearistic that ha contamptuously
describes as & superficial jingle, which distracts the
reader's sttantion from the @main subisct and marely
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communicates the feelings of the rhythm (O0.T.S., Sec.42).

lar reason, apparently, Vamana axpressas his

fon

For a sim
preferance for the alliteration "which is not too glaringly

conspicunus™ (K.A.S., 1V, 1, 8,

Two further points that relate to literary languagse
in generasl deaserve mention hers. The first concarns ths
differing wvisws of obscurity or ambiguity that emerged from
the two textis. As we s53id earlier, most of Longinus’® figurses
result form abnormalities of syntax and other peculiarities
of structure, and rely for their sffsct upon ths production
of 3 temporary obscurity, which finally resolves into a3
tightning-ltike flash of comprshension. Vamana, on the
contra;y, repeatedly lays stress on cilarity; ease in
comprehension forms a feature of four of his Arthagunas -
Pras3da, Samadhi, Samata and Arthavyakti. Any difficulty in
comprehension {(whather it arises from lIlexical, or from

syntactical, causes) is condemnsed 3s 3 fault.

The second point concarns the tolerance of faults.
Longinus 1is ready to make allowances for the faults of
language, aspecially if they ars mitigated by greadt virtuses.

But for Vamanas (as for most Indian theorists) a fault is a

fauult - condemnabls and intolerable, which should, under no
circumstances, be permitted to creep into s composition. As
far as faults nf conception are concernsed, thess ATw

denounced by Longinus also (80.T.S., Sec. 3-4 and 10).
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3. The Content of Literature

Whils accepting that the Riti thenry and the concapt
of the sublime are of a predominantly linguistic nature, it
would nonetheless be a3 ssrious oversight to pass lightly
over the observations that have a besaring on ths content of
literature. The first source of great writing, according +to
Longinus, is the ability fto form grand conceptions; and the
Arthadnsas, the Arthagunas and the Arth3ladk3ras of V3imans

refer morse properly Lo ths ideas of literatura.

Idmas that are oppnssd Lo place, time, naturs or Lthe
establishad principles of arts and sciences arse nof permitted
in literature (K.A.S., ii, 11, 23-24 and Iti, il, £).
Longinus alsn holds a strict adherence to reality as an
asseantial feature of oratorical wriiing (B.T.S., ESeac. 187,
and even in tragedy, which may venture in to the realm of the
mythical and the incredible, ideas that are opposed to
gstablished facts are to be eschewed. It is on this ground

that he condemns a3 simile in Xenophon (O0.T.S., Sec. 4).

Also to be avoided are frivolous, wundignified and
long-winded details, for they ruin tﬁe total affect of
passage, like air-holes fostered on fto impressive buildings.
Trivial ideas - Longinus notes more than once (D.T.S.,
Secs. 10 and 43) - terribly disfigure the sublime. Instead, a
harmonious fusion of the most appropriate details should be

the aim of the writser, for it invests the passage with



grandeur (0.T.S., Sec. 10). Sappho and Homer @exhibit this
charascteristic in abundance, and for this resason they havsa
been praissd by Longinus. Vamana also recongises this
feature as one of the essentials of postry; his Arthaguga

Kanti is defined as the conspicunus presence of Rasas

0
o
pas
0
e
@
3
Q

(K.A.S., itt, it, i%), for which a proper sele

unification of details is requirsd.

Writers are also required to possess ths ability 4o
form grand conceaptions of their subijscts., This ability,
Longinus maintains, originates from the nobility of scul, and
for this reason the author must have a mind that is not m@mean
or ignoble (B.T.S, Sa8c.9). Homer and Moses ars praised for
their grand conceptions; as is Alexander the Great, whose
reply to Parmenio Longinus quotes with approval. Vamana's
Arthaguqa §le§a, as well as the first variety of w@eaning
whose comprehansion constitutes the Arthagu?a Samadhi {the
meaning that is absolutely original) also rely on grand and

claver ideas for their sffsctiveness.

But it is not possible for every subject to bae grand,
and ideas tfthat ars commonpbace may acquire at least soms
aamaount of grandeur by the use of amplification (8.T.S.,
Cac.11). It may be managed in a number of ways, =e.g., by
exaggeration, or by the rhetorical development of a common
placa. The latter iz alspo 3 featurs of V3amana's Arthaguna

Oias (i.g9. the third wvaristy of Arthaprau@hi, consisting in



the diffuseness of sentences) (K.A.S., 11i, 11, 2}, and also
characterises his Arthamddhurys (K.A.S., {11, 11, 113, But
he csutions against the excessive use of these methods, since
such dilatory style adds charm only within certain limits.
Longinus also citas instances where this tachnigue,
improperly employsed, leads to the fault of frigidity (D.T.S.,

Sec.4).,

Since ¢greainess of mind is 3 pre-reqguisite of great
conceptions, thes aspiring writer (whoss mind has not ot
reached that stage of slevation) may train his faculties by
an imitation of those that have attainad grsatness bsfors
him, In other words, if he can make his thoughts
commensurate with their thoughts, he may succeed in foraming
noble idesas (B.T.S., Secs. 13-14),. in Vamana there is
nothing that directly reiateé to this issus; but in his
classification of meaning into absolutely original and that
wnich is borrowed from others (K.A.S., II{, 11, 8), he seeas
£to accept that literature may echo great passages from
antiquity. The concept of imitation as found in Longinus is
very wide and slevated; wharsas in Vamana (as his sxample of
the second kind ;f mganing illustrates) if narrows down to a

reproduction of idmas and the tricks of style.

4. Closing Remarks

The preceding comments should lsave no room for doubt
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that it is the mode nf sxpregssion peculiar to literature that
remains the central concern éf Vamana and Longinus. it is
true that each has much that is novel and not to be met with
in the othsr, but the similaritiss between the two arse
remarkable,. The divergence of opinion results from the
differsnces in points of view, which ars insvitabls in the
case of theorists whoss fraditions had evolvsd quits

independently of sach othser.

it does not fall within the scope of the present work
to consider at length the concepts of the sublime and Riti as
devaloped by succssding theorists. We may nots +that the
sublime was introduced to the French and English critics by
Boilaau, who, for the first timse, provided a French
transiation of the frematise. As noted esrliser, Longinus’
allowance for fauits was to become the basis for much liberat
criticism in the sightesnth century. Basides this, Burke ;nd
Kant, eavolved Lheir own theories of the subiims, But ths
influence of Longinus tendsed to wane somewhat from the end of
the seighteenth century, and the theorist could not again
attain the same popuiarity:that he had eninyed during ths
tims o; Dryden and Pops.

In the Indian tradition, the thrée Ritis of Vimana
ware generally accepted by the orthodox schools; though +he
unorthodox writers differsed from them both in the names that

they assigned to the REtis, as well a5 in their conceptions.
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But for evan those that rescognisasd the thres Ritis of Vimana,
they lost their central importance, which was taken aver Dby
the principle of Dhvani or suggestion. The Gunas of Vimana
were also minimised to thrsse, viz. Bias, Praszada and
M3dhurva. _Horaover, thess were no longsr regarded as the
characteristics of the Sabds and drtha, but weara tftaksn as
the atftributss of Rasa. Vamana's concepfion of Gunas as
relating to Sabda and Artha was developsd by a few unorthedox

writers, such as Bhoja and Prak3savarsa.
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