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Introduction

I. THE POIESIS OF ASVAGHOSA: BETWEEN EPIC, RHETORIC, AND

AESTHETICS

In the context of the use of alamkara lit. ‘ornament’ and centuries before the
classical systematisation that rhetoricians will carry out from the 6 to the 12
century CE onwards, Aévaghosa (1% — 2" CE) seems to have mastered the expressive
forms that more widely distinguish Kavya art poetry and especially the court epic,
i.e., the Mahakavya.! The preferred methodological perspective used in this thesis
to investigate the use of alamkaras in Asvaghosa, particularly those related to
analogy such as the upama ‘comparison/simile and the ripaka lit. ‘metaphora in
absentia’? involves synchronic analysis and a diachronic evaluation to approach the
author’s poetic and the traditional poietic praxis.

The synchronic approach foregrounds the dimension of the author’s literary and
stylistic self-awareness, making it possible to interpret the use and reuse of the
upama and ripaka forms present in the texts.® Focusing instead on comparative-
historical dynamics, | propose a typology of analysis that uses a diachronic

approach to examine the sources adopting a two-way criterion.

1 See Warder 1972; Smith 1985 and Peterson 2003.

2 An initial definition of upama and ripaka is offered by Bharata (NS 16.57). Gerow (1971: 140,
239) defines the former as “the comparison of one thing with a substantially different thing in terms
of a property”, while the latter is classified as “a figure in which the subject of comparison is
identified with its object by a specific process of grammatical subordination”. As far as the
translation of the Sanskrit ripaka is concerned, here | have chosen to adopt the translation
‘metaphora in absentia’ to indicate an implicit logical relationship between the upameya and the
upamana. See also Gerow (1977: 239): “A figure in which the subject of comparison is identified
with its object by a specific process of grammatical subordination”. Another typological-formal
definition of ornament — which also concerns the concept of aropana ‘superimposition’ (Dandin,
Kavyadarsa 2.70) — can be found in Porcher (1978: 69-97): ““ Le ripaka [...], met en relation directe
un comparant et un compare .

3 As regards the upama in A$vaghosa see Boccali, Pontillo 2010; Kragh 2010; Trynkowska 2019.
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I primarily focus on the pre-systematic use of analogy forms in the texts of the
epic-literary genre Itihasa. In fact, special attention is paid to addressing the
occurrences of the alamkara forms from the perspective of their attestation in both
the Mahabharata (henceforth MBh) and the Ramayana (henceforth Ram). In
implementing this programme, the implications of textual and philological criticism
linked to the methodological approach of formulaic language and interpolation are
also considered.*

Secondly, the rhetoricians’ theoretical classification is considered by
highlighting a selection of the most representative works of the alamkarasastra, the
didactic-manual corpus entirely devoted to the study of rhetorical ornaments of
sense and sound, distributed over a time span of approximately five centuries (7"-
11" century cg).% In the field of Indology, such works are traditionally regarded as
canonical, due to the particular reflections on the field of theatre and especially
poetry which have contributed to the evolution of aesthetic and poetic literature
over the centuries.

Indeed, although the present dissertation intends to situate the discussion
concerning the presence of alamkaras in Asvaghosa’s works within the evolution
of rhetorical debate and aesthetic reflection, nevertheless, for the sake of intellectual
honesty, it should be specified that in no way is it intended to retro-project later
theories and practices into a chronologically earlier context. Rather, consulting
sources of this magnitude is preparatory to understanding the way in which the
tradition has elaborated the main theorisations on the concepts of upama and
riipaka, of which Asvaghosa clearly makes wise use.

This thus enables the use of diachrony to address the debate on the theoretical
positions of the classical rhetoricians, especially as regards what is also the aesthetic

essence of the various forms of alamkara. The analysis gives greater prominence

4 See Yardi 1986, 1994; Adluri 2013 and Adluri, Bagchee 2018. Brockington 1998; Mehendale
2001.

% The main definitions of ripaka analysed here are from Bhamaha‘s Kavyalamkara (Sastry 1970);
Dandin‘s Kavyadarsa (Belvalkar 1924), and Mammata’s Kavyaprakasa (Dwivedi 1966).
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to upama and riapaka and refers to the contemporary debate on the cognitive value
of metaphor.®

This thesis therefore takes the form of a preliminary attempt to further
investigate the real extent of the stylistic and rhetorical contribution made by the
Saundarananda (henceforth SN) and the Buddhacarita (henceforth BC), also
resting its foundations on the paradigm of intertextuality, with a particular focus on

the dynamics of re-use in Indian and Buddhist literature.’

® The main works whose reading is preliminary to the present analysis are Black 1962; Levin 1977,
Lakoff 1980.

" Reference is made to Freschi, Cantwell 2016 for a focus on reuse in Buddhist texts, and to Freschi,
Maas (2017: 11-24) for some recent considerations regarding the dynamics of adaptive re-use.
Moreover, an early attestation of the use of ornaments and the Kavya style can already be found in
the Junagarhad inscription of Rudradaman studied by Lassen 1837, which can be placed in 150 CE
in the same chronological period as Asvaghosa (Ollett 2017: 42). In the 2" century CE, we witness
the gradual codification of the alamkara as an aesthetic device. In this sense, Ollett (2019) points
out how in the 2™ CE pracrit texts produced in the Kusana (North Indian) and Satavahana (South
Indian) empires respectively, ornaments become characteristic of two different approaches to textual
aesthetics by the Kavya.
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|.I PRE-SYSTEMATIC USE OF ANALOGY FORMS IN THE ITIHASA AND

SYNCHRONIC ANALYSIS OF ASVAGHOSA’S POETIC PRACTICE

In the context of epic attestations of ornaments conveying the sense of analogy, a
prime example are both Gonda’s (1949) analysis of the evidence for similarity in
Indian literature and Porcher’s (1978) structural and formal examination of style
figures in Sanskrit. Moreover Sharma (1988 [1964]) proposes an analysis of the
main ornaments found in the MBh, offering a semantic and typological
classification according to the type of ornament.

As regards the Ram, Brockington (1977: 442) notes a predilection for the
Sabdalamkara,® while pointing out that structurally speaking there is an
“unsophisticated usage” in the repetition of the same wupamana ‘object of
comparison’ in similes close to each other. On the contrary, he highlights the fact
that there is no lack of attestations where the upameya ‘subject of comparison’ and
the upamana are interchanged.® Similarly, Vassilkov (2002: 29) detects a somewhat
unrealistic structural derivation of the wpama of the natural realm from
mythological imagery in the MBh, which the bard would have reused and adapted.
This seems to be concentrated in a dramatic-emotional context and/or employed
with a formular function.

Cosi (2007) has recently contributed to discerning this narrative context,
studying it in relation to the function of the simile employed therein and
demonstrating a textual stratification in both the Ram and the MBh. In the latter,
the scholar notes how the presence of upamas serves to reinforce an idea present
throughout the narrative plan, to such an extent that one may assume that their
consistent use depends on the very correlation between the two works. Instead, a

categorisation of the most frequent upamana clearly shows an undeniable

8 See for instance Mazzarino’s (1983: VIII) definition: “(sabdalamkara) [...] puntano sull’aspetto
meramente esteriore, o fonico, dell’espressione (schemi allitterativi o di rima, ecc.)”. Brockington
(1977: 442) also translates the term alamkara as ‘figures of speech’; however, following a remark
by Sylvain Brocquet on the need to be faithful to Sanskrit, here | prefer to adopt the translation
‘ornament’, since the term “figures of speech’ conveys a Western concept.

% In the comparison, the upamana literally is ‘the object with which something is compared’, while
the upameya is ‘that which is compared” (cf. also Gerow 1971: 55).
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predilection for deities. The upamanas pertaining to the ritual and sacrificial
semantic area are also present, though in smaller numbers, while as far as the natural
semantic area is concerned, fire occupies a prominent place among the upamanas
mentioned in the Ram (Brockington 1977: 445-446) — especially when the common
property (sadharanadharma) of upameya and upamana is ‘splendour’. In addition
to the upama, other ornaments are present, but in a much smaller proportion,°
especially the riapaka, which is mostly found in the classical epithetic form of the
karmadharaya compound of the purusavyaghra- type.** The sea is also often the
favourite upamana for identification with soka- ‘pain’, an icastic image also
variously attested in the MBh, in the Pali canon and reiterated by Asvaghosa, as
Pontillo, Rossi’s (2003) study of occurrences shows.

Moreover, Kachru underlines A§vaghosa’s reuse of zoomorphic similes of epic
flavour for the characterisation of Sundari, the bride of Nanda
(Siddhartha/Buddha‘s brother); Yasodhara, Siddhartha‘s bride and Gautami, his
putative mother (2019: 14).*2 As far as the rippaka is concerned, Boccali, Pontillo
(2010) recently studied its evolution by focusing on the complex metaphor, the
samastavastuvisayariipaka, already present in Vedic texts. Scholars have also
selected attestations in the MBh (2010: 111), which Asvaghosa skilfully reiterates
as part of a broader mythological, linguistic, textual and cultural reach (Rossi 2019;
Falqui 2019). From a methodological point of view, the study of the dynamics of
the reiteration of imagery and textual occurrences can be placed within the
framework of studies on the origins of the Mahakavya in verse (sargabandha lit.
‘chapter-construction’), the literary genre to which the BC and SN belong. Indeed,
studies by Boccali (1999; 2008) and Sudyka (2011) have demonstrated the

10 See Brockington (1977: 449) for a detailed list in order of frequency of other alamkaras which
includes alongside the ripaka, the utpreksa, the atisayokti — not specified whether recurrent in the
sense of hyperbole or metaphora in absentia — and the slesa.

11 For a detailed and innovative discussion on the reading and interpretation of this type of
compounds, see Mocci, Pontillo 2019.

121n Ram 6.23.3 Sita is compared to a kurart, a female predatory hawk, since she gives voice to her
agony at the sight of her husband’s lifeless body, just as the bird would do on seeing its companion
become prey. Likewise, Yasodhara and Sundari’s heartbreaking cry on realising that they have been
abandoned by their beloved is compared to the shriek of a female cakravaka in BC 8.60 and SN
6.30, and of a kurart in BC 8.51. For a refined and accurate excursus on the evolution of the poetic
motif related to the image of the cakravaka in Sanskrit literature, see Pieruccini 2002.

10
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existence of a continuum between Itihasa and Mahakavya. The latter, in fact, will
reach a level of elaboration and refinement over the centuries, represented at its
peak by the communicative effectiveness of the muktaka (Boccali 1999: 259).

Beginning with the first Western language translation of the first chapter of the
Buddhacarita by Sylvain Levi (1892) followed by Cowell’s (1893) critical edition
of the same, countless studies have been devoted to Asvaghosa. These tend to be
set within a philosophical-historical and literary framework that is as all-
encompassing as possible, often emphasising the philosophical-religious
dimension.t® However, much remains to be studied of the dimension of literary self-
awareness and the dynamics of stylistic-literary framing, which qualify A$vaghosa
as unique in the early days of Kavya art literature (Hiltebeitel 2006: 233-235;
Olivelle 2008: XV1I-XXIII). His peculiar status as a Brahmin convert to Buddhism
(Johnston 1984: XI111-XX1V) made him a privileged observer of the epic-literary
heritage that preceded him and an eclectic promoter of the new Buddhist ideology
through hermeneutical, linguistic, and rhetorical tools known to a learned public.

Lienhard defines As$vaghosa’s works “as a device for religious propaganda”
(1984: 165) and Olivelle (2008: 396), together with Eltschinger (2013a: 169),
interprets the BC as an apologia for philosophical debate — a characterisation also
shared by Salomon (2009: 190) for SN. It is also true that, in the Mahakavyas BC
and SN, the Buddbhist belief is proposed as a continuum of Brahmanical ideology,
a self-professed successor that goes beyond. In fact, the doctrine is never presented
directly, but via the exempla of the life of the founder himself and the conversion
of his brother. Moreover, for the message to be better understood by his erudite
courtly audience, A§vaghosa superimposes the ideals of topical kingship embodied
by the champions of Brahmanical Dharma, such as the heroes of the MBh, on the
essentially ascetic image of Siddhartha/Buddha (Hiltebeitel 2006; 2011; Pontillo
2013a; Brocquet 2015).

13 After conducting an in-depth study of A$vaghosa’s canonical sources, Eltschinger (2013ab, 2019)
finally concludes that, although it is impossible to correctly identify the Buddhist school of afference
of the proto-Milasarvastivada milieu, the BC must be considered a pioneering work, on account of
certain philosophical themes it deals with.

11
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The interpretative paradigm adopted here to establish the author’s degree of self-
awareness is offered by Tubb, Bronner (2008). They present the retrospective of
16M-century Indian rhetoricians in relation to the great models of the
alamkarasastra, affirming the importance of the creative poetic ratio in relation to
the guidelines of the past. They also highlight that a correct historical-literary
interpretation must essentially be able to distinguish between what is radically new
and what is only so at the normative level. In defining the methodological approach
implemented, Tubb and Bronner therefore make use of the notion of self-awareness
(2008: 630-632). In fact, the diachronic reading offered in relation to the dialogue
between a new generation of rhetoricians and the previous one proposes a starting
point for the analysis that we intend to conduct here.

In a way, A$vaghosa can assume the status of a self-aware poet, precisely
because of the specificity of the genre within which his works are inscribed. Indeed,
the formal distinctiveness of the Mahakavya and, above all, the sargabandha lies
precisely in the intent of the two poems, intrinsic to the genre itself from the very
beginning (Sudyka 2011: 29-30). The first discrimen that characterises the
Mahakavya within the broader Kavya movement is its belonging to a very precise,
unique, and unrepeatable historical-cultural dimension in Indian literary history,
namely the varied and fertile dimension of the court epic.'*

14 Note also Dandin’s own authoritative definition of the genre at the beginning of the treatise (DKA
1.14-18): sargabandho mahakavyam ucyate tasya laksanam | asir namaskriya vastunirdeso vapi
tanmukham || itihasakathodbhiitam itarad va sadasrayam | caturvargaphalayattam
caturodattanayakam [| nagararnavasailartucandrarkodayavarnanaih |
udyanasalilakridamadhupanaratotsavaih || vipralambhair vivahais ca kumarodayavarnanaih |
mantradutaprayandjinayakabhyudayair api || alamkrtam asamksiptam rasabhavanirantaram |
sargair anativistirpaih Sravyavyttaih susamdhibhiz | ‘Composition-in-Cantos is a long poem
(Mahakavya) and its definition is being given [now]: Its opening is a benediction, a salutation, or a
naming of the principal theme; It springs from a historical incident or is otherwise based upon some
fact; it turns upon the fruition of the fourfold ends and its hero is clever and noble; By descriptions
of cities, oceans, mountains, seasons, and risings of the moon or the sun; through sportings in garden
or water, and festivities of drinking and love; Through sentiments-of-love-in-separation and through
marriages, by descriptions of the birth-and-rise of Princes, and likewise through state-counsel,
embassy, advance, battle, and the hero’s triumph; Embellished; not too condensed, and pervaded all
through with poetic sentiments and emotions; with cantos none too lengthy and having agreeable
metres and well-formed joints’. (tr. Belvalkar 1924). See also Smith (1985: 14) and Peterson (2003:
1).

12
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Peterson (2003) identifies the competency functions of the Mahakavya genre and
its direct and indirect dialogue with the traditional epic, of which a prominent
feature is the aesthetic purpose realised through the alamkara. In dealing — from a
purely logical point of view — with the rhetorical implications of the term, Gerow
(1971: 17) states that in the tradition of Indian technical literature, the concept of
poetry came into being closely linked to that of poetic use, bound once and for all
to the expressive form rather than to the content. Thus, the repeated use of rhetorical
figures responds to the Mahakavya’s secondary intent: the celebration of royal
glory, the srithat is to be exalted and made constantly relevant, a reminder to loyal
subjects of the monarch’s socially active role. In this sense, one can recognise in
the BC the declination in the Buddhist sense of the topical motifs celebrating the
royal power of the Mahakavya that capture the ‘royal milieu” (Peterson 2003: 12)
pervading the entire poem, which Smith, on the contrary, defined as an ‘anti-court
epic’ (1985: 25).1°

Thus, Asvaghosa would seem to fulfil both the paradigmatic criteria set forth by
Tubb and Bronner to be identified as an innovative poet, insofar as he reworks
traditional epic material in a Buddhist key, skilfully using an active manipulation
of language on a rhetorical-formal level, and the typological premises of Indian
culture itself.X® Furthermore, taking into account the historical-textual premises
regarding the attestations of the upama and ripaka in the epic sources on which

Asvaghosa contextually draws, especially with regard to the values of Dharma and

15 Smith defines the poem in this sense due to the presence of the motif of the Buddha’s abandonment
of duties and renunciation of the kingdom, which would be symptoms of a cultural contrast that
Aévaghosa would thus be denouncing. However, Hiltebeitel 2006 and Pontillo 2013a interpret
Siddhartha’s renunciation of the kingdom in antithesis to his father rejecting such a choice as
Asvaghosa’s actual response to his contemporary socio-cultural context.

16 Torella (2008: 19-20) employs the eloquent expressions of “eterno presente spazializzato” and
“sincronica stratificazione di presenti” which account for the absence of dynamism in the evolution
of ancient Indian epistemology and the “apparente rifuggire dall’innovazione™ that constitutes an
existential condition of the broader Indian mentality. The relationship with innovation in the Indian
world has always been seen as undermining the omniscience and authoritativeness of the ancient
source, in fact India “verrebbe a patti con la storia attraverso la sua virtuale negazione”, defining the
speculative moment represented by the sastra as a fundamental step in the transmission of
knowledge. The phenomenon of exegesis is nominally limited to offering a reading that adapts the
texts over time, but also actually updates them for the benefit of the contemporary reader.

13



Introduction

Brahmanism,!” he knows how to make himself a knowledgeable medium by
employing conceptual metaphors to convey Nanda’s conversion dynamic, as
demonstrated by Covill (2009). The scholar gives an account of an interpretation of
the metaphors present in the SN, which she calls “root metaphors” (2009: 6), that
is rhetorical mechanisms bound to the linguistic plane which are paradigmatic of
Nanda’s vocational journey, as it is represented icastically throughout the entire
poem.

The use of the ripaka as a tool for structural manipulation of the text is one of
the rhetorical devices typical of the Mahakavya and especially of the sargabandha,
as it permits the superimposition of two referents, the upameya and the upamana.
Moreover, from a narrative point of view, the Mahakavya and sargabhanda share
one quality, namely the extensive use of lyrical-descriptive digression. The
metaphorical mechanism is a highly productive poetic phenomenon which helps to
expand the narrative out of proportion for literary and, in Asvaghosa’s case, for
didactic-moral purposes. In Asvaghosa, the metaphor is an established and fruitful
stylistic feature, of the kind Covill calls “conceptual metaphors” (2009: 282),8
emphasising an almost ‘“coercive” function underlying its masterly use,
contributing to touch the chords of the intimate feeling of faith, effectively

awakened in its contemporary audience.

171 refer to Tokunaga’s 2006 and, later, Hiltebeitel’s 2006 notes on the structural parallels between
some adhyayas of MBh 12 and the BC. | also refer to Eltschinger 2018 for similar considerations
focused on the figure of Suddhodana.

18 Applying Lakoff and Johnson’s cognitivist theory (1980).

14
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I.1l. DIACHRONIC ANALYSIS OF THE CONCEPTS OF METAPHOR AND

SIMILE AND FINAL CONSIDERATIONS

Let us now take a motivated jump over a few centuries and perform a diachronic
analysis of how the rhetoricians enucleated the technical definitions of the
alamkaras in question. However, it should be emphasised that there is absolutely
no intention to retro-project later theories into an earlier historical context.
Starting from Bharata (NS 16.57), let us note how upama and ripaka gradually

come to be defined on the logical and textual level of use.

svavikalpena racitam tulyavayavalaksanam |

kificitsadysyasampannam yad riipam ripakam tu tat ||

‘That which is produced by the poet’s imagination in a form characterised by comparable parts and
endowed with partial similarity, this is the ripaka’.

Notably, in this first delineation of what a riapaka actually is, Bharata emphasises
the concept of a ripa, a ‘form’ or ‘representation’ created (racitam) from parts
(avayava) that are tulya ‘comparable’ and which combine to create a certain
similarity (kificitsadrsya-). In this case, the denotation of a logical relationship
without any formal consideration is manifest. The proponents of the different
interpretations of the logical and rhetorical role of ripaka are also the first authors
of the classical era who initiated reflection and theorisation on the same. In fact,
Bhamaha (c. 6" century ce) and Dandin (c. 7" century cg) provide a broader
perspective of what should be included, a posteriori, in the Mahakavya genre and
what, from a rhetorical point of view, should be identified as alamkara — still not
objectively divided into sabdalamkara and arthalamkara. With the critical
reflection of the two rhetoricians, the great season of the Kavyasastra began,
culminating with Rudrata (mid-9" century cg).°

Long before Rudrata‘s formal delineation of the principles of sastra and

proceeding backwards beyond Udbhata (Bhamaha‘s main commentator) and

19 See Smith (1985: 29) for an appraisal of Rudrata’s role in the conceptual evolution of the
Mahakavya genre: “[...] Rudrata gives what amounts to a generalised picture of the mahakavya as
known to him. His prescriptive account relates to what he calls ‘invented’ [...] as distinct from ‘non-
invented” or true, historical mahakavya”.
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Vamana (8" ce ), Bronner (2012; 2016) has attested, not without question, a
temporal gap that exists between the first lights of the Mahakavya genre —
represented by the works of Asvaghosa — and the need, on the part of Indian
scholars, to order and systematise future norms to be followed for the use and
consumption of a court art literature.?® This is the context in which he places
Bhamaha’s Kavyalamkara (henceforth BhKA) and Dandin‘s Kavyadarsa
(henceforth DKA), the two works to be considered as true manuals for a kavi ‘poet’,
that is the two masterpieces of the genre in its early days. Although both treaties are
defined by Gerow (1977: 227) as “remarkably similar in point of view, content and
purpose”, from a qualitative rather than formal point of view, the DKA, stands out
as the most comprehensive treatise in the tradition of Indian rhetoric, dealing with
a timely discrimination of over thirty different types of upama and about a dozen
ripakas (Covill 2009: 13; Bronner 2010: 228). This inventory is at times so slavish
and subtle in its enumeration of the different types that the subtle difference
between one type and another, so foreign to the Western taste for synthesis,
sometimes goes unnoticed.

The material is presented according to a different structuring, especially with
regard to the anteriority between upama and ripaka; in fact, Bhamaha begins his
treatise in a manner more in keeping with the indigenous tradition, starting with
riipaka and ending with a discussion of the upama, with the simile conceived and

considered as a supersession of metaphor but also as one of its derivatives:

20 Gerow (1977: 29) highlights the rhetorical-stylistic quality of some passages in Aévaghosa,
centuries before Kalidasa, and points out how, surprisingly, one must wait some six centuries before
a codification of the stylistic elements.
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BhKA 2.21 DKA 2.66a

upamanena yat tattvam upameyasya ripyate | upamaiva tirobhiuitabheda ripakam ucyate |
guunanam samatam drstva ripakam nama tad

viduz || ‘The upama [in which] difference is set aside

‘The fact that the essence of the subject of is called ripaka’®
comparison is transformed by means of an object

of comparison, after perceiving the similarity of

qualities, this is known as rippaka’ 2

Dandin works against the tide and in a somewhat innovative manner, gives the
upama the status of a new-fangled ornament?® and then treats the rippaka as a
rhetorical mechanism of recent acquisition (Gerow 1977: 230). Moreover, he takes
the upama as a model, although he addresses the thematic discourse on ripaka at
the end of his discussion, where he offers an extremely precise definition of it as a
device.?*

Candotti, Pontillo (2017), looking at the text through the lens of technical
grammatical literature, note that Dandin’s reading of riapaka corresponds, from an

analytical and logical point of view, to Panini’s Astadhyayt 2.1.56 rule.? This

21 The translation of ripyate is consistent with Pontillo’s statement (2015: 164): “in this [ed.
buddhist] linguistic-speculative context [...] we could also perhaps advance the hypothesis that the
verbal form ripyate [...] actually had the Buddhist sense of “to be overwhelmed, to be changed
into”.

22 The concept of bheda difference’ is taken up centuries later by Mammata, whose enunciation of
the rapaka enunciates how the principal quality of metaphor is in essence the abheda ‘non-
difference’ between the upameya and the wpamana (KP 10.139): tadripakam abhedo ya
upamanopameyayoh | atisamyat anapahnutabhedayoh abhedah || ‘The rapaka consists in the non-
difference between the object and the subject of comparison; the non-difference [consists] in an
extreme similarity between two objects whose difference is not negated’. For further considerations
on Mammata’s poetics, see Divekar 1927; Gerow (1977: 271-274) and, more recently, Cummins
2018.

23 In any case, from a logical point of view, the similarity forms the basis of the two ornaments of
the upama and the rapaka.

24 See Bronner (2010: 215) who notes that the fact that Dandin focuses primarily on similarity in
comparison to any other alamkara is paradigmatic. Also, Candotti, Pontillo (2017: 353): “[...]
Dandin seems to re-use part of Bhamaha‘s terminolgy, in order to consider the opposition between
compounded (samasta-) and uncompounded (vyasta-) riapakas, and since he puts both kinds of
example in parallel, it is self-evident that he analyses the former as endocentric compounds (namely
tatpurusas of the karmadharaya type)”.

% See Candotti, Pontillo (2017: 367): “A 2.1.56 upamitam vydaghradibhih samanyaprayoge. ‘[A
nominal pada] denoting an object which is estimated combines with a nominal pada of the list
beginning with vyaghra, provided that no nominal pada denoting a generic property is used, [to
derive a tatpurusa karmadharaya compound]”.
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prescribes the formation and use of the comparative compound type, involving a
subject of comparison measured and compared with another element. In Dandin’s
case, the hand (pani-) and the lotus flower (padma-) represent the first and second
terms of comparison. Indeed, the very type of panipadma -compound,?® which
Dandin treats as a derivative of the upama, is instead described in Panini’s grammar
as a karmadharaya in which the two elements are co-referent with each other.

However, it is relevant to point out that Dandin’s definition already attests to the
earliest examples of the types of compounds that are also present in Panini and thus
plausibly ancient. Furthermore, the rhetorician takes a further step forward in his
reflection on ripaka, as he spontaneously and precisely distinguishes between
uncompounded and compounded ripaka (asamastaripaka and samastaripaka).

The essential difference in Dandin’s contribution to the more traditional view
embodied by Bhamaha lies in the concept of aropana (a-\ruh-), lit. ‘to
superimpose’. The rapaka 1s thus interpreted through the image implied by the
superimposition of the object of comparison on the subject. At the same time, his
contribution is also most conservative, as he combines examples derived from the
earlier commentary tradition?’ using a different terminology to that employed by
Bhamaha, who does not differentiate between compound and non-compound types
of ripaka (Bronner 2016: 93).

Although Bhamaha adopts an expository procedure that in some respects mirrors
Dandin’s, he imprints a reasoning according to a more traditional procedure, in line
with the Vedic tradition. Moreover, his definition of ripaka focuses on grasping
the tattva?® the ‘essence of the upameya, and, while he devotes much time to the

26 The compound can traditionally be interpreted as panir eva asau padma/ (adaz padmam) lit. ‘this
lotus indeed are hands’ and vice versa.

27 Reference is made to the examples of identification in the form of a syntagma and that of a
compound, which is more concise but more effective from the point of view of the imagery and
figurative communication typical of Kavya.

28 Also ‘reality’. According to Black (1962), one cannot conceptualise language as a mirror of
reality, but rather as something that conforms to one’s experience of reality from time to time. A
cognitivist reading of the technical passages of the rhetoricians of the classical sastra epoch can be
useful for a timely diachronic analysis and bring into focus the long-standing interpretative knot of
the conceptual polarisation of the discrimination between upama and ripaka.
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exemplification of comparative compounds, nevertheless “no comment on the
specific typology of these compounds is hinted at” (Candotti, Pontillo 2017: 352).

Pontillo (2015: 164-168) has recently proposed an interpretative reading of the
cultural context of Buddhist influence, represented by the attestation of the verb
ripyate, of which no trace seems to appear before Bhamaha. Indeed, the scholar
does not believe that the rhetorician could have been influenced by the NS in
intuiting such a definition due to conceptual differences. Instead, focusing attention
on the Buddhist heritage would demonstrate similarities in hermeneutic
perspectives. Above all, the reflection on tattva proves to be productive in
enucleating a biunivocal concept of ripaka. Finally, Gerow (1971: 25) recognises
Bhamaha as inferior, if not primitive, when compared to Dandin, because he
interprets his attempt to systematise the mechanisms of figuration as simply an
intent to make a collection of them.

As regards the cognitive moment, Covill (2009: 20) on the level of poetic praxis
and then Pontillo (2013b: 15) in terms of poetic theory have pointed out that
cognitive linguistics theories on metaphor can be consistently and fruitfully used
within the broader sastrin debate on ripaka. This is especially relevant to the
typology of the conceptual metaphor (Covill 2009: 20; Pontillo 2013b: 15).

One can apply cognitivist theories to the philosophical speculation advocated by
Dandin’s Kavyadarsa, through the exemplification of the concept of samadhi
(DKA 1.100), i.e., a “superimposition of the attributes of one object on another”
(Pontillo 2013b: 18), where the attributes concern an action (kriya). The rhetorician
does not deal with samadhi in the section on alamkara, but includes this device
among the qualities (guras) that must govern good poetic composition. This is
consistent with the application of Lakoff’s (1989) cognitivist concept of “source-
to-target-mapping”, i.e., correspondences proper to the metaphorical expression
that pertain to the domain of the subject of comparison (source domain) and the
domain of the object of comparison (target domain) respectively. Thus, given the
value of the ‘metaphorical/ordinary use’ of samadhi, it can be argued that this is not
only a gura but also a stylistic device that becomes “a mark of good poetry,
according to the alamkara-sastra-authors” (Pontillo 2013b: 21) and attests to a

continuum between the creative and conventional use of metaphor.
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To conclude the present reflection on the role of metaphor as an active participant
in the cognitive moment and, above all, the interpretation of this value offered by
the technical-rhetorical works of the earliest authors since the genre’s beginnings,
the exemplification of the question is considered as being preparatory to the
understanding of how far Aévaghosa’s use of ripaka can be coherently framed
within these theoretical assumptions.

Indeed, it is also believed that the proposed observations may help to
demonstrate that he was an active precursor in using rhetoric not only as an
expedient, but above all as a means of knowledge (pramana). In this regard, Covill
(2009) has already shown how in the SN the metaphors used are geared towards
creating a network that follows the thread of Nanda’s conversion. Even more so, it
IS believed that the cataloguing of the samastaripaka in the BC rightly confirms
Asévaghosa’s precise will to place the three lines of grammatical,?® rhetorical and
conceptual/doctrinal use® in a three-dimensional plane. The aim would therefore
be to connote the figure of Siddhartha/Buddha by alluding to the epic cultural
substratum of the ascetic-warrior.3!

To sum up what we have seen so far, it is not far-fetched from a literary-historical
point of view to read Asvaghosa as a poet who was well-aware of the semantic
potential of analogy-related ornaments. In fact, his works contain the epic model
reworked on the level of genre in a poetic key (reduction of the number of verses

and digressions typical of the great ancient poems with an encyclopaedic function)

2 Johnston is sceptical about Asvaghosa’s absolute and intentional adherence to Panini’s rules, but
does not rule out the possibility of a direct relationship with the source (1936: LXVII): “We do not
know on what grammar he relied, but if it is not surprising to find that as an Easterner he does not
adhere strictly to the principles of Panini, different grammars can only differ in minor matters, such
as whether certain variant forms or constructions are allowable or not, and consequently when he
parades his knowledge of abstruse rules of grammar, we can often find them in the Astadhyayi”.

30 See Boccali, Pontillo (2010: 117-118): “As A. K. Warder (ibid.) states, and as in part we have
already mentioned, the two mahakavya-s of Asvaghosa contain numerous examples of samasta and
of other very interesting forms of complex metaphors (and of similes [...]). [...] Of extreme interest,
we would say, to broaden the subject, are two examples of alamkara that we found which constitute
a form of transition, or perhaps rather of fusion, between the samastavisaya- (upama) and the true
slesa”.

31 Consider, for example, the comparison between the samastartipaka simhagati- ‘lion’s gait’ in BC
1.15 and the recurring cross-references in MBh 1.180.20 and 2.68.23 (Falqui 2019: 41-42).
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and adapted in a functional manner — on the level of content — to the narration
intended to convey the Buddhist message. Moreover, it has been manipulated in
terms of language, because an intertextual link is clearly established with the
context of the MBh and the Ram through the rhetorical use of metaphor, in order to
set up a dense network of allusive games, capable of stimulating the audience’s

interest and ‘challenging’ them to remember and associate ideas and images.*?

32 n this regard, see the comparison between the samastariipaka baspapratodabhihata- in BC 9.1
and the similarly structured compound vakyapratodabhihata- in MBh 142* .4 after 1.2.156, a verse
excised from the Critical Edition. (Falqui 2019: 49).
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1. Search for intertextuality: hints and evidence

1. Search for intertextuality: hints and

evidence

1.1 PREMISE AND METHODOLOGICAL APPROACH

1.1.1 Research premise

The present dissertation postulates and tries to demonstrate the intertextual
relationship between A§vaghosa’s Mahakavyas and the epic poems belonging to
the Itihasa genre. This was achieved not without difficulty and change of plans. The
initial underlying hypothesis was directed towards the application of Genette’s
1982 category of hypertextuality®® to Asvaghosa’s BC and the MBh, postulating
that the author must have been familiar with a certain contemporary written version
of the epics, nearer to the archetype. However, this roots of such a hypothesis lie in
the unsolid ground of MBh traditio, and thus far beyond the scope of a three-year
long PhD. In fact, the hypothesised intertextual relationship was hinged on two
preliminarily stated questions:

a) which version of the MBh text was A§vaghosa reading at his time, and
whether it was possible to reconstruct this MBh version through the
systematic comparison of cross-references between the BC/SN and MBh
texts;

b) whether this version could be significantly chronologically close to the MBh
archetype.

33 The structuralist theory of hypertextuality postulates a relationship of absolute dependence of a
text B (hypertext, i.e., the BC) on a preceding text A (hypotext, i.e., the MBh), see Genette 1982.
3 A disclaimer must be made regarding my use of Latin and sometimes Ancient Greek herein. For
instance, by using the noun traditio (from the compounded verb *trans-dé > trado ‘to transmit/pass
on’) | imply the philological and textological issues that a text undergoes during its transmission in
time and space.
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The second of the two points involving the backdating of the MBh proved to be
trickier to put into practice, since it rests on an ambiguous theoretical background
relating to the long-standing question of its dating® which regards:

1) the level of the historical reconstruction of the text due to the so-called
Northern and Southern Recensions, and the consequent difficulty of
examining an immense quantity of MBh manuscripts;

2) the philological and critical dimension that questions the operational logic
which caused the Bhandarkar Oriental Research Institute [BORI] to
sometimes excise very large portions of the text and, ultimately, adopt one
particular recension at the expense of another in key sections of the work.

Furthermore, from a methodological point of view, the basic interpretative
paradigm was reconsidered. As a result, the ambition to reconstruct and backdate
the MBh has been drastically reduced. This has been done with the more realistic
intention of placing more emphasis on the multifaceted literary and cultural
reconstruction of the relationship between the SN/BC and the epic. Specifically, the
current field of research on the intertextual relationships between the epic genre
(Itihasa) and the Kavya and Mahakavya genres, supported by the Polish and Italian
schools of Indology, was considered in the development of the research. Hence the
need to incorporate theoretical perspectives from the major works of rhetorical and
aesthetic literature (alamkarasastra). These have traditionally been regarded as
canonical because of their special reflections on the sphere of theatre and on poetry.
They are also preparatory to understanding how the tradition has worked out the
main theories of analogy, which are in nuce in Asvaghosa’s work.

While this study did not achieve the goal of reconstructing a contemporary

version of the MBh, as tentatively stated in its earlier stages, there was some

3 Dating epic sources is indeed a delicate matter. Biardeau (1999: xxxiiI, 1i-11) has suggested that
the MBh should be dated after Asoka (200 BCE), while the Ram is dated “around 100 BCE after the
conversion of the law to Buddhism” (Hiltebeitel 2001: 19 fn73). Furthermore, Hiltebeitel (2001: 18)
suggested that “the Mahabharata was composed between the mid-second century B.C. and the year
zero”. See recently Brodbeck (2023: 10), who summarises as follows: “[The MBh and the Ram] are
usually dated to roughly the same period: the last few centuries BCE and the frst few centuries CE.
The earliest recoverable documents of these stories may have developed out of pre-existing texts
and narrative traditions”.
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evidence that a core of MBh and Ram books could be identified from which
Asvaghosa may have drawn most. This is achieved and demonstrated through

analysis of the books to which the selected cross-references belonged:

Table 1 Diagram showing which MBh books Asvaghosa refers to most often.

MOST REFERENCED MBH PARVANS
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Table 2 Diagram showing which Ram kandas Asvaghosa refers to most often.

MOST REFERENCED RAM KANDAS
28,6%
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In practice, this means starting with the total number of cross-references to the MBh
and Ram, sorted by the number of books in which the cross-references occur, and
finding the books from which the author can be shown to have drawn the most.*
For example, with regard to the MBh, the books from which Asvaghosa seems to
have drawn most frequently are the Adiparvan (24.7% of occurrences), the
Santiparvan (16%) and the Vanaparvan (15%).

This analysis provides linguistic, textual and statistical evidence in support of
the scholarly contention that Asvaghosa was indeed influenced by some sections of
the Santiparvan only in terms of narrative and contents.®” More importantly, in
addition to Tokunaga’s considerations which already contradicted Johnston’s
(1936: XLVII) assessment that “despite the many parallels we cannot establish that
Asvaghosa knew any part of the epic in the form in which we now have it”, the
present analysis definitively refutes it.*® It also provides further evidence that other
books were crucial among Asvaghosa’s sources of influence, not only for doctrinal
and didactic purposes, but also for a certain perception of the use of alamkaras. For
example, the Adiparvan, which contains passages from the book that the BORI had

excised, but with which he was in fact familiar.

% The total number obviously refers to all the references cited in this study, as they can be found in
the corresponding index of passages.

37 On the matter see Byodo (1930: 560), and Brockington (1998: 485): “Interestingly, the destruction
of the Vrsnis and Andhakas also figures as a moral warning in A$vaghosa’s Buddhacarita but the
author probably took it directly from the Mahabhdrata (and definitely draws on the Santiparvan),
although he also refers to a story [...] which is not found in the extant epic, so he may have had
other sources”. See also Tokunaga (2006: 136): “Byodo summarizes the results of his study under
five heads: (1) myths, (2) Samkhya teachers, (3) the topic "younger people sometimes supersede
older in achievement," (4) thought-historical, rhetorical, linguistic correspondences, and (5) the
relationship between the Buddhacarita and the Moksadharmaparvan (pp. 543-564). Upon the
investigation of these topics he concludes that A§vaghosa was influenced by the Moksadharma in
his account of the Buddha’s life (p.560)”. Hiltebeitel (2006: 268-269) also adds some supporting
arguments to the matter of ASvaghosa’s familiarity with the twelfth book: “It would seem likely to
be a question not only of elements of the Moksadharma and the Buddhacarita drawing on some
common sources, but of a reading of the Santiparvan in some state of “extant” totality”, and
Eltschinger (2018: 311-314) provides a useful overview of the status quaestionis.

38 See Tokunaga (2006: 136): “However, Byodo’s argument is not sufficient because it is also
possible to assume that the two texts borrowed parallel elements independently from a common
source, as pointed out by E. H. Johnston [...]. Johnston’s judgment is not convincing, either, for he
is not aware of a clear correspondence in the structure of the story between the chapters 9-10 of the
Buddhacarita and the Santi opening”.
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Similar considerations can be made regarding the chart that shows the most
referenced kandas of the Ram. Over the course of more than a century, scholars
have been increasingly inclined to recognise an influence of the Ram in the work
of A$vaghosa, and some positions more than others can be regarded as crucial in
acknowledging his intimate acquaintance with the epic source (e.g., Gawronski
1914, 1919; Gurner 1927b). Analysing the data included in the present study
ultimately supports such positions and opens up new considerations.

For example, as first noted by Cowell (1893: xi), the above chart confirms that
the Sundarakanda is undoubtedly the most common book of the Ram from which
Asvaghosa drew. In fact, it accounts for almost 30% of the total cross-referenced
verses. The second most referenced book is in fact the Ayodhyakanda, which
accounts for 24.5% of the total references. This confirms the earlier findings of
Gawronski (1919) and Gurner (1927b: 363-366), who also first noted the
similarities between the alamkaras used by Asvaghosa and those involved in the
second kanda. In addition, to the best of my knowledge, the Yuddhakanda has not
been the focus of intensive research into the relationship between the epics and the
Kavya. As a matter of fact, the data show that this book appears as the third most
frequently referenced book (14% of the cross-references). Furthermore, Johnston
(1936: XLIX) suggested that Asvaghosa had no knowledge of the Balakanda “as we
now have it”, and indeed the data confirm that it has the least number of references
(only 4%). However, in the light of the present analysis, which shows that 10% of
the cross-references belong to the Uttarakanda, his remark that there is “no reason
to suppose that the poet knew any part” of this kanda might be objected to.

What is clear from these diagrams is that Asvaghosa clearly had knowledge of
these parts of the epic texts. Thus, we now know that Asvaghosa was mainly
familiar with the narrative content of parvans 1 and 12 of the MBh and kandas 5
and 2 of the Ram, and this demonstration is based on a narratological rather than a
stylistic approach, although if Gavrénski (1919) and Gurner (1927b) have already
addressed this issue, but quite briefly. Now that we have discussed the narrative
material that Asvaghosa knew from the epics, what can be said about the presumed
influence and intertextuality on the stylistic material? Based on these assumptions,

this thesis aims to answer this question.
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1.1.2 Methodological approach

Furthermore, from a methodological point of view, the basic interpretative
paradigm was reconsidered. However, in the light of realistically attainable results,
| opted for the adoption of the more generic intertextual criterion, since the
application of the Genettian theory presupposes a solid aprioristic knowledge of the
historical-cultural and philosophical-religious conditions in which the hypertext
was composed, conditions that this research can only postulate and not concretely
demonstrate.®® In the end, the aim of the present research was to compare
Asvaghosa’s Mahakavyas with the epic sources, i.e., the MBh and the Ram, to
demonstrate a formal, rhetorical and semantical, intertextual relationship between
the aforementioned works.

In the first stage of the research, all the tentatively selected upama and ripaka
in Agdvaghosa’s Mahakavyas were filed. The figures were then tentatively
catalogued according to three different semantic macro-areas (i.e. divine, natural,
and human — the latter referring to human life and material culture)®. The cross-
references were then compared with the epic sources on a case-by-case basis by
scanning the online corpora (DCS, GRETIL and TITUS). If the reference referred
to a passage in the MBh that cited a lectio that had been excised from the Critical
Edition, I consulted the relevant appendices.

% For instance, if one takes for granted that A§vaghosa could indeed have lived in the first half of
the 1% century ce (Hiltebeitel 2006: 234) then, one could postulate that the MBh would have been
sufficiently widespread at his time, also because of Yardi’s (1986) assumption that one lakh of MBh
slokas were well-known in South India in 50 Ce. However, if we endorse Eltschinger’s (2013)
proposal for dating Asvaghosa between the 1st and the 2" century CE, his Mahakavyas could
consequently become more chronologically distant from the epic archetype.

40 As far as the human semantic category is concerned, | maintain the categorisation of Sharma (1988
[1964]: 103, 112). However, | am grateful for Professor Stefania Cavaliere’s suggestion to qualify
the human semantic category as ‘cultural’ according to Vassilkov’s (2002: 15) mention of Olga
Freidenberg’s 1946 classification of Homeric similes as referring to “everyday life and work
processes” (cf. Freidenberg, Olga (1946) “Proiskhozhdenije epicheskogo sravnenija (na materiale
"lliady™)”, in: Trudy jubilejnoj nauchnoj sessii. Sektsija filologicheskikh nauk, Leningrad:
Izdatel’stvo Leningradskogo universiteta, 104-115).
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The study was then formally revised and expanded. Particular attention has been
paid to the translation of each example from both the Mahakavya and the epic
sources, with the aim of facilitating structural, syntactic and rhetorical
understanding of the material under study. In addition, the present research also
aims to provide an overview of the material covered in each chapter, thus
facilitating its elaboration. It was therefore deemed appropriate to subordinate the
semantic division of the chapters to a more formal one reflecting the rhetorical
classification of the alamkaras.

The selected stanzas are followed by a literal translation. This is favoured over
a more elegant and poetic translation, to better focus on the logical structure of the
alamkaras that express an analogy. Whenever an upama or a ripaka are involved
— be they samasta or a-samasta*'— the logical structure is made as clear as possible
through an explanatory chart that seeks to explain the logical relationships within
the alamkara, highlighting each time the upameya, the upamana and, whenever
possible, the sadharanadharma, i.e. the common property.*? Then, the stanza from
the Mahakavyas is followed by a commentary that discusses the evidence of
intertextuality with passages from the epics and a literal translation whose lexical
choices underline any possible similarities with A§vaghosa’s texts.

As per the classification, | relied on a formal subdivision concerning the type of
alamkaras, organised according to their complexity level from the perspective of
intertextual reuse, namely from a more common type of reuse (e.g., formulas), to a
more complex one entailing the same structure (e.g., bimbapratibimba relation,
utpreksas etc.). Furthermore, in the subdivision of certain paragraphs, | organised
the alamkaras according to the semantic area to which the upamanas belong,
considered as an useful heuristic tool.

The first chapter focuses on A§vaghosa’s use of analogical matrices in the epic
(8 1.2), demonstrating his textual knowledge through almost direct quotations (8
1.3). The second chapter highlights the intertextual strategy of reusing upamas (8

2.1) and ripakas in compounds (8 2.2), identified here at a first level of rhetorical

41 There is no chart for an utpreksa since this ornament envisages the context as the upameya.
42 The common property is often alluded to and thus any clarification would defile the rhetoric
purpose of the alamkara.
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complexity. The aesthetic and rhetorical sophistication of As$vaghosa’s
implementation of intertextual and intratextual strategies in relation to epic texts is
discussed in the third chapter. In presenting the selected examples, the primary
distinction consists in cataloguing the three semantic domains of the divine (83.2.1),
the natural (83.2.2), and the human (83.2.3).

The same main semantic subcategorisation is partially adopted in the presentation
of the fourth chapter, which aims to discuss in detail how A$vaghosa does not limit
himself to a ‘sterile’ reuse of alamkara. Indeed, in reusing alamkaras, he
interpretively reshapes the logical structure of the upama (e.g., the bimba-
pratibimba relation § 4.3), reveals his poetic vision (e.g., the utpreksa, § 4.1), and

manifests an understanding of linguistic-allusive dynamics (e.g., the slesa, § 4.2).

1.1.3 Epic topoi present in Asvaghosa’s poems

The following section deals with some of the stanzas from BC and SN that I left
aside, catalogued here according to the upamana’s semantic area. These were
initially considered relevant (and therefore translated) but discarded at a second
reading. Others were matched by some epic reference but were considered as being
not relevant in terms of intertextuality.

By including them in my thesis, | attempt to show the methodological process |
used in order to distinguish between the passages from the Mahakavya, which
comply with criteria of strict comparison and those which instead are only vaguely
similar. Thus, the stylistic process Asvaghosa as a kavi used when composing
according to epic inspiration will be made to reemerge. This is particularly
consistent with theories regarding the origin of the Mahakavya as being deeply
rooted in the Itihasa genre. For the complete list of the left-aside passages from both
BC and SN, see Appendix I/Il.

1.1.3.1 INDRA AS UPAMANA

As a matter of fact, ASvaghosa reiterates the epic topos of identifying a hero — be

he prince or king — with Indra, a widespread formulaic comparison used in the epics,
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as well as in Vedic sources. Therefore, since the god Indra employed as an upamana
belongs to a wide imagery that transcends the aims of the present inquiry, all the
occurrences in the BC and SN were omitted since they had no relevance for
intertextuality. They merely demonstrate a common background of Vedic heritage
from which Asvaghosa draws. The comparisons are mainly operated through
samdsopamdas or upamas, sometimes with a bimbapratibimba relation (8 4.3).

For instance, Siddhartha is compared to Indra by means of the samasopama
indrakalpa- ‘equal to Indra’ in BC 5.45, where the concubines entertain him, before
he finally decides to leave. The compound is well-attested,*® occurring 24 times in
the MBh and 5 in the Ram (2.81.23; 5.46.1, 16; 6.60.30; 6.84.29). Similarly, it is
employed again in BC 9.5, this time referred to Suddhodana, whereas Siddhartha is
compared to Indra’s son Jayanta in a symmetrical samasopama , e.9., jayantakalpa-
‘equal to Jayanta’.** Moreover, Siddhartha is once again compared to Indra in BC
5.22 through the samasopama indrasama- (see also the discussion concerning SN
17.20 in 82.3), which is also registered as upamanasamasa involving the main
qualities of the upameya at least 47 times in the MBh and 10 in the Ram, equally
distributed at the end of padas a, b, and d.

As regards the upamas with a bimbapratibimba relation, BC 10.19 Srenya
approaching Siddhartha, acknowledged as the future Buddha, is compared to Indra
— mentioned as Sakra — approaching Svayambhi. To the best of my knowledge,
only one epic occurrence is registered for a similar upama, that is when
Kumbhakarna beholds his brother Ravana seated on the throne, just as Indra (sakrah
4d) saw Svayambhi (Ram 6.50.4). Although this is an extremely interesting

comparison because it has the same bimbapratibimba relation, this is however not

4 A generic search through the DCS corpus of ‘Indra‘ + ‘like’ as semantic concepts (synset) shows
more than 750 occurrences, in both the MBh and the Ram, involving comparison markers as second
constituents of the compound. For instance, the results regard at least 188 comparison markers
meaning ‘resembling/similar to’ (e.g., upama-, samnibha-, sama-, sadrsa-, nibha-, abha-, tulya-,
pratima-, samana-, kalpa-, etc.); for both the MBh and the Ram ; 107 occurrences for markers
meaning ‘equal (in amount)’ (e.g., samana-, samya-), and finally 466 for syntactical indeclinable
comparison markers such as iva or yatha.

4 To the best of my knowledge, the upama involving jayanta- as an upamana seems to be a hapax,
whereas it occurs as a proper noun 5 times in the Ram and 4 in the MBh.
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a proper match, because the sadharanadharma, namely the action of drs- ‘looking
at = beholding’, differs from that employed in the BC example.

1.1.3.2 SUN A4S UPAMANA

If for divine semantic areas a god like Indra is the preferred upamana for epic
heroes, the sun is the favoured choice for a nature-based semantic area. A§vaghosa
does the same, and we can find this upamana variously involved in alamkaras, be
it a samasopama or a riipaka, always referred to Siddhartha/Buddha as an upameya.

For instance, in BC 1.13 it is said that Siddhartha causes blindness (Ymus-)
bhaskaravat ‘like the sun’. The MBh attests only 5 occurrences for the samasopama
made up of ‘sun’ + the thaddita affix -vat, namely aditya® (MBh 1.3.140c;
5.92.32b); arka® (MBh 12.208.23d; 12.209.16b), and sirya° (MBh 13.110.126b).
Unfortunately, none of these references are relevant to intertextuality and there is
no attestation of Asvaghosa having used the synonym bhaskara- lit. ‘light-maker’
+ -vat. Thus, by extending the search in DCS corpus to references including the
semantic concept (synset) ‘sun’ + ‘like’, I managed to find an outstanding result of
more than 200 occurrences for the MBh and at least 80 for the Ram.

This ultimately invalidates the purpose because, like Indra, the sun as an
upamana is both a Vedic and an epic topos, and thus irrelevant for the intertextuality
hypothesis. Indeed, Asvaghosa could have employed it hinting at both Vedic and
epic imageries, and not directly at the epic source.

As regards the upama with a bimbapratibimba relation, in BC 1.35 Siddhartha
is described as shining among the kings of the earth, just as the sun shines among
the planets (prakasah grahesu sarvesu raver vibhati). Once more, there are no epic
attestations of such an analogy involving the sun among the planets (graha-), but
the epic sources register many examples of analogies involving the moon instead.
This could lead to the assumption that Asvaghosa applies to the sun an idea that the
epic usually attributes to the moon, i.e., the moon shining among the planets, and
constitute further evidence of the kavi A§vaghosa’s particular literary style.

In BC 12.117 the divine Snake Kala utters an eulogy for Siddhartha, who sitting

at the foot of the banyan tree, compares his appearance to the sun’s.
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yathd mune tvaccaranavapidita muhurmuhur nistanativa medinf |

yathd ca te rajati siiryavat prabha dhruvam tvam istam phalam adya bhoksyase ||

‘O wise man, because the earth, while it is pressed by your foot, seems to roar again and again, and
because your splendour shines like the sun, surely you shall now enjoy the fruit that you desire’.

From the point of view of the logical structure of the samasopama, te prabha ‘your
splendour’is the upameya while the sadharanadharma, which here is explicit, is
rajati ‘shines’.

As a matter of fact, no relevant epic cross-references for this alamkara were found,
and the only one for the samdasopama siiryavat- is however referred to a vimana
‘divine chariot’ as the upameya (MBh 13.110.126). Other instances regard similar
compounds with a different common property, but referred to the newly risen sun
(i.e., tarupasiryavat Ram 4.1.27). Such references demonstrate that siryavat is
more or less common in the epic and that it exists as an independent word which
Asvaghosa simply reuses.

In BC 5.43 Siddhartha is twice compared to the sun, as he prepares to renounce
his duties.* First, his blazing beauty is compared to the sun with an upama (vapusa
surya iva pradipyamanah 43a) apparently matched by two epic instances irrelevant
to intertextuality, which involve the blazing sun as the upamana (Ram 7.67.14;
MBh 7.138.23). Secondly, he ascends to the palace like the sun rises over Mount
Meru, with an upama with a bimbapratibimba relation (ravir udyann iva merum
aruroha 43d), which again finds no relevant matches in the epic, apart from the fact
that the sun rising over mount Meru could be a topos (Ram 6.15.1; 6.48.50).

Moreover, Asvaghosa employs the rising sun as an upamana twice in BC 2.20
and 1.12. In the latter, Siddhartha as a child is likened to the rising sun (balah ravih)

descending to earth (avatirnah bhimim), with sadharanadharma being expressed

% It is importantly to note that for this stanza the pada c involves a §lesopama. Namely, Asvaghosa
says that Siddhartha appears timiram vijighamsur atmabhasa anxious to ‘dispel the darkness with
the splendour of his self” (tr. Johnston 1936). As regards the logical structure of the alamkara, the
pdda can be interpreted as the sadharanadharma of the upama. In the case of the sun, i.e., the
upamana, it means ‘eager to win against/annihilate darkness, with its splendour’, however, with
respect to the upameya, i.e., Siddhartha, darkness acquires the meaning of ‘ignorance’ (see Passi
2011 [1979] who explicitly makes the siesa ‘tenebra dell’ignoranza’). However, because we are
only in the fifth canto and Siddhartha has yet to acquire his mental clarity, one could apply, the
concept of dhvani here, albeit anachronistically. This would thus be a sabdasaktimiiladhvani because
it implies a double meaning.
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by the act of shining (Vraj-).*® Agvaghosa seems to reuse a well-established topos
of comparing a hero as a child*’ with the newly risen sun: Yudhisthira (MBh
1.107.10)*, Hanuman (Ram 7.35.24%%; 7.36.20), and other characters are mentioned
(i.e., Vasumanas MBh 5.114.19; Sibi MBh 5.116.20, and Karttikeya MBh
13.84.76).

This upama occurs mainly as a bahuvrihi compound — sometimes including a
sadharapadharma — with other upameyas that are not necessarily children,
primarily in pada b, secondarily in other padas, but never in pada c.*

On the contrary, Asvaghosa also compares Siddhartha to a sun so bright that it
IS unaproacchable (durdharsa-), after the minister and the chaplain have failed to

* diptyd ca dhairyena ca yo rardja balo ravir bhiimim ivavatirnah | tathatidipto ’pi nirtksyamano
Jahara cakstimsi yatha sasankah || <And he shone with his brightness and steadiness like the newly
risen sun descending to earth, like an extremely blazing one, though when he is looked at, he
certainly captivates [all] eyes, like the hare-marked (moon)’. The padas cd could technically be
interpreted as a virodha, since jahara has two meanings. The first, ‘destroyed’, is not contradictory,
but the second, ‘seduced’, does. At the same time, this virodha is half grounded in a slesa, because
one can avoid the contradiction with a third sense: a young sun does not burn the eyes like a midday
(= “‘mature’) sun, still pleasant to look at and free from danger. In fact, ASvaghosa seems to support
this idea since Siddhartha, i.e., the upameya, is ultimately compared to both the sun and the moon
(the second upamana) — which does not cause discomfort when looked at. Unfortunately, | have not
been able to find an epic counterpart to the upama (i.e., yatha sasarkah). In one instance, both the
sun and the moon occur in the same samdasopama, which also includes the lotus as a third upamana
(i.e., baladityambujendinam tulyarupani MBh 7.26.25). In one passage there is the idea of colour
change, not the idea of seduction (tarunadityavarnais ca sasigaurais ca vanaraih Ram 4.38.13).
However, in Garudapurana 1.64.4 the sun and the moon are combined in the depiction of a girl
whose face is a full moon (piarnacandramukhi) and whose radiance is that of the newly risen sun
(balasaryasamaprabha). This shows that the idea of seduction conveyed by the moon and the newly
risen sun, as opposed to the midday sun, is present in Sanskrit poetry.

47 See Feller (2012) for a detailed survey of epic heroes’ childhood.

8 $rutva kuntisutam jatam balarkasamatejasam | udarasyatmanah sthairyam upalabhyanvacintayat
|| [...] ‘Having heard of the birth of Kunti‘s son (Yudhisthira), whose radiance was like that of the
rising sun, [Gandhari], realising the immutability of his own womb, became anxious’.

* balarkabhimukho balo balarka iva miirtiman | grahitukamo balarkam plavate ‘mbaramadhyagak
|| “The child (Hanuman), who was like the rising sun incarnate, with his face turned towards the
rising sun, wishing to grasp the rising sun, leapt and went to the middle of the sky’.

0 balasaryasamaprabha- (MBh 3.155.82; 7.80.10; 7.83.11; Ram 5.44.34; 7.1.9);
balasuryapratikasa- (MBh 13.109.59); balasiryodayatanu- (Ram 4.23.23); balasiryabha- (MBh
7.131.41; 7.150.10, 43); balasiryasama- (Ram 5.51.8); baladivakaraprabha- (Ram 5.45.26);
balarkasamadyuti- (MBh 3.214.23); balarkasadrsadyuti- (MBh 3.150.27); balarkakaravajin- (MBh
8.7.7); balarkasamnibha- (Ram 4.49.22); balarkasadrsa- (Ram 4.14.4); balarkasamavarcasa-
(MBh 8.6.11); baladityavapuhprakhya- (MBh 13.95.15); baladityasamadyuti- (MBh 14.8.7).
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bring him back to his father (BC 9.8)°L. In the upama, the common property that
Siddhartha shares with the upamana is that he cannot be looked at (drastum na).
The image of the unapproachable sun appears in the epics once to describe the
luminosity of the circle of an ashram (durdharsam [...] saryamandalam Ram
3.2.1), and once to refer to Yudhisthira‘s power in battle (MBh 5.140.8ab,9)%?,
although the sadharanadharma is the torment (Vtap-) that Yudhisthira/the sun
inflicts on his enemies. However, as the upameya, Arjuna shares the same
sadharapadharma with the sun as he advances through the enemy ranks, as in the
BC, even though the sun is not mentioned as durdharsa- (MBh 8.57.55).
Similarly, Siddhartha is again compared to a young sun in BC 10.15°*, where he
is also called as nrsirya- in the pada c. One can interpret the compound as a
samastarupaka, in the sense of ‘a sun which is a man’ (n; eva asau suryah),
otherwise it is a tatpurusa compound meaning ‘sun of humanity’ (Fram siryah).
Either way, the epics record two occurrences of nysirya- (MBh 7.96.5; 11.23.16),

though not the same combined image of the young sun as in the BC.

S tatsnehad atha nrpates ca bhaktitas tau sapeksam prativayatus ca tasthatus ca | durdharsam
ravim iva diptam atmabhasa tam drastum na hi pathi Sekatur na moktum || ‘Then those two, having
regard because of their affection for him and because of their devotion to the king, drew back and
stood still; indeed, they could not to look at him, who was shining with his own splendour like the
unapproachable sun, nor could they leave (him) on the road’. Moreover, atmabhdasa- conveys a
double sense, which is matched in MBh 1.78.6 (ojasa tejasa caiva dipyamanam ravim yatha).

52 yada draksyasi samgrame kuntiputram yudhisthiram | [...] @dityam iva durdharsam tapantam
Satruvahinim | na tada bhavita tretd na krtam dvaparam na ca || ‘When you see Yudhisthira, Kunti’s
son, on the battlefield [...] tormenting the host of enemies, like the unapproachable sun, there will
be no more Treta (yuga), nor Krta, nor Dvapara‘. From a rhetorical point of view padas cd include
an atisayokti an ornament similar to the western hyperbole.

8 Sararcisam gandivacarumandalam yugantasiiryapratimanatejasam | na kauravah Sekur
udiksitum jayam yatha ravim vyadhitacaksuso janah || ‘The Kauravas could not bear the sight of
Jaya with the beautiful disc of the Gandiva bow, with the light of the arrows, with his splendour,
which is the image of the sun at the end of the yuga, as people whose eyes are sick (cannot bear)
the sun’.

% tasminn avau lodhravanopagiidhe mayiranadapratipiurnakuije | kasayavasah sa babhau nysiryo
yathodayasyopari balasaryah || <On that mountain, covered with lodhra woods, its bower filled with
the cry of peacocks, he, the sun of humanity, in a brown-red dress, shone like a young sun on the
eastern mountain’. In the epic instances (cf. supra) many of the compounds are often bahuvrihi,
meaning ‘having the same splendour as the young sun/rising sun’, the idea is the same as in the BC,
but the upameya is prabha-, whereas in A§vaghosa the upameya is Siddhartha. It is interesting that
in some of these examples we have prabha- in the compound, whereas in A$vaghosa we have the
same root in the verb babhau.
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To sum up, a ripaka in BC 1.69 identifies Siddhartha with a sun made of
knowledge (j7ianamayo hi siiryah) which illuminates the darkness. To the best of
my knowledge, no such ripaka is attested in the epic, however the image of the sun
that dispels darkness, just as knowledge eliminates ignorance is quite common. It
is therefore a topos which Asvaghosa simply reuses, elevating a mere simile into
an identification and enriching the alamkara, to better serve his doctrinal purposes.

1.1.3.3 MOUNTAINS AS UPAMANAS

If Indra and the sun are employed as upamanas to highlight the high moral status
of prominent characters, the mountains, as earthly elements, are often employed as
the upamana of monstruous physical appearances, but also of qualities, such as
greatness.

For instance, in BC 2.30 Suddhodana’s royal palace (bhavana) is compared to
Mount Kailasa through the samasopama kailasavat- (30d), with the

sadharanadharma of being resplendent (Vraj-):

kalair hi camikarabaddhakaksair narikaragrabhihatair mydangail |

varapsaronrtyasamais ca nrtyaih kailasavat tad bhavanam raraja ||

‘Indeed, the palace was resplendent like Mount Kailasa, with kettle-drums — whose edges were
girded with gold — softly beaten by the women’s fingertips, and with dances similar to the dances of
the most excellent Apsarases’.

Moreover, the image of the palace is enriched by another samasopama where the
nrtya- ‘dances’ that take place therein are compared to those of the Apsarases —
which could also be interpreted as part of the sadharanadharma. In fact, Kailasa is
a very high mountain, inhabited by gods, and perhaps, a place where music
accompanies the dance of the Apsaras.*

As far as the epic occurrences are concerned, Kailasa is often compared to a
king’s palace, such as Varuna’s house (Ram 7.23.16), Yudhisthira’s mansion (MBh
12.44.13), and the house built by Purocana (MBh 1.134.12). However, the

55 See Mani (1975: 365): “The devas come to [ed. Kailasa] daily and return. It is mentioned in Sabha
Parva, Chapter 141, that in the place where Kubera lives on Kailasa there live a large number of
Yaksas (demi-gods), Raksasas (giants) Kinnaras (heavenly musicians), Garudas (hawks) Matangas
(elephants) and Gandharvas (semi-gods)”.
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comparison with the epic references shows that the Kailasa as an upamana conveys
the image of the satisfaction felt on entering a semi-divine place that befits eminent
characters or even gods. Apart from these occurrences, Kailasa is the preferred
upamana for unassailable warriors,>® weapons (e.g., Bhima’s mace MBh 6.58.30,
6.90.22) and large animals (e.g., the elephant Airavata MBh 3.43.36).

Furthermore, the epics contains numerous instances regarding other parts of
Mount Kailasa which are also employed as an upamana, i.e its summit (Sikhara-,
$rnga-).>" The brightness of Kailasa’s summit’s (prabha-) is often the most
common sadharapadharma,®® and so it is the stability (BC 10.41).%°

Asvaghosa therefore seems to manipulate an epic topos for the upameya,
adapting a sadharanadharma which in the epic sources is attributed more to the
summit than to the entire mountain. He likely plays with an erudite audience
capable of catching the alluded epic imagery.

In BC 5.37 Siddhartha in a vehement and loud voice expresses his refusal to
return to the palace to the king for the second time. His voice is then compared to
Mount Meru by means of a slesopama merugururgurum (37a). In fact, the
sadharapadharma, guru- has two meanings, namely one for the upameya
‘vehement’, qualifying Siddhartha’s unyielding will, and the other for the upamana
‘heavy, great” well-suited to the description of Mount Meru.%°

Moreover, in BC 5.42 the ‘white colour’ avadata- of Siddhartha’s complexion
is compared to that of the golden mountains through an upamanasamdasa that is

karicanaparvatavadata-.

% Arjuna (App. 1, no. 114.379 after MBh 1.200.9ab); Bhima (MBh 9.11.2-3; 9.32.36; 9.55.27);
Rama Jamadagnya (Ram 1.73.17).

57 ogikharopama- (MBh 5.92.30; 7.10.31; 5.154.18); °srigapratima- (Ram 6.62.30).

%8 °sadrsaprabha- (Ram 2.13.24); °Sikharaprakhya- (5.2.23).

59 ity evam magadhapatir vaco babhase yah samyag valabhid iva bruvan babhdse | tac chrutva na
sa vicacala rajasinuh kailaso girir iva naikacitrasanuh || “Thus did the lord of Magadha speak,
speaking just as the destroyer of Vala spoke. On hearing this, the king’s son did not move, like
Mount Kailasa, whose peaks are speckled’.

% From a narrative and stylistic point of view, it is interesting to note how previously, in BC 2.34,
as Siddhartha answers his father for the first time, his voice is described as lovely and friendly and
identified with the kalavirika cuckoo by means of an upamanasamasa. Instead, the second time, his
voice changes as he affirms his will. In both cases, A$vaghosa shows his innovative writing and
poetic skills.
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However, the epics only registers occurrences for the compound
kancanaparvata-, once in an upama involving a mountain landscape, as a bahuvrihi
compound referring to the upamana and not the upameya (the Himalayas’ golden
peaks in Ram 6.57.23), or in a descriptive passage (Ram 6.18.34). Elsewhere it
occurs as a tatpurusa compound (MBh 12.29.89; 13.101.6).

Moreover, in BC 13.41 Mara attacks Buddha, hurling his fearsome bhiitas, i.e.,
evil creatures at him. An upama with a bimbapratibimba relation serves to describe
one of these biita warrior as he lets loose a rain of charcoal from the sky to hit the
Buddha, just as Mount Meru erupts at the end of a kalpatyaya- lit. ‘a fabulous period

of time, a day of Brahma’.

kascij jvalann arka ivoditah khad angaravarsam mahad utsasarja |

ciirnani camikarakandaranam kalpatyaye merur iva pradiptah ||

‘Someone, blazing like the risen sun, let loose a great rain of charcoal from the sky, like Mount
Meru, flaming forth at the end of a Kalpa, (let loose) the powders of its golden caves’.

The logical structure is clear:
1. kascit (= ‘someone’ i.e., the bhira) upameya / meruk upamana = agents of
the action conveyed by the verbal form utsasarja ‘let loose’;
2. angaravarsam ‘arain of charcoal’ upameya / cirnani ‘powders’ upamana

= objects of the action conveyed by the verbal form utsasarja “let loose”;

The sadharanadharma is the action of letting loose (ut-Vsrj-) that regards both the
first upameya and the upamana.

Unfortunately, even if there are images of the final conflagration, none of them
matches the logical structure of the BC stanza. And thus, this may be considered as
one of A§vaghosa’s original ideas.

Mount Mandara is the upamana in BC 6.13, and Siddhartha, who had just stripped
himself of his jewellery to give it to his faithful charioteer Chandaka, is the
upameya. The sadharanadharma is bhdasvara- ‘shining’, in fact, Siddhartha shines
just as Mount Mandara glimmers under the sun.
The epic sources certainly attest numerous wupamas with Mount Mandara
illuminated by the sun as the upamana (Ram 5.45.17; MBh 3.220.22; reverse idea,
I.e., ‘like the sun on the Mandara’ 8.26.15). However, since AS§vaghosa conveys the
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idea that Siddhartha still shines despite being stripped of his jewels, the epic context
is different and does not match the BC. More importantly, the logical structure of
the upamas is not the same, the epic references are thus irrelevant to the
intertextuality.

Finally, in SN 3.7 the adriraja- the ‘king of mountains’, i.e., the Himalaya is the
upamana in the samasopama adrirdjavat-, and the Buddha is the upameya in a

passage where the story of his enlightenment is recounted.

upavisya tatra Krtabuddhir acaladhrtir adrirajavat |

marabalam ajayad ugram atho bubudhe padam Sivam aharyam avyayam ||

‘Sitting down there with his resolved mind, immovable like the king of mountains, [Buddha]
conquered the ferocious army of Mara. Then, he awakened to the auspicious path [which is] not to
be removed, nor liable to change’.

In particular, since the Buddha sits down at the foot of the sacred tree, he shares the
property of being acaladhrti- ‘immovable’ with the mountain.
No matching form is found in the epic sources, and the only occurrence primarily
selected regards the adriraja- as an upamana in an upama whose upameya is
Kumbhakarna (Ram 6.53.24).5* However, since the sadharanadharma is different,
namely the fact that Kumbhakarna shines (Vraj-) like the mountain, the epic
reference is therefore irrelevant to the intertextuality.

To conclude, King Srenya’s qualities are compared to various upamanas in BC

10.17, in particular his size is likened to that of a mountain by means of an

81 sa kaficanam bharasaham nivatam vidyutprabham diptam ivatmabhdsa | abadhyamanah kavacam
rardja samdhyabhrasamvita ivadrirajah || ‘Wearing his shock-resistant, impenetrable, golden
armour, which was shining like lightning, as if it were glowing with its own splendour,
(Kumbhakarna) shone like the king of mountains armoured with thunder-clouds at sunset’.
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upamanasamdasa (i.e., Sailasamanavarsman-)®2. In reference to Karna, a similar

upamanasamdsa occurs (MBh 7.154.9)%3,

1.1.3.4 LOTUS AS UPAMANA

As Sharma noted, the lotus qualifies as “the [...] favourite upamana for everything
is charming” (1988 [1964]: 86). Other secondary sources that deal with the lotus as
an upamana are Brockington (1977), who mentioned it while surveying Ram usage
of alamkaras. More recently, both Smith (2002) and Pieruccini (2004) provided an
overview of lotus imagery as well as several Itihasa and Kavya usages of the
compound. As regards the BC and SN, Asvaghosa often employs the word, and
thus all the usages of lotus as an upamana in both the BC and SN are summarised

in the following chart:

82 sa pandavam pandavatulyaviryah Sailottamam Sailasamanavarsma | maulidharah simhagatir
nrsimhas calatsarah Simha ivaruroha || ‘He (king Srenya), whose courage was equal to the
Pandavas, with a size equal to a mountain, bearing a crown, lion-gaited, a lion-man, climbed
Mount Pandava, the highest mountain, like a lion whose mane is trembling’. Technically, the stanza
is a samsrsti, i.e., a combination of different alamkaras (see Appendix I1), namely two upamas in
padas cd, three upamanasamasas in padas abd, and a samastaripaka in pada c, as the chart shows
(as per simhagati see BC 1.15 in Falqui 2019: 41-42, the compound is also expressed differently in
BC 5.27 mygarajagati-):

Upameya Upamana Alamkara
mauli- -satah _
- Upama
sah simhah
tasya viryam pandavaviryam
tasya varsman Sailavarsman upamanasamasa
tasya gatik simhagatis
sah nrsimha samastariipaka

8 tad uddhatam $aila ivaprakampyo varsam mahac chailasamanasarah | vidhvamsayam asa rane
narendra vaikartana’ satruganavamardr || ‘O Indra of a man, (Karna) the Sun’s son, whose firmness
is equal to that of a great mountain, the destroyer of the enemies’ troops, dispersed [the enemies]
on the field of battle, as an unwavering mountain (disperses) the heavy rain’. This passage is part of
a section in which Karna kills Ghatotkaca, the son of Bhima (MBh 7.150.4-103, cf. McGrath 2004
206).
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Table 3 List of compounds involving the lotus as the upamana

‘LOTUS-EYES’

LocCuUs
SN5.11

BC 4.36
BC 5.84

BC
12.111
BC
12.118

BC 3.19
BC 4.36

BC 5.53

SN 5.12

BC 4.2

BC5.29

BC 5.50

BC5.74

BC5.81

BC 8.28
BC 8.55

ALAMKARA

samastaripaka

samastaripaka

samdasopama

upamanasamasa

samasopama

upamanasamasa

UPAMEYA
-netra-

-locana-
ayata-aksa-
vikasa-locana-

_aksa_

UPAMANA
puskara-pattra-
‘lotus’ leaves’
padma-
-pankaja-
-utpala

kamala-

‘LOTUS-FACE’

mukha- ‘(women’s) face’
-vaktra- ‘(a concubine’s)
face’
mukha- ‘(a concubine’s)
face’

-parkaja-
padma-

-padma-

OTHER BODYPARTS

kara- ‘(Nanda‘s) hands’
kara- <(women’s) hands’

afijali- ‘(Suddhodana‘s)
hands’

bhuja- ‘(concubine’s)
arms’

kara- ‘(Siddhartha‘s)
hands’

karagra- ‘(Yaksa’s)
fingertips’

kara- ‘(women’s) hands’
carapa- ‘(Siddhartha‘s)
feet’

padmopama-
padma-kosa-nibha-
kamala-pratima-

nava-puskara-
garbha-
kamala-abha

kamala-nibha-
kamala-upama-

bisa-puspa-
fibre’

‘lotus’

SADHARANADHARMA

vimala- ‘bright’

-komala-"tender’

-komala-
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As regards BC 3.19, the samastariapaka is included in a stanza centred on the lotus
as the upamana. The women, citizens of Kapilavastu, are looking out of the window

curious to see prince Siddhartha:

vatayanebhyas tu vinihSrtani paraspardayasitakundalani |

strinam virejur mukhaparnkajani saktani harmyesv iva parnkajani ||

‘But the lotus-faces of the women, looking out of the windows, with their earrings tinkling against
each other, shining forth like lotuses clinging to the mansions’.

From a rhetoric point of view, there is an upama involving the moving lotus-faces
of the women leaning out of the windows (upameya: vatayanebhyah + vinihSrtani),
which resemble lotuses clinging to the mansions (upamana: harmyesu + saktani).
This stanza certainly leaves some details to the readers’ imagination, such as the
entity of the sadharanadharma to better understand the superimposition (aropaza)
of the lotus on the women’s moving faces.%* Furthermore, one could interpret it as
a suggestion, which Anandavardhana many centuries later will come to call a
dhvani.

As for the epic references, | found the samastaripaka twice, although they are
not relevant for the intertextuality. First, in a passage excised from the MBh Critical
Edition, this ornament appears as an attribute of kings (*1833.3-4 after MBh
1.178.15-17)% and then of Bharata (Ram 2.93.36).%

In summary, this shows that comparing the warrior faces to the lotus was a topos
in the epic, which seems to have been imprinted on the Mahakavya genre and wisely

employed by Asvaghosa, later becoming a consecrated image of classical Kavya.

8 1t is uncertain whether it is the wind that is making the lotuses move or whether Aévaghosa is
talking about the lotus petals, since he has already identified the women’s faces with the flower.

8 < evam karne  vinirdhiite  dhanusanye  nrpottamah | caksurbhir  api
napasyan vinamramukhaparnkajah | > ‘Indeed, when the ear was shaken by the bow [string], the
other excellent kings, whose lotus-faces were looking down with their eyes, did not even see’.

% ity evam vilapan dinah prasvinnamukhaparikajah | padav aprapya ramasya papata bharato
rudan || ‘Then, Bharata, whose sweat-daubed face is a lotus, afflicted for not being able to reach
Rama’s feet, fell down weeping’.
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1.2 REWORKING ANALOGICAL MATRICES: TRACING BACK

MAHAKAVYA’S ORIGIN?

In the previous paragraph | explained the chosen methodological approach to
discuss the intertextuality hypothesis. As | attempted to show, not every stanza was
included in the final survey.
Similarly, by scrutinising both of A$vaghosa’s Mahakavyas, I had the chance to
detect the different stylistic dynamics that A§vaghosa seemingly adopted in his
composition process, which are also evidence of his independent work as a kavi
composing Mahakavya. This is the case of some alamkara patterns with a more
articulated structure that | preliminarily categorised as follows:
1. according to logical dynamics:
a. alamkaras for which the epic registers a different sadharanadharma;
b. alamkaras that involve a reversal of ideas.
2. According to the adaptation of epic matrices:
a. to convey religious and Buddhist themes;
b. analogical matrices belonging to the divine semantic area;

c. analogical matrices belonging to the nature-based semantic area.

Of these two main categories (1) and (2a) fall within the conclusive section
regarding future perspectives since they closely concern the genre dynamics which
are only touched on the present dissertation, and which will be deepened in future
dedicated studies.

In particular (1a) regards various stanzas that are irrelevant for the intertextuality
hypothesis, according to the criteria stated in the premise. However, they are
evidence of the way A§vaghosa perceives the alamkaras involved in the epic model
which he knowingly resumes — sometimes maintaining, sometimes slightly
modifying the logical structure — changing the sadharanadharma into a different
one. There are attested cases where Asvaghosa employs the same upamana as in
the epic model, however, he changes the logical structure and the
sadharanadharma. This is the case of BC 4.103 where Suddhodana, who was sorely

afflicted by Siddhartha’s departure, is compared to an elephant struck by arrows. In
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fact, the most frequent epic upamana is an elephant pierced with hooks, or javelins,
— but never by arrows — often employed as an upamana for mighty heroes wounded
on the battlefield.®” For instance, when a monk instructs Nanda about the various
kinds of inebriation, the dhatavah ‘elements’ (i.e., earth, water, air and fire and
ether) are compared in SN 9.12 to visamah uragah ‘terrible/hostile snakes’.
Although uraga- as an upamana is mostly attested in formulas in the epics and often
occurs in various case forms, the sadharanadharmas that are involved do not
concern the semantic field of hostility.%®

Similarly, in SN 9.14% the snake is once again the upamana for the sarira-
‘body’, which does not allow any transgression (vyatikrama-), otherwise it will
become enraged (pra-Vkup-), mahdasivisa-vat, ‘like a great poisonous snake’.”
Nonetheless, the stanza involves philosophical and doctrinal themes and this is
indicative of how Asvaghosa reuses similes which are attested as formulas in the
epics, changing their reference structure (i.e, upameya, upamana and, in this case,
sadharanadharma), in order to adapt them to the framework of the Mahakavya and
Buddhist doctrine. From a rhetorical point of view, mahasivisavat could be
interpreted as a dhvani, namely a sabdasaktimiila-dhvani (see fn. 45, 158, 280),
since it is activated and works through a s/esa that resonates in the mind of the
reader both philosophically and doctrinally from the point of view of the Buddhist
background.

Although there is evidence of almost the same adverbial compound, e.g.,
asivisavat (MBh 7.1.45) in the epics, no direct comparison can be made with the
logical structure of the upama, that is, in the relationship between its elements. For
instance, raging nagendrah, elephants ridden into battle, are asivisopamah ‘like

venomous snakes’ (MBh 4.25.5); Kaurava’s princes are said to be kruddhasivisa-

67 Ram 6.63.14; MBh 6.50.63; 6.57.35; 6.75.16; 6.109.12; 7.107.21; 7.116.9; 7.149.15; 9.10.27.

8 Indeed, the most frequent sadharanadharmas occurring as attributes of the upamana are trampled,
stricken, skin-changing, five-headed, biting or kicked snakes.

8 idam hi sayyasanapanabhojanair gunaih Sariram ciram apy aveksitam | na marsayaty ekamapi
vyatikramam yato mahasivisavat prakupyati || ‘Indeed, this body, although it has long been held in
consideration with secondary elements (such as) a bed, chairs, food and drink, cannot bear even a
transgression from this, it rages like a great poisonous snake’.

0 Agvaghosa once again employs the samasopama asivisa-vat in BC 13.50 as an upamana for
Mara’s demons who attack Buddha.
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samkdasa- ‘having the appearance of enraged venomous snakes’ (MBh 7.44.28), and
the Pandavas are the upameya (asivisasaman MBh 7.98.7), Bhima
(kruddhasivisadarsanah MBh 9.28.2); Arjuna‘s deadly arrows are kruddhasivisa-
samnibha- ‘resembling enraged venomous snakes’ (MBh 7.67.21), and the
Kamboja people are the upameya (MBh 7.87.48).

Ultimately, the venomous dasivisa snake — opposed to the uraga which can be
translated as ‘snake’ but which also indicates the Naga, the semi-divine serpent — is
a common upamana which often occurs as a formula in the epics.’*

In BC 7.17 the ascetics, who inhabit the hermitage that Siddhartha reached, are
compared to fish through an upama (minaih samam), because they have been
plunged into water, others are likened to turtles, since their body bears the marks of
the severe practices they undergo (kirmollikhitaih Sariraih), as Passi (1979)
suggested.’? Indeed, it is a common literary topos in epics to compare the wise
man/ascetic who restrains his senses (upameya) to tortoises who can retract their
limbs (upamana).”™ Nonetheless, there is no attestation of the sadharanadharma of
a marked body, similar to the upamanasamasa Asvaghosa employs.

Another case regards SN 17.72.* The stanza recounts the episode in which
Nanda is praising the Buddha for having saved him from his previous condition. It

L Arrows are the most common upameya in the MBh, often recurring in a formula that is variously
located within the pdadas (47 occurrences in the MBh and 9 in the Ram); it is referred to Bhima’s
spear (MBh 6.68.22), Karna’s chariot chains (MBh 8.63.65), powerful warriors (MBh 3.34.81;
5.49.39) and ascetics (MBh 13.35.16), people who behave badly (MBh 13.58.14); Duryodhana
(MBh 8.46.4) Karna and Arjuna (MBh 8.63.15), the Kauravas (MBh 15.16.19). It occurs once as an
upamanasamasa referring to the Pandavas (asivisasamasparsaih MBh 8.43.5). Instead in the Ram
the monkeys are the upameya (Ram 6.18.37), Ravana (Ram 6.47.131), arrows (Ram 6.58.18,
6.72.11), Rama’s bow (Ram 6.96.20), and Rama and Laksmana’s deadly weapon (Ram 6.67.39).

2 See Passi (Ibid. 203 n.5) who disagrees with Johnston, who translates kiirmollikhitaih as a
tatpurusa not interpreting it as an upamanasamasa: “Scr. kiirmollikhitaih con riferimento al corpo
grinzoso di chi sta a lungo immerso nell’acqua la traduzione *graffiato dalle tartarughe adottata
dagli altri autori ¢ giustificata dal punto di vista grammaticale, meno forse dal lato semantico”

8 MBh 4.22.2; 6.24.58; 12.21.3 (oddly enough, s$loka 7 is mentioned by Tokunaga 2006: 141 as
corresponding to BC 9.64cd, for both address objections to Sramanism, especially the idea that the
“efficacy of human efforts is not certain); 12.84.46; 12.138.24; 12.187.6; 12.239.4, 17; 12.313.39;
14.46.42.

" tasmac ca vyasanaparad anarthapasikad utkrsya kramasithilah kariva pankat | $ante ’smin
virajasi vijvare visoke saddharme vitamasi naisthike vimukta/ || ‘Having pulled (me) out of this
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includes a ripaka in the first pada (a), vyasanapara- ‘awful passion’[which is]
parika- ‘mud’, and an upama with a bimbapratibimba relation in the second pada
(b), where the newly converted Nanda — torn from the passions by the Buddha —
compares himself to an exhausted elephant (kramasithilah kari) who is pulled out
of the mud (paikat). Since there are no attestations in the epics of upamas regarding
the sadharanadharma of the action as a motion, e.g., being pulled out of the mud,
but only as a state, e.g., being in the mud.”

From these examples we can see how the process shown in (1a) seems to be
taken to an extreme in (1b), where the epic model is manipulated by reversing ideas,
changing subjects (1b), and adapting Brahmanic images to a Buddhist context (2a).
Indeed, in (1b) the basic nucleus of the alamkaras appears in reverse order to the
epic model. This possibly indicates that Asvaghosa has made an effort to master the
ornaments and achieve an original result. Finally, (2a) seems to combine the
previous two dynamics into a single purpose, namely, to convey religious and
especially Buddhist themes, by adapting epic ornaments employed in various
contexts — as demonstrated by Covill (2009).

For instance, in BC 4.70 Asvaghosa apparently alludes, through denial, to the
recurring image in the epics of a flowering forest puspitakanana- (8 times Ram and
4 MBh), while the opposite ‘withered forest’ is not attested. Furthermore,
Asvaghosa reiterates a similar concept in BC 11.10, where an upama with a
bimbapratibimba relation expresses the idea that kama- does not satisfy one’s
longing for happiness, just as fuel does not satisfy fire even when it is fanned by the
wind. A concept that has a few similar features is only found in MBh 12.199.26

awful passion, which is vile mud, like an elephant whose step lacks energy (is pulled out) of the
mud. | am thrown into this true Dharma, which is pacified, free of dust, free of anguish, free of pain,
free of darkness, and perfect’.

5 1t generally appears as a variously expressed formula recurring in the last pada (d): the lemma for
‘elephant” is attested both in the nominative or the accusative case and occurs together with pasika-
‘mud’ often in the locative case or in a tatpurusa compound (radiparkam iva dvipah Ram 3.31.5)
followed or preceded by an attributive participle conveying the idea of ‘being plunged into’ (pasike
magnd iva dvipah MBh 6.96.8; saimmagnam pasike dvipam ivavasam MBh 12.290.58); or 2) a
bahuvrihi compound (parikamagna iva dvipah MBh 7.85.26, 7.99.11; magna jirna vanagaja iva
MBh 12.316.30; pasikalagna iva dvipa# Ram 4.18.45). It occurs once as a more elaborate image,
occupying two padas (Ram 3.59.12cd).
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where Bhisma explains, by means of an upama again with a bimbapratibimba
relation, that the confused people (vilobhyamana) abandon (\tyaj-) param the
‘Supreme Being’, just as the wind abandons the fire crackling in the firewood.

Since the conveyed idea is not the same, this is a case of idea reversion. The
more frequent idea, which A$vaghosa endorses elsewhere, is discussed in sub-
paragraph 81.2.2.1, dealing with fire as an upamana.

As regards cases of adapting epic images to the Buddhist context, for instance
the samasarupaka saddharma-tada- included in BC 1.74, as saddharma- in a
compound is only attested as °darsin- ‘the one who sees the good Dharma’ (MBh
3.2.5); whereas tada- only occurs in the tatpurusa compound uras-° ‘blow to the
chest’. Therefore, Asvaghosa might be employing tada- as lectio difficilior in place
of the more common synonym for the word for ‘blow’ such as prahara- (28
occurrences in the MBh and 17 times in the Ram), or a less frequent one, e.g.,
aghata- which is however not attested in the Ram.

In BC 3.65 Siddhartha is the upameya to a navavratas muni/z ‘a sage who has
recently taken his vow’’®. First, navavrata- as a lexicalised compound does not
seem to occur anywhere else in the Sanskrit corpus apart from the BC occurrence.
Moreover, even breaking up the compound in a multiword query (nava- + vrata-),
it does not give any result. Neither was the search for the semantic concept ‘new’ +
the Sanskrit word vrata successful, leading to the hypothesis that A$vaghosa could
be employing a hapax as an epithet of the upamana muni-. Secondly, the search for
matching references for muni- + the semantic concept ‘like’, that is the search for
occurrences of muni- as upamana produced three main results, two of these were
samdasopamas e.g., munikalpa- (MBh 1.57.82 Samjaya is the upameya) and
munivat- (MBh 3.80.12 Bhisma), and the third was an upama (munir yatha |[...]
MBh 7.168.3, Arjuna). However, these references are not even remotely
comparable to the complex idea expressed in the stanza in the BC, where an upama
with a bimba-pratibimba relation is employed with the following matching

binomes:

6 Cowell (1894: 36) translates it as ‘some devotee who had newly taken his vow’; Johnston (1936:
43) <anchorite novice’ and similarly Passi (1979: 47) ‘asceta novizio’; Schotsmann (1995: 49) ‘the
newly initiated sage’ and finally Olivelle (2008: 83) ‘novice hermit’.
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1. Siddhartha (upameya, pada a) / Novice (upamana pada d);
2. Women (upameya, pada a) / Apsarases (upamana, pada c).

Moreover, Asvaghosa enriches the upama adding as a sadharanadharma the fact
that Siddhartha was led beyond the forest by force (balat [...] atiniyate) just as the
novice is taken to Alaka’s mansion which is full of Apsarases. However, this verse
is doubtful and may be an interpolation.”’

In BC 7.33 Asvaghosa employs an utpreksa to describe another area of the
hermitage where Siddhartha has chosen to live, comparing the forest swarming with
ascetics engaged in different activities to a karmanta- ‘business’ carried out in a
city. The search in the DCS corpus for the semantic concept of ‘business’ + the
comparison marker iva, gives few results for both the MBh and the Ram which, in
any case, do not match the BC stanza, suggesting that Asvaghosa’s utpreksa is, in
fact, original, created by adapting a practical, not so frequent upamana regarding
human activities, to an abstract concept, i.e., the Dharma being “crafted” in the
hermitage.

Moreover, in BC 7.53 a Brahmin from the hermitage explains to Siddhartha that
moksa- ‘liberation’ can be obtained by fighting raga- ‘passion’ as one fights against
a ripu- ‘a deceiver, enemy’, the upamana (ripura iva). The enemy is a frequent
upamana in both epics, therefore Asvaghosa makes use of an upama belonging to
the military semantic domain, transferring it to another semantic context, i.e.,
doctrinal concepts — as in within $ivaism with the idea of “inner enemies”.

Given this premise, the following paragraphs will deal mainly with (2b) and (2c)

which constitute the first evidence of the intertextuality. In fact, A§vaghosa adopts

7 Johnston (1936: 43) doubts that the stanza is genuine: “This verse is of doubtful authenticity. That
itis notin Cis only a minor point, but it comes in clumsily after the preceding verse. The comparison
in the second line is weak and unlike A$vaghosa, and the application of vighnakatara to the prince
at variance with the next canto. Kahla and Alaka do not occur elsewhere in the poet’s works, and
varapsarovrtam is a faulty expression, cribbed perhaps from iv 28, where it is used correctly [...]”.
A perplexity shared by Passi (1979: 197 n.10): “L’ultima strofe stona con la conclusione naturale
del canto (1. 64), ed é probabilmente da ritenersi un’interpolazione antica: si noti infatti come il
paragone dell’asceta novizio non tenga conto dello sviluppo ulteriore della vicenda (canto 1V), in
cui il contegno del futuro Buddha rimane sempre imperturbabile; inoltre, questo sloka & assente dalla
traduzione cinese, che precede quella tibetana di qualche secolo”. Cowell only goes as far as to
mention Alaka as a name for Kubera (1894: 36), who Schotsman (1995: 49) acknowledges as the
lord of the Alaka mansion.
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and adapts alamkaras that express analogical matrices belonging to the divine and
nature-based semantic areas which were well-established in the epic. The passages
considered are catalogued according to semantic categories. This is done in order
to allow a typological classification, despite the different types of ornaments, as

already done by Sharma (1964, see § I.1).

1.2.1 Analogical matrices belonging to divine semantic area

Analogical matrices involving divine and semi-divine entities and mythological
characters belong to this semantic area. This serves to support the hypothesis of an
intertextual relationship between the Mahakavyas and the MBh and the Ram.

As far as mythological entities the upamanas are concerned, Nanda’s mind
(upameya) is compared to the mind of a celestial being, i.e., the divaukasa- ‘dweller

in heaven’ (upamana) in SN 18.44:

idam hi bhuktva suci Samikam sukham na me manap kanksati kamajam sukham |

maharham apy annam adaivatahrtam divaukaso bhuktavatah sudham iva ||

‘Indeed, after enjoying this shining happiness consisting of peace, my mind does not wish for
happiness born from pleasure, just like [the mind] of the dweller in heaven who has enjoyed
nectar [does not wish for] even excellent food™ which is not palatable to deities’.

UPAMEYA UPAMANA SADHARANADHARMA
me mana/ \ (manat) divaukasaZ na kanksati

Speaking in the first person, Nanda focuses on the opposition between the happiness
inherent in peace (samika-) and that which arises from passion (kamaja-). From a
rhetorical point of view, the sadharanadharma, i.e., na kanksati ‘does not wish’ is
not alluded to but explicitly stated, allowing a direct logical link to be established

between the upameya and the upamana.

8 Johnston has commented on the divine nectar and proposes a different interpretation for
adaivatahrtam (1928: 114 n.44): “Sudha is the food of the gods in the highest stages of the
kamadhatu sphere. Adaivatahrtam might also mean “that is not offered to the gods” ™.
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Two mentions of divaukasa- are found in the Epic.” The more interesting
passage is found in the twelfth MBh book, in a didactic section where Yudhisthira
asks Bhisma about the prescribed way of donating cows (gopradana- MBh 12.76.2)
and why a certain type of cow, i.e., the brown one is preferred (kapilapradana-
MBh 12.76.9). Bhisma answers by talking about the origin of the nourishment that
sustains creatures, just as the amrta- is the sustenance of celestial beings (MBh
13.76.12):

yatha hy amrtam asritya vartayanti divaukasah |

tatha vittim samasritya vartayanti praja vibho ||

‘Like the dwellers in heaven indeed live by depending on nectar, in the same way human beings
live, o mighty one, by depending on their livelihood”’.

At first, let us note that the location of the upama within the pada is different from
that of SN: it occurs in the first place in the MBh (ab), whereas it is last in the SN
(d). Furthermore, there are also some syntactical differences: first, different
comparison markers are employed, i.e., yatha (MBh) and iva (Sn) and, second, the
upamana in the SN is in the genitive case whereas it is in the nominative in the
MBh as the subject. However, from a narrative point of view, the idea is the same.
That is, the concept of someone relying on something crucial for life, such as the
subsistence for mankind described in the MBh, and the true happiness that comes

from peace from Nanda’s perspective.

8 Another mention of divaukasa- occurs in a locus where the Pandavas define themselves as celestial
inhabitants, criticizing Duryodhana who treats them as his subjects (MBh 3.229.26): na cetayati vo
rdaja mandabuddhih suyodhanah | yo ‘sman ajiiapayaty evam vasyan iva divaukasah || ‘The slow-
minded king Suyodhana, who does not pay attention, commands us dwellers in heaven like his
subjects’. This upama does not seem directly comparable to the one in the SN, however, one could
advance an interpretation where the allusion to a slow-minded (mandabuddhi-) person, could in fact
be read in antithesis to the SN stanza, where the mind is involved. Nonetheless, this interpretation
could also be implausible, because the structure of the upama is not directly comparable. Indeed,
the upameya in SN is Nanda’s manas- ‘mind” whereas in the MBh the upameya is Duryodhana,
addressed as suyodhana- and also as mandabuddhi-. Furthermore, the real upamana in the MBh is
the plural accusative vasyan ‘subjects’, attribute of the object asman ‘us’ whereas divaukasar is the
apposition of the object.
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The image of a celestial entity depending on amyta- is so well-established in the
epic imagery that Asvaghosa can adopt it and adapt it to the doctrinal context

manipulating the syntax and, of course, enhancing the overall image.

Another example regards this time a deity as upamana, that is the goddess Laksmi.
Stanza SN 2.49 describes Suddhodana’s queen, Maya, whom A$vaghosa compares

to the goddess, mentioned with the name of Maya:

tasya devi nrdevasya mayd nama tadabhavat |

vitakrodhatamomaya mdayeva divi devata ||

‘At that time, a divine queen, whose name was Maya, was [wife] of that king, was free from wrath,
darkness and deception, like the goddess Maya in heaven’.

UPAMEYA UPAMANA SADHARANADHARMA
devi maya (Queen Maya) | mayeva devata (Goddess Maya) vitakrodhatamomaya

From a rhetorical perspective, it is interesting to note that the two padas contain a
latanuprasa that plays with the three identities of maya-, namely 1) Maya, the
queen; 2) Maya, the goddess, and 3) maya- ‘illusion’, ‘deception’, ‘duplicity’.
However, the reader immediately faces a problem in decoding the stanza, that is
pada c seems to contain a contradiction: how can the goddess Maya who is illusion
personified be ‘free from [...] deception’? According to Johnston, Maya is another
name for Laksmi. Thus, the sentence ‘queen Maya free from maya’ is perceived by
the reader as a contradiction, which means that in order to understand the stanza,
one must intend maya- in the sense of Laksmi.%

In the epics, queens are frequently compared to Laksmi by means of an upama
with a bimbapratibimba relation and, even more often, royal couples, i.e., kings and
queens, are compared to divine couples.?! Thus, in a well-established epic topos, if

the king or prince is compared to Visnu, the queen/princess he is about to marry is

8 According to Anandavardhana this could be interpreted as a virodhadhvani, a suggested alamkara,
see Gerow (1971: 265): “[ed. translated as] ‘contradiction’, a figure in which contradictory
properties are expressed of the same subject; the affirmation of the excluded middle”, and Porcher
(1978: 219-226) for a diachronic approach to this alamkara’s definitions.

81 In Brahmanic ideology, the king who respects dharma is the embodiment of good fortune and the
lustre of his kingdom.
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often compared to Laksmi. This is the case of the spouses Draupadi/Pandavas which
figure as upameyas in a scene depicting their wedding (MBh 1.191.6-7ab)®.

But we also find the same topos applied to other famous brides such as Madhavi
(MBh 5.115.7-8a, 10)%, Sita (Ram 3.52.13) and Gunakes$i (MBh 5.102.7bc-8).
However, there is no trace in the epic of the alamkara used by Asvaghosa, leading
to the assumption that he must have reused an epic topos of the queen/Laksmi
comparison, whose roots lie in the well-known comparisons to divine couple. He
then played with this term, teasing his erudite audience and readers with a second

name for the goddess and with the double meaning of the name maya-.

Moreover, it seems clear that Asvaghosa employs the acknowledged analogical
matrix to identify the queen with Laksmi — this time directly mentioning the
goddess — in a similar alamkara that one could interpret as a virodadhvani, namely
SN 6.26:

sa padmardagam vasanam vasand padmanand padmadalayatakst |

padma vipadma patiteva laksmih susosa padmasragivatapena ||

‘She, whose face is a lotus, whose long eyes were lotus petals, wearing a lotus-coloured dress, like
Laksmi, the lotus [goddess], as if she had fallen down and been deprived of her lotus, dried up
like a lotus garland because of the heat’.

UPAMEYA UPAMANA ALAMKARA
-ragam ‘ upamanasamasa
-anana ' padma- 3
- samastariipaka
-aksi ‘

82 yatha vaisravane bhadra vasisthe capy arundhati | yatha@ narayane \aksmis tatha tvam bhava
bhartrsu || jivasir virasiar bhadre bahusaukhyasamanvita | ‘Like Bhadra with regard to Vaisravana,
like Arundhati to Vasistha, like LaksmT to Narayana, so [may you] procreate living offspring,
procreate heroes with regard to your husbands, o auspicious woman, endowed with much
happiness’. Another locus where Laksmi as an upamana occurs for Draupadi as an upameya is MBh
15.32.9.

8 tathety uktva dvijasresthah pradat kanyam mahipateh | vidhipiirvam ca tam raja kanyam
pratigrhitavan || reme sa tasyam rajarsih [...] | [...] yatha@ narayano laksmyam jahnavyam ca
yathodadhiz | yatha rudras ca rudranyam yatha vedyam pitamahah || < After speaking in such a way
that the prominent twice-born offered the maiden to be the king’s wife and in accordance with the
rules the king accepted the maiden [...]. The kingly ascetic enjoyed her [...] like Narayana, Laksmi
and the Ocean, the Jahnavi (i.e., Ganges), and like Rudra, Rudrani, like the Grandfather (i.e.,
Brahma) the Sacrificial Altar’.
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The heart of the stanza is the repetition of the word padma- with different meanings.
There is an wpamanasamasa, i.e., padmaragam ‘lotus-coloured’, and two
samastarupakas, i.€., padmanana ‘lotus-face’ and the bahuvrihi padmadalayatakst
‘whose long eyes were lotus petals’.

However, the mention of the goddess being vipadma, ‘deprived of her lotus’ is
extremely relevant for the intertextuality hypothesis. Curiously, in the epics, the
concept of Laksmi, alluded to by the name sr7 ‘deprived of her lotus’ is likewise
expressed through the compound padma-hina-, recurrent every time as a formula
at the end of pada b, and always in the accusative feminine case, as can be seen in
the following example found in a passage excised from the MBh Critical Edition,
which recounts a digression in the story of Sakuntala (App. I, no. 48.73 after MBh

1.68.13);

< sarve bruvanti tam drstva padmahinam iva sriyam | >
*All people speak to her® as if they had seen Sri, but for her lotus’.

Sakuntala, mentioned by the personal pronoun fam, is the upameya.

I then found the same formula when Ravana kidnaps Sita and praises her (Ram
3.44.14):

tam uttamam trilokanam padmahinam iva sriyam |

vibhrajamanam vapusa ravanah prasasamsa ha ||

‘Then Ravana praised that (woman), (who is) the best of the three worlds, (who is) like Sri, but for
her lotus, (and who) dazzles with her magnificent (physical) appearance’.

Similarly, Ravana reiterates the same formulaic praise much later in the text, in the
sixth kanda, before his final encounter with Rama (Ram 6.27.8).%°

In summary, the epic shows how the mention of the goddess without her lotus is
well-established. Therefore, A§vaghosa seems to incorporate this frequent mention

into his style, which he then manipulates and transforms into a powerful hint —

8 [bhamini 68b].
8 aniva ca vanat sitam padmahinam iva sriyam | kKim artham pratidasyami raghavasya bhayad
aham || “‘And after abducting Sita — (who was) like Sri but for her lotus — from the forest, why

should I return her out of fear of Raghava?’.
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almost a sort of aprosdoketon® — while building up his audience’s expectations
through the repetition of the word padma- and the identification of the queen
Maya’s whole face with the lotus, that ultimately clashes with the mention of the

goddess who has been separated from her lotus.

1.2.2 Analogical matrices belonging to nature-based semantic area

1.2.2.1 FIRE AS UPAMANA

Among the natural elements, a rich imagery is used to represent fire, with sacrificial
fire being a recurrent upamana. For instance, fire and oblation are upamanas in SN
5.23, where Nanda is being initiated to the way of the Buddha, after leaving his

beloved wife:

sadharandat svapnanibhad asaral lolam manah kamasukhan niyaccha |

havyair ivagneh pavaneritasya lokasya kamair na hi typtir asti ||

‘Restrain your unsteady®” mind from the pleasure of desire,® which is common, without strength,
similar to sleep! Men cannot reach satisfaction by means of the object of desire, like [the
satisfaction] of a fire, excited by the wind, by means of the oblations’.

UPAMEYA UPAMANA SADHARANADHARMA
lokasya | agneh na tptik
kamaih | havyaih -

As a matter of fact, A§vaghosa employs an upama with a bimbapratibimba relation.
There are actually two upameyas, i.e., lokasya ‘men’/kamaih ‘objects of desire’®®

in a syntactical relationship that depends on the grammatical subject typtis. The

8 |n the alamkarasastra is expressed by the concept of virodha.

87 The term refers more to the idea of swaying than shaking.

8 Here the compound kamasukha- presents two possible interpretations: 1) as a dvandva ‘desire and
pleasure’, or 2) as a sasthitatpurusa ‘the pleasure of love’. However, the pada cd explanation is
more compelling if one understands the compound as a sasthitatpurusa.

8 As regards the translation of loka- I intend it in the sense of ‘men’, following Covill’s 2007
translation as ‘people’. Johnston 1928, and Passi 1985 differ, both adopting the literal meaning
‘world’; ‘mondo’. As for kama-, | chose to translate it here as ‘objects of desire’, differing from
Johnston’s ‘love’, Passi’s ‘piaceri’, and Covill’s ‘sensual pleasure’.
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upama implies something, namely, that the kama- increases desire, rather than
reducing it.

There are numerous occurrences of the same image in the epic sources which
suggests that the upama should indeed be based on an analogical matrix. However,
in terms of the intertextuality hypothesis, the most interesting ones regard the
identity of both the upamana and the sadharanadharma, along with the same
bimbapratibimba relation.

For instance, the first striking occurrence here listed is part of a didactic passage
where Bhisma explains the pratiszias ‘points of support = foundations’ of men to
Yudhisthira. One of the several statements is similar to that asserted by the Buddha
in the SN stanza (MBh 12.173.25):

na trptik priyalabhe ‘sti trsna nadbhih prasamyati |

samprajvalati sa bhityah samidbhir iva pavakah ||

“There is no satisfaction in obtaining what is dear: thirst is not extinguished by means of water, it
blazes up even more, like the purifying fire by means of firewood’.

The textual similarities are immediately noticeable. The passage begins in pada a
with the expression of the sadharanadharma na typtik asti ‘there is no satisfaction’,
which instead closes pada d in the SN stanza. The following further details on the
structure of the verse can be observed for the upamanas:
1. MBh: ‘firewood’ (samidh-) [instrumental, feminine, plural] + ‘fire’
(pavaka-) [nominative, masculine, plural] (pada d);
2. SN: ‘oblations’ (havya-) [instrumental, neuter, plural] + “fire’ (agni)

[genitive, masculine, singular] (pada c).

Both upamas are grammatically similar, except for ‘fire’ which is in the genitive
case in the SN, because of the stanza’s syntactical relation to the subject, i.e., trpti-
‘satisfaction’. The complement of means is unchanged, in both cases the
occurrences are in the instrumental case.
Asvaghosa is certainly a true kavi, capable of skilfully interacting with the epic
model also on the syntax level.
In summary, we are told that na typti% asti ‘there is no satisfaction’, but there is
no explicit mention of the fact that kama is not nourishment. Hence the recourse to
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the analogical matrix helps the reader to understand the true meaning of the upama
and is functional to its understanding. This is a case of how one can observe the
way that the Kavya style has been elaborated on the base of the epic and on the
literature known at the time Asvaghosa was composing his Mahakavyas.

There are other passages, where the same image of the fire fuelled by offerings
occurs as an analogical matrix. These may be of Vedic origin but since they do not

possess the same bimbapratibimba relationship, they are listed in the chart below:

Table 4 Epic instances of the analogical matrix involving the fire fuelled by offerings

Locus UPAMEYA = SADHARANADHARMA UPAMANA PADA
MBh Abhimanyu babhau ‘shone’ agnih (mahamantrahutarcimali | cd
6.56.24 sadogata’ san

bhagavan)

MBh Salya abhinanarda ‘raised a (samyagg hutam d
9.16.48% noise’ ajyadhdram)
MBh Bharadvaja‘s =~ dahaty (@jau ksatram) analaz (hutahutih) b
1.155.27 son
MBh Magadha‘s avardhata d
2.17.7 son
MBh Gandhari‘s diptani pavakan = (suhutan) d
11.18.18 sons’

helmets
Ram Hanuman prapayisyami analai cd
5.35.23%
Ram Ravana Jajvala agnih (huta-) c
5.40.22

Asvaghosa employs the fire as an upamana also in SN 9.20, where Nanda is being

instructed to beware of the inebriation of life.%2

% This passage involves the same image of the fire fuelled by butter, without the bimbapratibimba
relation and without the idea of satisfaction of the fire.

%1 Here there is the idea of the fires which conveys the offerings to the gods.

%2 balam kuriinam kva ca tattadabhavad yudhi jvalitvd tarasaujasd ca ye | samitsamiddha jvalana
ivadhvare hatasavo bhasmani paryavasthitah || ‘And what has become of the power of the Kurus at
that time? Whose lives, after blazing in war with speed and vigour, were slain and turned into solid
ash, like the fire in a Soma sacrifice is lit by means of firewood’. Once again A§vaghosa elaborates
a complex upama with a bimbapratibimba relation regarding the Kurus (ye = kurinam 20ab) as the
main upameya, with a corresponding upamana, e.9., jvalanah “fires’. Moreover, tarasaujasa ca here
translated together as ‘power’ is the secondary upameya, followed by its corresponding upamana
samidh- ‘firewood’, in the compound samitsamiddhah. Finally, the last upameya is the locative
yudhi ‘war’, matched by the upamana adhvare ‘Soma sacrifice’ (see Biardeau, Malamoud 1976).
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Comparing the ksatriya who dies in combat to a sacrificial victim is an epic topos
(Biardeau, Malamoud 1976). However, here the warrior is compared to the
sacrificial fire itself, of which only ashes remain after the ceremony, just as the
warrior’s ashes are left after he has been burnt on the funeral pyre.

Even though fire, as we have seen, is a common upamana as an archetype of
splendour, there are however not enough sufficiently interesting references that

match the bimbapratibimba relation which the SN stanza displays.®®

1.2.2.2 LANDSCAPES AS UPAMANAS

As far as analogical matrices are concerned, in SN 6.33 Asvaghosa depicts
Sundari’s sorrow because of her husband’s departure, weaving an intricate image
where the woman’s physical display of grief is compared to a cave in the mountain
which has been hit by a firebolt.

sa sundart $vasacalodari hi vajragnisambhinnadariguheva |

Sokagninantarhydi dahyamana vibhrantacitteva tada babhiiva ||

‘Indeed Sundari, whose belly was trembling because she was panting, like a cave whose entrance
is split by the bolt of fire, burning in her heart because of that fire that is pain, at that moment
became as if her mind was confused’.

UPAMEYA UPAMANA SADHARANADHARMA ALAMKARA
sundart ‘ guha -
udara ' dari cala- upama
svasa- | vajragni -sambhinna-
Soka- -agnind - samastarupaka

The stanza contains a samsrsti®: there is an upama in padas ab, where Sundari is
compared to a guha- a ‘cave’®® through an effective yamaka due to the repetition of
-da-r7- in sundari (proper name), udara- ‘belly’ which takes the ending of the

feminine nominative since it figures in a bahuvrihi compound, and dari- ‘entrance’.

% Various upameyas: Pandavas (MBh 1.183.9; 2.19.36); Sudarsana (MBh 1.17.23);

% At first, the compound vajragni- could be interpreted as a samastariipaka ‘by the fire which is the
bolt’. However, in this case, | interpret the compound simply as a sastitatpurusa by the bolt of fire’,
included in the bahuvrihi compound referred to guha, i.e., vajragni-sambhinna-dari.

% See Gerow’s (1971: 311) definition for samsysti: “intermixture: a multiple alamkdra. The term is
often used to signify complex alamkara as opposed to compound alamkara”.

% | chose to maintain ‘cave’ in accordance with Johnston 1928 and Covill 2007, Passi translates
both meanings of the word with ‘segreta grotta’ (see Monier-Williams lexicon ‘hiding place”).
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Indeed, udara- ‘belly’ is the upameya to dari- ‘entrance’. In pada c the
samastarupaka Sokagni- “fire that is pain’ follows, in the instrumental case. Lastly,
the stanza ends with the utpreksa in the final pada d, vibhrantacitta iva “as if her
mind was confused’ which creates a parallelism with the previous iva of pada b.%

There is no attestation of similarly constructed passages in the epics, nor any
comparisons regarding women. Moreover, the samastariipaka does not seem to
appear in the epics. However, taken individually the upama of a mountain struck
by a lightening is recurrent, mostly in depictions of war, to describe the powerful
clash of two factions or two warriors and employed mainly as a formula in the last
pada, with slight variations regarding the whole mountain or its summit.%
However, only once does it seem to appear as an upamana for an injured war-
elephant (MBh 8.13.15)%°, whereas Sundari is not suffering on the physical level.

Ultimately, as we have seen, the comparison shows that ASvaghosa seems to
implement an epic analogical matrix in a complex structure with two more
alamkaras, which convey the idea of an indestructible entity, i.e., the mountain,
overwhelmed and eventually wounded by an unfathomable accident, i.e., the
thunderbolt.

Furthermore, if in the epics the upama i.e., an event that everyone can
experience, mainly regards extremely visible war scenarios since the clash between
two warriors is an element of prowess, Asvaghosa reverses the idea, changing the

context. In fact, he does not alter the idea expressed by the matrix, that is a strong

% Indeed, here iva is not the comparison marker ‘like/as’ but that of the utpreksa ‘as if’.

8 vajraghatad ivacalah (App. |, n0.78.55 after MBh 1.128.4; MBh 2.42.21); adrir vajrahato yatha
(*1550.6 after MBh 1.142.30); vajrahatam syngam ivacalasya (MBh 4.60.10); girin vajrahatan iva
(MBh 6.58.46); vajrahata ivacalah (MBh 7.25.16); saila vajrahata iva (MBh 7.68.51);
vajraparvatayor iva (MBh 7.117.40); vajrahata ivadrirat (MBh 7.132.15); vajranunna ivacalah
(MBh 8.9.32); vajrahataniva gireh Siramsi (MBh 8.12.60); vajravarsair ivacalah (MBh 8.17.27);
vajrabhinna ivadrayah (MBh 8.33.51); vajravega ivacalam (MBh 8.34.39); vajranunna ivacalah
(MBh 8.40.54); vajrahatanam iva parvatanam (MBh 8.54.5); yatha vajrahata mahacalah (MBh
8.62.43); vajrahato yatha girih (MBh 8.62.45); yatha vajravidarito ‘calah (MBh 8.66.31).

% [dvipa 14b] sa vedanarto ‘mbudanisvano nadams calan bhraman praskhalito ‘turo dravan |
papata rugnah saniyantrkas tatha yatha girir vajranipatacirnitah || ‘[The elephant] afflicted by
pain, whose sound was that of a cloud, trumpeting, quivering, roaming around, stumbling, running
(although it was not) quick, fell down, injured together with its mahout, like a mountain is
pulverised when lightning strikes’. The image of a mountain stricken by Indra’s thunderbolt is
inherited from the RV.
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entity (= SundarT and Nanda’s solid conjugal love for each other) struck by the
aforementioned unfathomable accident (= Nanda’s renunciation of marriage and his
consequent religious initiation).

Nevertheless, by modifying the epic upamana of the mountain into a cave’s hole
(dari-guha), he transforms a very public and openly visible moment into a private
and intimate one. Indeed, this is a more suitable upamana for Sundari, who
experiences her grief in the secrecy of her chambers, physically afflicted by the

sorrow that tears her belly apart (sam-Vbhid-).

In fact, the idea of the mountain struck by thunderbolts is an epic topos, one that
Asvaghosa reiterates in SN 7.34 and in SN 9.17 in an wpama with a
bimbapratibimba relation. %

This time, the sense conveyed is slightly different, namely the idea is that of a
firm vow/mountain jeopardised by love/thunderbolt. After leaving his wife, Nanda
tries to adjust to a new life and uses a soliloquy to list several eminent characters
who struggled to remain faithful to their vows, because of a woman. Among these,
in SN 7.34 he mentions the sage Rsyasrnga, Who cacala dhairyat ‘deviated from
his firmness’ because of his wife-to-be Santa, daughter of the Anga king Lomapada.

nisamya santam naradevakanyam vane ‘pi $ante ‘pi ca vartamanah |

cacala dhairyan munir rsyasrngah sailo mahikampa ivoccasyngah || SN 7.34 ||

‘The sage Rsyasrga, after noticing Santa, the King’s daughter, although he was living in the forest
and although he was in peace, deviated from his firmness, as a mountain with a high summit
[does] during an earthquake’.

UPAMEYA UPAMANA SADHARANADHARMA!%
rsyasrngah Sailah uccasrngah cacala dhairyat

10 kva kartaviryasya balabhimaninah sahasrabahor balam arjunasya tat | cakarta bahin yudhi
yasya bhargavah mahanti Syngany asanir girer iva || ‘Where is this strenght of the Kartavirya, of
the proud of his strength, the thousand-armed Arjuna, whose arms Bhargava cut off in battle, as the
thunderbolt [cut] the mighty mountain peaks’.

1011t is interesting to note that the muni’s name is a compound where the second constituent is srriga-
in the sense of ‘horn’, lit. ‘who possesses the antelope’s horn’ and, at the same time, syriga- in the
sense of ‘mountain’s horn’, therefore, ‘summit’ also figures as an upamana.
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Among the various occurrences where srrga- figures as the upamana, mainly used
for giant-size heroes or eminent characters of a high moral status®? in one instance
the upama recurs in a passage where the raksasa Alambusa — interestingly
mentioned by the patronymic Arsyasmgi — Killer of Arjuna’s son Iravata, is deeply
wounded with golden arrows that make him look like an illuminated mountain peak
(MBh 6.96.39)1%3,

This upama is different from the one in the SN, mainly because of the
sadharapadharma regarding the splendour of both the golden arrows and the
mountain-top, whereas in the SN the upameya and the upamana share the difficulty
of standing firm in the face of adversity (love for a woman/earthquake).

However, the MBh passage contains a small yamaka that, similarly to the one
employed in the SN, is located in padas cd, and moreover, even regards a proper
noun, i.e., the raksasa’s name and the mountain top. Otherwise, a latanuprasa*®
constitutes the main evidence of intertextuality, contained in a lyrical passage of the
Ram in which Hanuman in Lanka contemplates the moon at night, which figures as

the main upameya in a hetipama (Ram 5.4.5):

sthitah kakudman iva tikspasrngo mahdcalah sveta ivoccasyngah |

hastiva jambiinadabaddhasrirgo vibhati candrah paripiirnasrngah ||

*Standing firm like a bull'%, with its sharp horns (sy7iga-), like a white great mountain with its
high peaks (sr7iga-), like an elephant, with its tusks (sr7ga-) tied with Jamba gold, the moon shone
forth with its horn (sraga-) fully filled’.

This upama is focused on the repetition of the term synga- four times in all four
padas, each with a slightly different meaning. First, it is included in the bahuvrihi
compound tiksnasrngah ‘with its sharp horns” which qualifies the kakudmat, bull’s
horns; second, it is employed in pada b in the sense of mountain peaks, in the same

upamd that is reused by Asvaghosa with variants chosen merely for metrical

102 For instance, Duryodhana and Bhima (MBh 1.124.30); Jamadagnya (MBh 5.185.9); Yuyudhana
(MBh 7.93.4); Bhima (7.143.32), and Kumbhakarna (Ram 6.55.51).

103 sa $arais capi tapaniyaparicchadaih | arsyasragir babhau rajan diptasriga ivacalah || ‘Due to
the arrows covered with gold all around, Ar$yasrngi shone, O king, like a mountain whose summit
is illuminated’.

1% This is a latanuprasa, rather than a simple yamaka, because it involves the artha sense and not
just the sabda level.

105 Ljt. “like the one which possesses a hump”.
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reasons,'% and with the addition of the earthquake that better suits the logic of the
upamd. Third, in pada c it conveys the sense of the elephant’s tusks and, finally, in
pada d it indicates the crescent moon. As a result, not only is the upamana
comparable with the same adjective, but the wordplay of the different meanings of
srnga- also reinforces the sadharanadharma, expanding it to the lexical sphere.

This comparison is once again evidence of the style of the Mahakavya in fieri,
and of how Asvaghosa sometimes amplifies the upama (e.g., SN 2.49; 6.33; 7.34;
18.44), sometimes reuses epic formulas (e.g., SN 5.23; 6.26), but always aims to
echo the epic model by means of both rhetoric and linguistic expedients. It is also
a testament to his ability to add new layers to old stylistic features.

106 jvoccasrigah contains a molossus, i.e., a sequence of three long syllables.
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1.3 FIRST-HAND KNOWLEDGE OF THE EPICS. DIRECT REFERENCES

AND QUOTATIONS

The following passages do not provide enough evidence for the demonstration of
the intertextuality theory. Sometimes, they do not match with any epic reference; %’
however, they do witness Asvaghosa’s first-hand knowledge of the epics or his
acceptable acquaintance with a certain mythology. For instance, in BC 1.88 king
Suddhodana is compared to the ancient king Bhava, who occurs as an upamana for
Rama but with a different sadharapadharma, i.e., Rama’s splendour (Ram 6.68.28),
whereas the BC’s upama represents Suddhodana’s and Bhava’s satisfaction
(pratita-) for the birth of Siddhartha and Skanda respectively.

Furthermore, Aévaghosa mentions Nalakiibara’s birth (BC 1.89)'% in an upama
with a bimbapratibimba relation. The god’s birth is rarely mentioned elsewhere —
or, at least, there is no mention of a city full of Apsaras rejoicing for such an event.
However, in MBh 14.69.16-17 a city brimming with life is compared to Kubera’s
city joyful for his son’s birth. (vaisravanasya puram). The stanza narrates how the
city of Kapilavastu rejoices for the Buddha’s birth in the same way that the birth of
Nalakiibara, Kubera’s son, was celebrated.’®® The episode is not mentioned in the
epics, however in MBh 9.46.20-30 it is said that Kubera was granted many boons
including in fact a son. In the end, Nalakiibara’s name occurs 5 times in the MBh*1°
and only thrice in the Ram.!

Another mention of epic episodes occurs in SN 1.22-23 where, once again, an

upamad with a bimbapratibimba relation draws a comparison between Siddhartha

197 This is the case of the following stanzas which deal with epic subjects; however, | could not find
any cross-references of interest.

198 jti narapatiputrajanmavrddhya sajanapadam kapilahvayam puram tat | dhanadapuram
ivapsaro’vakirnam muditam abhiin nalakiibaraprasiitau || ‘And so, the town named ‘Kapila’
together with the country rejoiced for prosperity in the form of the birth of the king’s son, just like
the Wealth-giver’s town which was filled with Apsarases [rejoiced] for the bringing forth of
Nalakabara’. Wealth-giver is an epithet for Kubera.

109 According to Mani (1975: 519) Nalakiibara is one of Vaisravana’s sons and had a brother called
Manigriva. However, there is no mention of his birth.

110 2.10.18; 3.258.16; 3.264.58; 3.275.32; 9.46.26.

1117.26.24, 32-33.
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and Nanda (upameyas), as pupils of the seer Kapila Gautama, and Rama and
Vasubhadra®? (upamanas) who became disciples of Gargya and Gautama

respectively.''® To search for potential matching references, | looked for mentions

hll4 115

of Gargya, which occurs 7 times in the MBh*** and 6 times in the Ram™* although
never as an upamana. Vasubhadra occurs once when Abhimanyu is said to act as
Vasubhadra (vasubhadranukrtim MBh 7.47.39).

At the beginning of the Mahakavya, a premise recounts the origins of Nanda and
Buddha’s lineage, together with their ancestors’ exploits. For instance, in SN 1.23
it is said that Iksvaku’s sons, i.e., the upameyas, became disciples of the sage Kapila
Gautama just as Rama and Vasubhadra, i.e., the upamanas, had become followers
of Gargya and Gautama respectively.

The MBh registers 7 occurrences for the proper noun gargya-, though with no
mention of Rama and without involving any wupama. Similarly, there are 6
occurrences in the Ram. Instead, Vasubhadra is mentioned once (MBh 7.47.39),
and, to the best of my knowledge, apart from the SN mention, this seems to be the
only other time he is named in the entire Sanskrit corpus, at least to the DCS.
Moreover, mentions of Siddhartha’s lineage are found in the compound iksvaku-
candrama- (BC 12.1), which has already been discussed in terms of iksvaku-

mentions in the MBh.116

112 Name of Krsna.

113 See Passi 1985: 170 n12: “Vasubhadra & Krsna, Rama suo fratello Balarama. Le fonti ricordano
solamente Garga, donde Gargya, il sacerdote di corte del padre di Krsna che officio ai riti di
iniziazione per entrambi i fratelli. Simili divergenze fra la tradizione del Mahabharata e Asvaghosa
sono frequenti e indicative di uno stato in cui I’epica era ancora sufficientemente fluida da ammettere
nel mito varianti probabilmente di origine locale”.

1142.7.16; 5.187.27; 9.51.3-4; 12.203.19; 13.4.54, 13.18.25.

115 2.29.22, 26; 7.90.2, 4-5; 7.91.1.

116 See Falqui (2019: 39): “Perhaps even the compound occurring in BC 12.1 iksvaku|candrama-
‘that moon of [the] Iksvaku [-lineage]’ referred to the founder of the Buddha’s dynasty might
sophistically hint at the phrase iksvakoh siryaputrasya, used in MBh 12.192.2, to introduce the
edifying story of the dispute among Time, Death, king Iksvaku and a wise Brahmin, recently linked
by Brodbeck (2011: 128; 145) to the so-called Mahabharata «switching from lunar to solar
ancestry». In the Paranic genealogies — as well as in both the epics and in the vedic sources (see
Witzel 2005), Iksvaku is always referred to as a descendent of the solar line. Thapar (1991: 34) states
that the Buddha’s presence in the Siryavamsa «was an attempt to subordinate the descent of the
Buddha by incorporating it into the line of Ramax. In light of this, one could suggest that A$vaghosa
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As regards the Ram, iksvaku- occurs in similar tatpurusa compounds (e.g.,
°rajyasri- ‘Iksvaku’s royal glory’ Ram 2.4.41), employed as appositions referring
to prominent characters (e.g., of Sita ®kulanandini- ‘delight of the Iksvaku dynasty’
Ram 5.11.57; of Rama °nandana- ‘delight of the Iksvakus’ Ram 1.17.6; °vara-
‘excellent [descandent of] Iksvaku’ Ram 2.37.1; of Vasistha °kuladaivata- ‘divinity
of the lksvaku dynasty’ Ram 1.69.14), apposition (of Trisanku, °dayada- Ram
1.59.2).

Mentions of mythical creatures that seem to recall epic material are also found
in SN 2.50, where Buddha’s conception is described. We learn that queen Maya
saw a white elephant (upameya) which is compared to Indra’s elephant Airavata.
However, epic occurrences of Airavata as an upamana only regard the Pandavas
being pushed back on the battlefield by an enemy, just as the Danavas were by Indra
and his elephant (MBh 7.25.40), or Rama mounting the huge monkey Hanuman
who is compared to Indra on Airavata (Ram 6.4.15).

In SN 4.10 Nanda and Sundari rejoicing in each other are compared to,
respectively, a kimpurusa and a kimnart in an idyllic scenario. A comparison with
the Epic shows that Gandharva and Apsarases are the subject of similar scenes (e.g.,
the compound gandharvapsaras- is attested 51 times in the MBh and 8 in the Ram),
however, to the best of my knowledge, the only occurrence for kimpurusa- as an
upamana seems to be MBh 12.163.5 where the rsi Gautama wandering in the forest
is the upameya.

These data show that if no epic match for the alamkara is involved, Asvaghosa
may well have drawn on other sources, or, that he simply reworked existing and
familiar characters. He was thus able to craft a situation that serves the purpose both

stylistically and rhetorically, which is based on his knowledge of the epics.

On other occasions we find a precise match for some episodes from the epics. This
is the case of BC 8.81, where Suddhodana grieves for Siddhartha’s departure and

asks where he has gone.

adhered to a cultural heritage which envisioned Buddha’s dynasty as a lunar lineage opposed to the
solar lineage and that he was interested in emphasising this detail”.

64



1. Search for intertextuality: hints and evidence

iti tanayaviyogajataduhkhah ksitisadrsam sahajam vihaya dhairyam |

dasaratha \va ramasokavasyo bahu vilalapa nypo visamjfiakalpar ||

“Then the king, afflicted by the separation from his son, after setting aside his innate steadfastness
which was like that of the earth,'!” like Dasaratha, at the mercy of his sorrow for Rama, wept a
lot, almost [falling] unconscious’.**

UPAMEYA UPAMANA SADHARANADHARMA
nrpa (Suddhodana) | dasaratha vilalapa
tanaya | rama

From a linguistic point of view one can observe the variatio in the stanza for ‘earth’,
whereas stylistically speaking we find two upamas, a samasopama (ksiti-sadysam)
and an asamasta (dasaratha iva). A key comparison can be drawn if we observe

the following Ram sloka, where Hanuman tells Bharata about Rama’s exile (Ram

6.114.5)

yathd pravrajito ramo matur datte vare tava |

yatha ca putrasokena raja dasaratho mrtah || [viditam tava 9b]

‘[You are aware of] how Rama set off for exile because a vow was made to your mother*®, and how
King Dasaratha died due to the sorrow for his son’.

I argue that Asvaghosa may have had this verse in mind. From a linguistic point of
view, it is also interesting to note that both passages employ the compounded
construct [name]+-soka meaning ‘suffering for someone’.

The Ram uses putrasoka- in the instrumental case to express the cause, whereas
Asvaghosa employs the tatpurusa compound ramasoka-vasya- which are all read
together as a bahuvrihi referring to the subject dasarathah, which substitutes the

proper noun rama- for the generic one in the epic example.

117 See Johnston (1936: 121 n.81): “The reference is to the element earth, which in Buddhist
philosophy provides the qualities of firmness and solidity in all things, defined as kathinatva at S.,
xvi 127

118 Johnston’s Critical Edition notes that A shows the following variae lectiones, e.g., the accusative
°dufzkham in the pada a.; dhaiyam in place of dhairya in pada b. and visajfiakalpa’ in pada d. As
regards the translations of the upama my translation is close to Cowell’s 1894 “[...] like Dasaratha,
a prey to his sorrow for Rama”, whereas Johnston 1936 has “like Dasaratha dominated by grief for
Rama”, similarly Passi 2011 [1979] “come Dasaratha sopraffatto dal rimpianto er Rama”, and
Schotsman 1995 “just like Dasaratha when he was overcome with grief for Rama”, whereas Olivelle
2008 proposes “like Dasha-ratha over Rama, as he succumbed to grief”.

119 Hanuman is talking to Bharata.
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Moreover, | consider this specific Ram passage as meaningful in terms of genre
dynamics, which could shed new light on the intricacies regarding the Mahakavya
genre and its origins. For instance, Hiltebeitel (2005: 476-478) quotes the previous
pada (4cd) in his inquiry on the relationships between the two epics and their
subtales and narrative structures. As far as the Ram is concerned, Hiltebeitel argues
that “three terms kavya, carita, and akhyana are woven through the upodghata”
(Ibid.: 476) and caritam is specifically the term employed in the pada 4cd to define
Rama’s ‘adventure’ in the forest. Moreover, carita “in contrast to kavya [...]
implies that the “movement” [...] of the main narrative” (I1bid. 478) can be inscribed
according to some observations Hiltebeitel made on the previous pada (4cd). Other
mentions of Dasaratha as an wupamana occur in Ram 2.47.13 and 2.76.12
respectively; however, they do not involve the specific episode from As$vaghosa

quoted here. 120

Another case of a first-hand knowledge of epic passages is represented by BC 9.9,
which recounts how one of Urvasi’s and Vamadeva’s descendants came to visit

Rama in the forest:

yanam vihayopayayau tatas tam purohito mantradharena sardham |

yatha vanastham sahavamadevo ramam didrksur munir aurvaseyah ||

‘Leaving the carriage, the purohita approached him together with the counsellor, like the wise
descendant of Urvasi, wishing to see Rama, who was abiding in the forest, approached [him]
together with Vamadeva“.

The stanza refers to the episode mentioned in a section of the Ramopakhyana (MBh
3.257-276), where Vasistha and Vamadeva approach Rama (MBh 3.261.36)'%":

[sa (...) Satrughnasahito yayau 35cd]

vasisthavamadevabhyam viprais canyaih sahasrasah |

paurajanapadaih sardham ramanayanakanksaya ||

‘[(Bharata) came accompanied by Satrughna] together with Vasistha and Vamadeva, inspired
brahmins by the thousand, and the town’s inhabitants, with the desire to bring back Rama“.

120 See Olivelle (2008: 454): “For the lament of Dasha-ratha when Rama went into exile, see
Ramayana 11.34”.
121 The Ramopakhyana has also been recently the subject of a study by Scharf 2003.
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This shows that Asvaghosa is so familiar with the epic that he dialogues with the
reader and the audience and alludes to specific episodes by quoting them through
both rhetorical and grammatical gimmicks. Moreover, it is further proof that he
knew both Vedic and epic literature, because Vamadeva is no ordinary character.
Therefore, the fact that the MBh mentions Vasistha’s and Vamadeva’s visit to
Rama seems to contradict Johnston’s statement on the non-existence of any mention

of such an occurrence in the epic text.?

Likewise, Asvaghosa’s knowledge of mythology*?® involved in the epics is also
attested by the frequent employment of the names of renowned sages as upamanas.

For instance, in SN 1.1-3 the sage Kapila Gautama is the upameya:

gautamah kapilo nama munir dharmabhytam varah |

babhiiva tapasi srantah kakstvan iva gautama ||

asisriyad yah satatam diptam kasyapavat tapah |

asisraya ca tadvrddhau siddhim kasyapavat param ||

havissu yas ca svatmartham gam adhuksad vasisthavat |

tapahsistesu ca sisyesu gam adhuksad vasisthavat ||

‘There was a sage whose name was Gautama Kapila, the best among the Dharma-bearers,>*
exhausted in his ascetic ardour, like Kaksivat Gautama, who always attained burning ascetic

122 The correct identification of Urvasi’s son has been the object of much scholarly discussion.
Cowell identifies him with Agastya (1894: 93 n.2), but Johnston disagrees (1936: 124-125): “The
son of Urvasl has hitherto been taken to be Agastya, but to make the comparison correct, as
Vamadeva was minister to Dasaratha, the seer must have been his purohita, namely Vasistha. This
is confirmed by C’s transliteration which gives Vasittha, and by the fact that in the very rare
references to Vamadeva in the Ram. And MBh., in the latter of which he is confused with a rsi of
the same name, he is usually coupled with Vasistha. [...]. The legend of Vasistha’s descent from
Urvasi is alluded to in the Rigveda, but had apparently already been lost sight of by the time of the
epics. This passage therefore suggests the poet’s knowledge of Vedic literature. The epics know of
no such visit to Rama, and the significance of this reference is dealt with in the Introduction”. On
the same matter, see also Olivelle (2008: 454-455): “Vamadeva was the minister of Dasharatha, the
father of Rama. The identity of Aurvashéya (the son or descendant of Urvashi) is unclear. Johnston
has argued that he is VVasishtha, the chaplain (purohita) of Dasharatha; there is early Vedic evidence
for Vasishtha being the son of Urvashi and Varuna [...], even though this was not part of the
Vasishtha story in the epics”.

123 | refer to the mythological background on which the epic genre is based, and to which Asvaghosa
apparently refers.

124 passi discussed the meaning of dharma- as follows (1985: 167 n.1): “ ‘Legge’ rende
approssimativamente il termine sanscrito dharma, la Norma giuridica, sociale e religiosa nonché per
esteso I’insieme degli insegnamenti di una dottrina particolare, quale quella buddhista. Ma il dharma
di Kapila, vissuto prima del Buddha storico, € quello brahmanico fondato sull’ascesi, consistente
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ardour, like Kasyapa, and after attaining supreme perfection in fuelling it (i.e., ascetic ardour) like
Kasyapa,'? and who, during the oblations, milked the cow for his own sake like Vasistha, and in
the midst of his disciples who were trained in ascetic ardour, he milked the cow of speech like
Vasistha’.

UPAMEYA UPAMANA SADHARANADHARMA
} kaksivant tapasi srantah
. kasyapavat diptam [...] tapah
gautamay, kapila ‘ siddhim [...] param
| vasisthavat (x2) gam adhuksad (x2)

Overall, the three stanzas can be rhetorically interpreted as upamas of the
malopama type, or as an ullekha, that is when an upameya is compared to different
upamanas, as is shown in the chart. Asvaghosa also employs a variatio in building
the formal structure of the similes, by means of the comparison marker iva for the
first upama, whereas the last three are, in fact, compounded, i.e., samdasopamas.

The upameya is the sage who is first compared to the mythical character Kaksivat
Gautama, and the common property is that both are tapasi srantah ‘exhausted in
ascetic energy’.*?® Second, the other upamana involved is the mythical character
Kasyapa — whose identification has been debated'?’ — who shares the diptam tapa/
‘blazed ascetic energy’ with the upameya. Finally, in the third stanza the last

upamana is another mythical sage, i.e., Vasistha.

principalmente nella mortificazione fisica e nella purita rituale: a questo tipo di disciplina i buddhisti
negavano I’efficacia ultima [...]".

125 See Johnston’s considerations on this stanza (1928: 1 n.2): “There may also be a reference in the
first line to the fiery heat of Kapila’s gaze which reduced the sons of Sagara to ashes. The use of sri
in the sense of ‘giving forth’ light, &c., of the sun is Vedic and does not seem to occur elsewhere in
classical Sanskrit”.

126 | endorse Passi’s translation ‘esausto d’ascesi’ (1985), whereas Johnston translates ‘strenuous in
ascetism’ (1928), and Covill ‘rigorously ascetic’ (2007).

127 Passi provides an interpretation for Kasyapa (Ibid. 167 n.2): “Kasyapa, patronimico, indica
sicuramente il Sole nel primo emistichio, dove tapas, “ascesi”, riprende anche il suo significato
originale di “calore” (cfr. lat. tepor); non & chiaro il richiamo nella seconda parte della strofe. Fra i
vari personaggi possibili, I’epica conosce per la focosa intransigenza I’asceta Vibhandaka Kasyapa,
padre di quel Rsyasrnga le cui vicende vengono ricordate sia nel Saundarananda (VII, 34) sia [...]
[ed. nel] Buddhacarita, canto IV, 19 [...]".
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The stanza is often considered of difficult interpretation mainly because of the
interpretation of vasistha-.'?8 The sadharanadharma is the milking of the cow. Two
levels of comparison are made possible by the s/esa of go- ‘cow/sky’ and also by
the different interpretation of vasistha- as simultaneously a superlative and a proper
noun. There is one occurrence of the compounded simile in RV 7.96.3, a hymn
dedicated to Sarasvati in which it is said that she is being praised as in the same

way she was by Vasistha:

bhadram id bhadra krnavat sdarasvaty dkavari cetati vajinivati |

grnand jamadagnivat stuvand ca vasisghavat ||

‘Good Sarasvati will do good. She shows brightly as the unstinting one, rich in prize mares, while
she is being hymned as she was by Jamadagni and she is being praised as she was by Vasistha“. (tr.
Jamison-Brereton 2014).

However, what is interesting is the reference in RV 7.95.2 that Sarasvati “milked
out ghee and milk” (Jamison-Brereton 2014: 1004). Even if Sarasvatt is not the
object of the abovementioned upama, we have the concomitance of both
vasisthavat and a reference to the act of milking which is the object of comparison.
The assumption is that in the SN stanzas, ASvaghosa may be hinting at this Vedic
background together with the epic one.

As far as the Epic background is concerned, | found only one occurrence of

vasisthavat in the MBh (1.50.14), whereas none could be found in the Ram:

128 | refer specifically to Johnston (1928: 1 fn.3), who suggested several hypotheses on the meaning
of the third stanza: “Read havimsi in a, as nearer P and as giving the double accusative which duh
often takes. Go has nine meanings (AK, I, 240) but the difficulty in applying them lies in vasistha
having no recorded meanings except as a proper name and as an adjective meaning ‘pre-eminent’.
For instance, the second line might refer to the sun drawing up moisture from the earth, if vasistha
could mean the ‘sun’ ”. Passi shares the same concerns as Johnston (1985: 168 n.3): “Anche se
considerata entro la cornice del primo canto, particolarmente ricco di doppi sensi, la strofe & al limite
dell’intelligibilita, se non altro per le cattive condizioni del testo. Partendo dalle congetture di
Gawronski [...] e di Johnston [...], I’interpretazione si basa sui diversi significati del termine go nei
singoli piedi metrici [...], per i quali suggeriamo “vacca”, “cielo”, “parola” e “vacca” con lievi
differenze rispetto alle traduzioni precedenti [...]".
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valmikivat te nibhrtam sudhairyam vasisthavat te niyatas ca kopah |

prabhutvam indrepa samam matam me dyutis ca narayanavad vibhati ||

“Your good firmness is humble like that of Valmiki,'?° your wrath is restrained like that of Vasistha,
your lordship is considered the same as Indra’s and your splendour blazes like that of Narayana’.

As far as Vasistha is concerned, this is the only occurrence which can be of interest
in the present analysis. Here, a comparison is made between Janamejaya’s qualities

and those of several eminent sages including Vasistha*°

. As regards the other sages
mentioned throughout the epics, Kaksivant is mentioned 5 times in the MBh®!,
whereas Kasyapa’s name occurs 107 times in MBh and 16 in Ram; finally,
references to Kaksivat Gautama are only found in the MBh (1.98.26; 2.16.22).
Although it is not the same alamkara and the upameyas are different, this can
however be interpreted as a case of upama of the part, or a hetiipama that is ‘simile
with a reason’**2, namely different attributes of the upameya are being compared to
different qualities of the upamana. Asvaghosa’s text can be considered a variation

on the MBh passage but the idea expressed is the same.

In summary, | have attempted to show tentatively how Asvaghosa’s Mahakavyas
mechanism of intertextual reuse works, in terms of analogical matrices. They refer
mainly to the use of upamanas like Indra, the sun, the mountains and the lotus,
which apparently belong to a wider metaphorical background than the MBh and the
Ram. Particularly when dealing with a topos, Asvaghosa often elevates mere
similes into identifications (e.g., BC 1.69). By this means the alamkara is enriched
to better suit the rhetorical and narrative context and the doctrinal purpose.

129 The taddhita affix -vat is here employed consistently with Panini’s rule Astadhyayi 5.1.116, e.g.,
tasyaival...].

130 Vasistha is also the upamana in a situation involving his wife Arundati (MBh 1.191.6) and his
powerful son (MBh 1.166.13).

131 Rejoicing like Kaksivant is auspicated when visiting a tirtha (MBh 3.82.89).

132 That is, an upama in which the reason for comparison is given, whereas a malopama is a set of
upamas that have the same upameya and several upamanas. In the case of the MBh, it is not a true
malopama because there are different upameyas. Whilst the anachronism is noted, it could be
interpreted according to Anandavardhana (IX CE), therefore, analysing the ornament as a hetupama
with a dhvani, i.e., a suggested malopama. See Dandin, Kavyadarsa 2.50: kantya candramasam
dhamna suryam dhairyena carnavam | rajann anukarositi saisd hetupama mata || © “By thy
splendour the Moon, by effulgence the Sun, by courage the Ocean, thou, O king, dost imitate”— This
is considered Simile with a Reason’. (tr. Belvakar, 1924: 17)
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Nevertheless, A§vaghosa demonstrates his first-hand knowledge of the epic
sources by making direct references to the texts in his Mahakavyas in order to better
highlight the differences and similarities between epic and Buddhist characters.
This is achieved by reusing the same epic syntactical structure (e.g., BC 8.81), or
by adapting the epic image to the doctrinal context (e.g., SN 18.44), or finally by
using elaborate puns to tease the educated audience (e.g., SN 2.49).

Conversely, if there is no epic match for the alamkara in question, he may well
have drawn on other sources, or he may simply have reworked familiar characters,

always on the basis of his extensive knowledge of the epics (e.g., BC 1.89).
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2. Evidence of a primary intertextuality:

basic reuse of comparative compounds

In the present chapter | will show evidence of a first level intertextuality relationship
which is either achieved by the simple reuse or adaptation of comparative
compounds,®® namely the compounded wupamas (samasopamd), the
upamanasamasa, and finally the compounded ripakas.
Such compounds have been the object of long-term research that involves
grammarians (vayakaranas) and literary theorists (alamkarikas). Starting with
Panini’s rules A 2.1.56, 2.1.72, which were conventionally interpreted as teaching
compounds expressing upama and riapaka respectively, the theoreticians indeed
gradually distanced themselves from the grammatical model, due to a fatal
misunderstanding of the technical terms involved in the rules themselves.'®*

BC and SN instances will be listed according to an increasing order that attempts

to account for the reuse spectrum (Freschi, Maas 2017: 14), starting from a simple

133 Tt must be stated that this is not always the case as far as A§vaghosa is concerned. For instance,
Freschi, Maas (Ibid. 13-14) define ‘simple reuse’ as “[...] the resumption of the previous use of an
item without a strong change of purpose(s). An item is employed again because it is readily available
and can be easily used. Usually the re-user does not want the re-used element to be specifically
recognized as having been re-used. To elaborate, simple re-use is the act of “again using” something
that had been used earlier. Typically, simple re-use implies no change in purpose”. This concept
does not apply smoothly to Asvaghosa’s style, because, on the contrary, even in the smallest
evidence of simple re-use — e.g., comparative compounds regarding Indra as an upamana so broadly
attested in the epics —I argue that these are deliberately employed to hint at a MBh or Vedic context.
As for adaptive re-use the scholars state that it ““[...] is not merely the repetition of a previous use;
it implies more than an item just being used again. In adaptive reuse, the reuser expects his or her
audience to recognize the reused elements in order to achieve a well-defined purpose, as for example
adding prestige, credibility, etc. to the newly created item. Adaptive re-use may involve a more
substantial change in the usage”. However, they eventually acknowledge that both concepts are not
be intended as a true dichotomy: “[...] simple and adaptive re(-)use do not mutually exclude each
other. In general, different degrees of adaptation characterize individual cases of re(-)use”.

134 See Candotti, Pontillo 2017a; 2017b.
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reuse of comparative compounds to end with the ones that seemingly involve a

more adaptive reuse.*®

2.1 REUSE AND ADAPTATION OF COMPOUNDED UPAMAS (SAMASOPAMA)

Porcher (1978: 48-57) devoted a paragraph to the compounded upama, i.e., the
samasopamd “‘comparaison en compos¢”, distinguishing between different kinds of
compounds containing or not containing the upameya. Moreover, to the best of my
knowledge, Bock-Raming’s study (1990) of compounded upamas constitutes the
first attempt at surveying the use of this alamkara in early Kavya literature,
particularly in Asvaghosa’s BC and SN. Likewise, he classified the instances
according to six categories, starting with compounded upamas that omit the
sadharanadharma, and ending with compounds of the bahuvrihi type3® — as
Candotti, Pontillo (2017a; 2017b) also state. As regards earlier literary theorists
(alamkarikas), at some point they interpreted such compounds as being based on
Panini‘s Asthadhyayi 2.1.56.1%

Given this premise, the first relevant instance which seems to demonstrate a

simple reuse regards the samasopama devakalpa- ‘god-like’ found in BC 10.7,

135 Nonetheless, this cataloguing should not be considered in any way as projecting paradigmatic
categories onto Asvaghosa’s intention of composition, but merely as a heuristic tool.

136 See Bock-Raming (1990: 241) “The samasopamas occurring in Avaghosa’s Saundarananda
and his Buddhacarita can generally be divided into the following categories: 1. Compounds ending
in an adjective like sama, tulya etc.: they are characterized by the omission of the common property.
2. tatpurusa-compounds which are constructed according to Panini 11,1,55; they include the common
property but have no particle of comparison. 3. Compounds of the type upamana + sama, tulya etc.
+ upameya; these compounds are characterized by the omission of the sadharmya, 4. bahuvrihi-
compounds with the upamana as the first, the sadharmya as the second and the upameya as the third
member. 5. bahuvrihi-compounds containing the upamana and the upameya only. 6. bahuvrihi-
compounds constructed according to Katyayana’s Varttika, in which the three elements of a simile
are missing: the sadharmya, the particle of comparison and the upamana”.

187 As regards the upama, Candotti, Pontillo (2017 b: 351) specifically quote the following
compounds: “e.g. kamalapattrakst ‘a lotus-petal-eyed [woman]” BhKA 2.32, interpreted as ‘a
[woman] whose eyes are like (iva) lotus petals’; sasankavadana “moon- faced [woman]” BhKA
2.32 and DK 2.61 i.e. ‘a [woman] whose face is like the moon’; kuvalayadalalocana ‘a water-lily-
petal-eyed [woman]” RKA 8.20. that is ‘a [woman] whose eyes are like water-lily petals’”.
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where Siddhartha,**® mentioned by the compound naradevasiinu- ‘human god’s son

(lit. human god)’, figures as the upameya:**°

anyakriyanam api rajamarge strinam Nynam va bahumanapiirvam |

tam devakalpam naradevasinum nirtksamana na tatarpa drstih ||

“Their eyes, gazing with great reverence at this godlike human god’son*°, were not satiated even
when women and men were busy doing other things on the king’s road’.

UPAMEYA UPAMANA
naradevasunum (=Siddhartha) | deva-

Here, Siddhartha is identified as the upameya whereas the deva ‘god’, ‘deity’ is the
upamana. According to Bock-Raming (1990), this upama is expressed according
to the type upamana + kalpa- characterised by the omission of the common
property.4!

The common property is indeed omitted, but one can assume that it is the
hieraticism/solemnity of the Siddhartha /god. The people might have stared at
Siddhartha as he passed through the street (atitya BC 10.3), just as they would stare
at a deva statue carried in a procession.'4> However, since his passing through the

street caused a great deal of astonishment amongst the onlookers (visismiye BC

138 In passages taken from the Cantos before his enlightenment, I call Siddhartha by his birthname.
After he reached enlightenment in the 13th Canto, and throughout the Sn, he will be mentioned as
Buddha.

139 The compound is lexicalised in the sense of ‘king’. Passi (1979: 122) translates the compound
naradevasunum as ‘divino principe’ whereas Johnston (1936: 142) translates it as ‘son of the human
god’. Cowell (1892: 81) speaks of a gloss in the C manuscript correcting sanum with siizam, whereas
Johnston (1936: 1, 109) reports that A reads naradevasiitram, while T reads narendrasinum in
Sanskrit translation.

140 The adopted translation is consistent with the aim of maintaining the pun employed by
Aévaghosa, i.e., the latanuprasa or yamaka.

141 The samasopama is included in Bock-Raming’s list (1990: 244, 252). Furthermore, he highlights
that this typology of compounded upama is more frequent in the BC than in the SN: “Auch im B.
ist der Typus 1 von allen samasopamas am héufigsten vertreten. Dariiber hinaus kommt er in dem
im Sanskrit tiberlieferten Teil des Textes mehr als doppelt so oft vor wie im S”.

142 The hypothesis is consistent with other loci of Asvaghosa’s works where Siddharta, as the
upameya, is compared to a god’s emblem carried in a procession, i.e., Indra‘s dhvaja is the upamana
(Sn 4.46). Mentions of a god’s emblem are also made in BC 3.24 where Siddhartha is compared to
god Kama ‘whose emblem (ketu-) is the flower’ (puspaketu-). Moreover, let us note that the implicit
idea of Siddharta walking among commoners and being compared to a god, is also consistent with
the epic imagery of a god disguised as a brahman who walks among mortals.

75
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10.3), his presence might also be interpreted as a sort of theophany. Thus, the people
whoever they might be (strinam nrnam va BC 10.7b) were more amazed than they
would have been if they had been looking at a simulacrum.

As far as epic attestations of this samasopama are concerned, the MBh registers
22 occurrences, whereas it is only attested twice in the Ram. The compound mainly
occurs as an attribute of eminent characters, great warriors, Brahmins, priests and
sages and even once as an adjective of abstract concepts (e.g., atithisatkaram MBh
13.126.13). Although sometimes the samasopama’s recipients are indeed sons, as
e.g., in the BC passage, the most relevant instances however regard Rama as the
upameya in a passage where Laksmana and Rama’s mother Kausalya weeps at his
departure for the forest (Ram 2.18.6):

devakalpam rjum dantam ripinam api vatsalam |

aveksamanah ko dharmam tyajet putram akaranat ||

‘Who, having regard for Dharma, could renounce, without a cause, a son god-like, honest, self-
restrained and even loving*® towards [his] enemies?

From a technical point of view, Rama is mentioned by means of the accusative
singular putram — the upameya — just as Siddhartha is mentioned by the epithet
naradevastinum, in the same grammatical case as the object of the actions conveyed
by the verbs, respectively the optative Jtyaj- (Ram) and the passive present
participle nir-\iks- (BC). Moreover, the sumdsopama devakalpa-, here employed
as predicate noun, figures at the beginning of a pada in both quotes from the BC
(7¢) and the Ram (6a). However, it is located far from the noun it qualifies, i.e.,
putram, whereas the BC pada has the structure ‘article’ + upamana + upameya. In
both cases, the upameya is a famous son who has chosen to renounce his royal
duties, although unlike Rama, in the BC Siddhartha had already left the forest (9™
Canto) and had set his sights on higher destinations.*** The following table accounts

143 Here | translate vatsalam literally as “child-loving’, see also BC 8.24 (83.1.4).

144 Moreover, there are other mentions of famous sons such as devakalpa- in a passage from the
MBh where Dhrtarastra tells Duryodhana how their ancestor Pratipa generated three sons, the
upameya, i.e. Devapi, Samtanu, and Balhika (MBh 5.147.15). However, the passage is once again
part of a broader narrative that deals with heirs to the throne who were forced to renounce their title
or, worse, had been disinherited because of bad behaviour or sickness. Another occurrence of the
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for a general overview of all the upameyas and upamanas related to epic instances
of devakalpa-, together with mentions their grammatical case and their structure

within the padas:**®

Table 5 List of Epic upameyas and upamanas, and their grammatical case

Locl UPAMEYA CASE
RAM 5.15 Yaksas, Kinnaras, Gandharvas and serpents Instr. plur.

1.58.2 maharatha- Nom. plur.

1.89.55

5.54.50

8.6.13

5.147.15 putra- Pratipas’ sons

1.69.50 mahaujas Heroes

13.126.31 tapodhana- Ascetics

1.89.54 rdjasattama-

13.51.3 tam [=Cyavana] Acc. sing.
T 13.126.13 atithisatkaram
QEJ 1.69.51 mahabhaga- Acc. plur.

7.98.43 maharatha-

13.10.11 munigapa- Multitude of sages

1.54.9;5.178.3 rtvij Priests Instr. plur.

5.62.21 brahmana- Brahmins

5.178.3 purohita- Chaplains

13.126.12 tapodhana- Ascetics

6.15.2;6.115.1 Bhisma Instr. sing.

12.77.9 etebhyo [=Brahmin outcasts] Dat. plur.

11.23.25 devavrata [=Bhisma] Loc. Sing.

upama regards a passage where Janamejaya asks VaiSampayana why some maharathas ‘great
warriors’ have been born (MBh 1.58.2). Furthermore, the last selected occurrence regards
attestations of devakalpa in two sets of slokas where VaiSampayana describes the birth of Bharata’s
lineage to Janamejaya. In one case, mahaujasa- are the upameyas (MBh 1.69.50-51). In another
case, the rajasattamas ‘Virtuous Kings’ and maharathas ‘Great Warriors’, i.e., the Pandavas and
the Kauravas, are the upameya (MBh 1.89.54-55). Both occurrences are registered in the nominative
plural case, as subjects of the sentences. The samastopama occupies 54¢ and 55b respectively, with
its first mention located far from its upameya whereas the second sloka has the same construction
asin the BC, i.e., upamana + upameya.

145 The chart shows that when the upamana follows the upameya, the upamana generally plays the
role of apposition, predicative or noun predicate.
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The status of deity (deva-) as an upamana recurs once again in another example of
simple reuse, namely the samdasopama devavat in BC 8.43 referring once more to
Siddhartha, i.e., the upameya, who is alluded to through the lexicalised compound

nrdeva-:

vigarhitum narhasi devi kanthakam na capi rosam mayi kartum arhasi |

andgasau svah samavehi sarvaso gato nrdevah sa hi devi devavat ||

‘O divine princess, you should not blame Kanthaka and you should not be angry with me, consider
us both to be without fault, because that divine man, o divine princess, went away as a divinity’.

UPAMEYA UPAMANA
nrdevah sah (=Siddhartha) | deva-

After coming back to the palace, Chandaka addresses Siddhartha’s wife Yasodhara
(devi-) telling her the news of Siddhartha’s departure, while the woman weeps and
is broken-hearted. Unlike the previous instance where he was referred to as
naradevasunum ‘the kKing’s son’ (BC 10.7¢), this time A§vaghosa names Siddhartha
directly, specifying his affiliation to ksatriyas, i.e., nydeva-, which is literally a
lexicalised karmadharaya compound meaning ‘man-god’ therefore ‘king’, which
can also be interpreted as a samastaripaka ‘a man [who is] a god’. | thus chose to
use the translation ‘divine man’ to better highlight the sequence of syllable
repetition (lazanuprasa or yamaka) dev- in the pada d, which is consistent with
Asvaghosa’s typical re-enaction of a word’s etymological sense.

In the epics, | managed to find several instances of the compound variously
referred to prominent male characters.*® However, in two cases the instances were
found in passages where a pativrata ‘a virtuous wife’ is advised to show obedience

to her husband, compared with a deva- (deva-vat). The first case is a didactic section

146 QOther passages where the samdsopama occurs regard various upameyas, namely prominent
characters, such Krsna (MBh 14.67.10); Prtha (MBh 3.288.19) or ascetics, like Narada and Parvata
(MBh 12.30.13); unspecified characters such as a brahmin (MBh 3.111.10), a prajiia- (MBh 4.4.16);
Nahusa‘s son (MBh 1.77.4); Drona’s son (MBh 7.172.83); a generic man (MBh 12.59.12); Visnu
(MBh 12.59.130); a brahmin (MBh 12.60.42); generic men (MBh 12.250.38, 13.133.40); Krsna
(MBh 14.53.16); sons of Sagara (Ram 1.43.3-4); Rama (Ram 7.41.16).
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where the goddess Uma is discussing women’s dharma with Ganga (MBh
13.134.34-35)17:

sa bhaved dharmaparama sa bhaved dharmabhagint |

devavat satatam sadhvi ya bhartaram prapasyati ||

Susriisam paricaram ca devavad ya karoti ca |

‘Let her be devoted to dharma, let her be blessed with dharma, the virtuous one who always looks
up to her husband like a god, the one who shows obedience and serves (her husband) as in the
presence of a god’.14

Secondly, the more interesting reference, regards Rama’s mother Kausalya.
Sumantra has been ordered by the exiled Rama to take a message to his parents. In
referring to his mother, Rama recommends that she honours her father Dasaratha,

who is referred to as devavat (Ram 2.52.14):

[vacya 13] mata ca mama kausalyd kusalam cabhivadanam |

devi devasya padau ca devavat paripalaya ||

‘And my mother Kausalya [must be addressed] by questioning her about her health and by
respectfully greeting her [by saying to her]: “o divine queen, embrace the feet of my divine lord as
in the presence of a god” *.14°

It is interesting to note that a similar latanuprasa is played in pada c, whereas it is
in pada d in the BC stanza, the only difference being that in the latter it appears in
amore elaborate form. The context is somewhat like the BC, because here Sumantra
is reporting a message from Rama, just as Chandaka is Siddhartha’s messenger. Of
course, the recipient of the message this time is Rama’s mother whereas in the BC

itis Siddhartha’s wife, and the advice itself is quite different, namely, that Dasaratha

147 Hiltebeitel (2011: 529) points out how the word svadharma is never used to discuss women’s
dharma.

148 From a syntactical point of view, this example presents two usages of the compound, thereby
posing a problem of interpretation depending on the syntactical function of the referent, i.e., the
object, bhartaram ‘husband’, or the agent of the action (karty), sa dharmabhagint ‘the virtuous one’,
other cases covered by Panini’s rule require the referent to be in the locative and in the genitive
cases. In the first case devavat ‘like a god’ (34c) is employed in contrast with Panini’s Astadhyayr
5.1.116, because its reference is in a non-genitive case, i.e., the accusative. Otherwise, the
prescription is to understand it as a locative, i.e., ‘as [in the presence of] a god’, when referred to the
subject (35b).

149 Here, Pantni’s rule 5.1.116 is applied.
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must be honoured and supposedly comforted in dealing with Rama’s absence,
whereas Yasodhara must accept Siddhartha’s choice and fate.
Apart from these instances the compound can be found in situations involving other
virtuous women who, however, are not in conjugal relationships with the
upameya.t®

Finally, it is possible to make a comparison between the different contexts in the
MBh and the BC. In the BC narrative context, Chandaka is telling Yasodhara,
whom he calls a devi ‘a divine princess’, that her spouse, a divine man has indeed
gone away like a god. But from a rhetorical perspective, by placing the upameya,
i.e., nrdeva alongside the upamana, i.e., deva- A§vaghosa makes a pun which hints
at an apparent contradiction that can be interpreted in two ways.
Indeed, if Siddhartha is a king, i.e., the lexicalised meaning of nydeva-, namely one
whose dharma is to stay and abide, how can he go away, renouncing his dharma?
Because he is, indeed, a deva-, whose svadharma is yet to be fulfilled by his future
enlightenment.*® Therefore, his wife should not blame him (vigarhitum narhasi)

and should behave as a good pativrata would.

The next example of simple reuse regards Asvaghosa’s depiction of Siddhartha’s
concubines lying asleep. Their breasts (payodhara-) are the upameya and likened
to a jar of gold (suvarnakalasa-) in BC 4.35:

citasakham kusumitam pragrhyanya lalambire |

suvarpakalasaprakhyan darsayantyah payodharan ||

‘Others (concubines) having grasped a branch of the mango tree covered with flowers, leaning on
it, showing off their breasts, which resembled jars of gold’.

UPAMEYA UPAMANA
payodharan ‘ suvarnakalasa-

1%0 Such as Draupadi (MBh 14.67.10), Prtha (MBh 3.288.19) or Sriijaya’s daughter (MBh 12.30.13).
151 See Hiltebeitel (2011: 529-535) on the ones who have svadharma: “asramadharma can also be
svadharma, at least for the first three asramas. But asramas, at least in our classical dharma texts,
are open only to the three upper varpas and designed pretty much around males. As regards groups,
we can quickly grasp that if jatidharma is not svadharma, then neither is kuladharma or the dharma
of those who live in a region (desadharma) or village (gramyadharma )”, and more specifically on
Asvaghosa’s BC dharma themes (Ibid.: 625-684).
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The samasopama is found in the fourth Canto which scholars usually acknowledge
as deliberately hinting at the Ram’s fifth kanda, particularly the section which
describes how Hanuman entered Ravana’s harem and then gives a long description
of the seductive poses the concubines assumed.'®2
However, it has also been pointed out that Asvaghosa purposely transforms
Hanuman’s amazement into Siddhartha’s disgust, by twisting images of seduction
into grotesque poses.

For instance, the following example offers an almost identical image of a
sleeping woman, whose breasts (suvarna-) are like jars of gold (kalasopama-) (Ram
5.8.43):

panibhyam ca kucau kacit suvarpakalasopamau |

upagihyabala suptd nidrabalaparajita ||

‘And another woman, having hidden her breasts, resembling cups of gold, with her hands, was
asleep, overcome by the force of sleep’.

It is notable that if the woman in the Ram sleeps gracefully covering (kucau) her
breasts with her hands (panibhyam), Siddhartha’s concubine, although still awake,
unashamedly shows them off (darsayantyah).

This comparison thus provides textual and linguistical evidence to substantiate
the well-known claim, already speculated on the basis of narrative, that A§vaghosa
was familiar with this section of the Ram. Moreover, these examples are significant
as they constitute further evidence of a classical Kavya motif, namely the
comparison of a woman’s breasts to jars of gold, a comparison that might indeed
have been started by Asvaghosa who in turn borrowed and reused it from the epic

model.

152 On this matter, see Passi (2011: 235, n.19): “[...] per il [ed. Ramayana] vari studiosi hanno
ipotizzato un preciso intento imitativo da parte di Asvaghosa , seppure limitato a singoli episodi.
Nel Buddhacarita il confronto pit singolare & senza dubbio quello tra la scena delle donne
addormentate (v, 48-67) e il racconto della visita di Hanumat alle donne di Ravana (Sundarakanda,
X1, 33 sgg.), in cui la visione delle fanciulle assopite, motivo di meraviglia nell’epica, viene
riadattata al contesto della leggenda buddhista in modo da generare un senso di avversione”.
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A more sophisticated example of adaptive reuse regards the samasopama cakravat
included in BC 14.5, a passage in which, following his defeat of Mara, Buddha

acknowledges the obstacles of human nature tied to the rebirth condition.

krtveha svajanotsargam punar anyatra ca kriyah |

atranah khalu loko ‘yam paribhramati cakravat ||

‘After having abandoned their own kinsmen in this world and accomplishing deeds in another
existence, certainly men spin like a wheel without protection’.

UPAMEYA UPAMANA SADHARANADHARMA
loka/ | cakra- paribhramati

The upameya is loka- literally ‘world’ but it is also employed here as a collective
in the sense of ‘men’, which is compared to a cakra- ‘wheel’, ultimately conveying
the idea of the cycle of birth, death, and rebirth. This is accomplished by means of
the sadharanadharma represented by pari-Vbhram, ‘to wander about’ or ‘spin’ as
I have translated it here to better highlight the common property.

Interestingly, the same idea is reiterated in the MBh, always in passages dealing
with the samsara theme, albeit syntactically different ones,*>® and as a formula
occurring in pada d.*>* For instance, a relevant occurrence is found when Saunaka
teaches Yudhisthira about various matters, during the period when he and his
brothers are in exile in the forest (MBh 3.2.67):

[kamena [...] viddha/ 65c]

evam patati samsare tasu tasv iha yonisu |

avidyakarmatysnabhir bhramyamano ‘tha cakravat ||

‘Thus, [he who is pierced by kama] falls into the cycle of rebirth, here, in these and those wombs,
then being whirled around by ignorance, action and thirst, just like a wheel’.

18 In pada b rathacakravat (MBh 12.9.32 curiously, the sloka 33 is mentioned by Tokunaga 2006:
137 as corresponding to BC 9.31cd, since both deal with motives for renunciation, particularly “the
hero’s aversion to the mundane world, which is afflicted by old age, illness and suffering”), pada ¢
(MBh 15.10.8), and d (MBh 12.28.40).

154 The samasopama + pari-\vrt conjugated in the first person armmanepada, i.e., cakravat
parivartate (MBh 11.7.14; 12.203.11; 12.210.32), also attested in pada c with the variation cakravat
parivartante (MBh 12.205.17).
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The last pada actually includes the root Ybrahm-, differently conjugated in the
present passive without a prefix and together with the samdasopama, referring to
someone kamena viddha# ‘pierced by kama’ figuring as the upameya.'®®

This passage has indeed been recognised as “echoing” Buddhist language, even
forecasting Buddhist teachings to some extent,® since it seems reasonable that this
is what Asvaghosa may be hinting at.

Furthermore, the samdasopama is also widely attested with a similar structure that
Aévaghosa has been shown to reuse, namely the root pari-Vkram- (e.q., parikramati
samsare cakravad MBh 3.200.37). However, only one instance includes the same
identical construct pari-Vbrahm-, similarly conjugated in the third person singular
of the present parasmaipada, together with the samasopama cakravat, namely in
an adhyaya where the devaysi Narada is talking with Vyasa’s son Suka about
pivotal themes, such as the concept of anrsamsaya the ‘highest dharma’ (Hiltebeitel
2001: 211). There, family bonds are cited as being as one of the main causes for

“spinning” during transmigration (MBh 12.316.57):

[mohartah 56a]

tato nivrtto bandhat svat karmanam udayad iha |

paribhramati samsaram cakravad bahuvedana ||

“Then, the one oppressed by error, returning to this place because of the (family) bond that arises
from his own actions, spins in transmigration, like a wheel, (having) many pains’.

From a syntactical point of view, it must be noted that the MBh employs the verbal
root in its transitive sense, whereas the BC uses it in an absolute sense, i.e., without
an object. Moreover, Asvaghosa “moves” the formula from pada c to the last one,
where it assumes a different metrical structure.

Ultimately, the comparison with the epics shows that A§vaghosa borrowed not

only the alamkara cakravat- but also made use of the syntax of this very formula.

155 Similarly, bhramati cakravat also occurs in pada d and in MBh 12.287.19.

1% | am referring to Hiltebeitel’s statement (2001: 172) regarding this passage which he also
translates: “Considering the echoes of Buddhist language here, it would seem that Saunaka’s
instructions for the forest life combine a preemption and subversion of Buddhist teachings about
forest enlightenment and the eightfold path with a strongly Vedic interpretation (or anticipation?) of
an eight-limbed yoga”. Moreover, the debate on further dynamics regarding Buddhism and the
Sanskrit Epics, particularly the MBh has indeed been going on for centuries. For instance, see Lévi
1918-19; Pisani (1939: 175-176), more recently Walters 2000, and Hiltebeitel 2005.
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He also seems to use the same upameyas which all belong to human semantics as
they refer to people affected by different moral obstacles, i.e., kama- (MBh 3.2.67)
and moha- (MBh 12.316.57), which Asvaghosa generalises through the collective
loka-. Even if the BC stanza does not explicitly mention samsara, this is also
inferred from the periphrasis contained in padas a,b, which provide us with a more
sophisticated image of the constant return to this world (punar anyatra).

Instead, the following example of reuse regards Nanda as the upameya. Here,
Buddha takes him away to initiate him (SN 5.51)

adaya vaidehamunis tatas tam nindya samslisya vicestamanam |

vyayojayac casrupariplutaksam kesasriyam chatranibhasya mirdhnah ||

‘Then the Sage of Videha, seizing him (i.e., Nanda) — who was struggling while clinging [to the
Sage] — took him away, and he removed the majesty of his hair from his (i.e. Nanda’s) head which
looked like a parasol, and whose eyes were flooded with tears’.

UPAMEYA UPAMANA
miirdhnah | chattra-

In this passage a reluctant Nanda is being forced to undertake the Path of Liberation
by having his hair cut. A§vaghosa as a skillful kavi does not directly mention the
episode but employs a periphrasis instead, i.e., kesasriya- which can be understood
as a sasthitatpurusa, i.e., ‘the majesty of his hair’, but also as a samastaripaka, ‘the
majesty [which consists in] his hair’. At the same time, this expression also conveys
the image of Nanda’s break with his ksatriya status, alluded to by the polysemic
word sri-, hence the comparison with the chatra- ‘parasol’.*®’

I thus managed to find one occurrence of this samasopama, namely in a passage
where Bhisma tells Yudhisthira the story of the ungrateful and ignorant Brahmin
named Gautama (!), who after running away from a caravan, hides himself in the
shadow of a banyan (!) tree (MBh 12.163.12):

157 On this matter see Johnston (1928: 30 n.51): “The seat of Sri, the royal Fortune, is the royal
umbrella; also, when his head was shaved, the smooth scalp was like the smooth exterior of an
umbrella”. Similarly, Passi (1985: 180 n.11).
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[gautama/ 10d [...] apasyat 11a]

Sriya justam mahavrksam nyagrodham parimandalam |

Sakhabhir anurapabhir bhiisitam chatrasamnibham ||

‘[Gautama saw] a large banyan tree of circular form, adorned with branches of the right shape,
resembling a parasol’.

Although the samasopama has a similar construction, i.e., chatra-samnibha-, the
upameya, i.e., mahavrksa- nyagrodha-, it is however completely different in this
epic example and thus the rhetorical interpretation also differs.

To a certain extent, one might note the affinities between the SN stanza and the
MBh, concerning the name of the Brahmin (Gautama) and the mention of the
banyan tree (nyagrodha-). This might suggest that A§vaghosa is alluding to this
passage by reversing the image of a negative epic Gautama with the positive one of
Gautama Buddha. This may, however, be nothing more than a coincidence.

Nonetheless, in the MBh, it is only a matter of a visual resemblance, whereas in
the SN Asvaghosa overlaps symbolism, i.e., the parasol as a regal element is
visually likened to, i.e., Nanda’s head with dense hair. Clearly, the SN stanza
required A$vaghosa to elaborate and allude to far more implied meanings than the
epic verse. In the SN, the upama and the possible interpretation of the compound
kesasri- as samastaripaka, converge towards the implied meaning regarding the
forced renunciation of royal status.*®

This comparison is proof of a sophisticated reuse of a samasopama, which
confirms the poetic-rhetorical power of A§vaghosa as a kavi. This process takes on
greater significance when placed within the broader discussion of the dynamics of

a Mahakavya composition in relation to the epic model.

The last example also represents the most significant case of adaptive reuse. Once
again Siddhartha is the upameya being addressed by some ascetics, after his arrival
at the hermitage (BC 7.43):

18 According to Anandavardhana, this could be interpreted as a sabdasaktimiladhvani.
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ime hi vaiichanti tapahsahayam taponidhanapratimam bhavantam |

vasas tvaya hindrasamena sardham brhaspater abhyudayavahah syat ||

‘Because those ones desire Your Honour as a companion in austerities, who is the image of a
treasure of austerities: sojourning in the company of you, who are equal to Indra, would bring
prosperity to Brhaspati.

UPAMEYA UPAMANA
bhavantam (Siddhartha) | taponidhana-

Two samasopamas refer to Siddhartha, namely indrasama- ‘equal to Indra‘ (43c)
and taponidhanapratima- ‘image of a treasure of austerities’ (43b) in a chiastic
position:

1. padab: samasopama + upameya, both in the accusative case;

2. pada c: upameya, i.e., tvaya ‘you’ (Siddhartha) + samasopama indrasama-,

both in the instrumental case.

The stanza is focused on ascetism and the mention of Brhaspati, i.e., the prototype
of divine ascetism, is functional to establishing a parallelism with Siddhartha’s
persona. Moreover, it is notable that indrasama- here is employed together with the
samasopama taponidhanapratima-. Since | have already dealt with the upamana
Indra as an analogical matrix for heroes/kings (81.1.3), I will only focus here on
taponidhana- ‘treasure of austerities’ as an upamana.

Curiously, the epics register a fundamental variation compared to the BC. That
is, all the occurrences of the alamkara are, in fact, asamasta-ripakas, sometimes
in compound form, such as taponidhi-, sometimes with a variatio in a loose form
i.e., with the compound’s constituents used as separate words, such as tapas-
nidhana-, as in a passage belonging to the Narayaniya where Vasistha is the
upameya (MBh 12.337.9, 10bc, 47-48a).1°

%9 yaisampayana uvdca | vedarthan vettukamasya dharmisthasya taponidhek | guror me

JjAananisthasya himavatpada asatah || [...] susriisam tatpard rajan krtavanto vayam tada || [...] yam
manasam Vvai pravadanti putram pitamahasyottamabuddhiyuktam | vasistham agryam tapaso
nidhdnam yas capi siryam vyatiricya bhati || tasyanvaye capi tato maharsih parasaro nama
mahaprabhavah | pita sa te [...] || Vaisampayana said: ‘When that austerity-treasure of my
Preceptor, desirous of knowing the purpose of the Veda, grounded in the knowledge, was sitting at
the foot of the Himalayas, [...] thereupon at that time, o King, we, his followers, had performed an
act of reverence [...]. Therefore, your father [...] will be the great rsi called Parasara, endowed with
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However, the most relevant occurrence regards a passage where Arjuna praises
Krsna’s deeds and in which he is the upameya for nidhanam tapasam ‘treasure of

austerities’,*®9 in the uncompounded ripaka, (MBh 3.13.15):

ksetrajfiak sarvabhitanam adir antas ca kesava |

nidhanam tapasam Krsna yajfias tvam ca sanatanah ||

“You are the knower of the field, you are the beginning and the end of all beings, o Kesava, o Krsna
you are the treasure of austerities, you are the eternal sacrifice’.

This reference seems to be particularly relevant, because the sloka is directly
comparable to the BC on several interpretative levels.

First, on merely syntactical grounds, both Siddhartha and Krsna figure in the
accusative case, as the object to which the alamkara is referred. Then, from a
narrative perspective, both references are expressed in the second person singular,
I.e., tvam (15d) / tvaya (43c), since in both cases the recipient Krsna/Siddhartha is
being addressed honourably by someone who desires to be in his presence or to be
his companion, i.e., Arjuna/ an ascetic hermitage.

Secondly, stylistically speaking, both stanzas convey an ascending climax: in the
BC the ascetics (ime 43a) consider Siddhartha a tapaksahaya- ‘a companion in
austerities’, and address him as the image of a treasure of austerities
(taponidhanapratimam). Finally, the culmination of the comparison is Siddhartha’s
assimilation to Indra through the samasopama indrasama-. The climax is more
evident in the MBh, where there is series of identifications, namely Arjuna
identifies Krsna as a ksetrajfia- ‘knower of the field’ (i.e., the body),®! the end and
the beginning of creatures, a treasure of austerities, and finally the eternal

(sanatana-) sacrifice.

great might, in the lineage of the one whom they call son of the mind of the great ancestor endowed
with a supreme intellect, the foremost Vasistha the treasure of austerities and who shines
exceeding the sun’.

180 The same ripaka is also used to refer to Agastya in Ram 3.11.20: esa laksmana niskramaty
agastyo bhagavan rsih | audaryenavagacchami nidhanam tapasam imam || ‘O Laksmana, the holy
rsi Agastya is coming forth by means of his magnanimity. | can understand that he is a treasure of
austerities’.

161 Interestingly, mention of ksetrajiia- is also found in BC 12.64, in Arada’s teachings to Siddhartha,
whose proto-samkhya motifs are discussed by Sharma 2019.
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The adaptive reuse here is ultimately Asvaghosa’s active and purposeful
manipulation of the structure of a pre-existing alamkara, which is often deliberately
used for rsis or, in the case of Krsna, for divine entities. Indeed, by changing what
the MBh registers as a ripakas into an upama, Asvaghosa invalidates the prescribed
superimposition (aropana) because he goes further, i.e., by comparing Siddhartha
with both Indra and with a treasure of austerities, he is saying that Siddhartha holds
both tejas that befit an ascetic and a god respectively.

In fact, even though the aropana that allows the complete identification of the
upameya with the upamana is cancelled by -pratima that marks the compounded
upamad, the concept conveyed by the culminating comparison with Indra, the God

in person, gives Siddhartha a higher level of relevance.

2.1.2 Reuse and adaptation of upamanasamdasas and formulas

Among the comparative compounds, a separate mention must be made of the
examples of A§vaghosa reusing well-attested tatpurusa compounds, occasionally
of the bahuvrihi type, which have the upamana as their first constituent, where the
sadharapadharma can be present or be omitted.

As per the grammatical perspective, Candotti, Pontillo (2017: 361-363) pointed
out how literary theorists have failed to refer to Panini’s Rule 2.1.55 (upamanani
samanyavacanaih)*®> when dealing with the wpamana in the dispute over
upamalripaka. By relying on Panini’s usus scribendi, the scholars have been able
to demonstrate that the author does not in fact use the term samanya- as a tertium
comparationis either in 2.1.55 or in 2.1.56 (see above). Ultimately, the required
condition must be the co-reference of the compound’s constituents.

The first case is BC 5.84 where Asvaghosa reiterates an epic formula to compare

Siddhartha’s roar to that of a lion:

182 The scholars translate (2017b: 361): “[padas i.e. inflected words that denote] standards (=
something that measures) combine with [inflected words that are co-referent and denote] something
generic [to optionally derive a tatpurusa karmadharaya compound]”.
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atha sa vimalaparikajayataksah puram avalokya nanada simhanadam |

jananamaranayor adrstaparo na puram aham kapilahvayam pravesta ||

‘Once he looked towards the city, he, whose elongated eyes [are indeed] stainless lotuses, roared a
lion’s roar: “I will not enter the city named after Kapila, until after | have seen the shores of birth
and death’.

| have already dealt with this example in another paper in which | acknowledged
that it also has a Buddhist background (Falqui 2019: 39-41). Therefore, at a second
reading | am now interpreting it as a upamanasamasa, i.e., simha-nada- ‘a roar
[which is like that of] a lion’.163

A further comparison with the epics shows that there is widespread use of the
figura etymologica (accusative of internal object) involving the upamanasamasa
accompanied by the cognate root Vnad-.'%* Furthermore, it is clear that this formula
sometimes occupies an entire pada when a copulative particle is involved (e.g., ca,
atha) — which Ag$vaghosa omits for metrical reasons. Similarly, the

upamanasamdsa is often employed as an epithet in both epic sources.!%

Moreover, the lion is again the upamana in SN 1.19, where the narrative concerns
the deeds of Nanda’s and Buddha’s ancestors, the sons of Iksvaku, before founding

their city:

suvarpastambhavarsmanah Ssimhoraska mahabhujah |

patram sabdasya mahatah sriyam ca vinayasya ||

‘(Iksvaku’s sons) whose height is that of a golden column, whose chests are those of lions, having
mighty arms, (they were) a receptacle of great speech, splendour and discipline’.

UPAMEYA UPAMANA
(aiksvakiinam) varsma \ suvarpastambha-varsma
(aiksvakinam) uramsi | simhasya uraf

163 Indeed, as far as a samastariipaka is concerned, the first constituent of the compound should be
the upameya. It can therefore be analysed traditionally as an upamanasamasa (Simhasya nadah iva
nadah), but also as a lexicalised compound in the sense of ‘roar’ which could be interpreted as an
atisayokti, i.e., a metaphora in absentia.

164 MBh 3.18.22; 6.49.27 ; 6.84.10 ; 8.43.9 ; 6.97.48.

185 App 1. n0.3.9 after MBh 1.1.214; MBh 1.63.4; 1.213.22; 1.213.29; 1.219.21; 3.21.26; 3.146.58;
3.146.72; 3.216.7; 3.221.51; 3.230.5; 7.65.11; 9.3.19; Ram 3.23.20; 4.30.35; 6.45.9; 6.48.31.
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Their physical qualities such as height (varsma-) is compared to a golden column
while their chests (uras-) (suvarra-stambha-) are likened to that of a lion.
Although I cannot find any epic reference for the first upamanasamasa, which
ultimately proves AS$vaghosa’s originality as a kavi, simhoraska- is however very
frequent and almost lexicalised. In the epics it is often accompanied by other
upamanasamasas which make a comparison between heroes’ qualities and various

animals, as archetypes of the description of a hero.*6®

Animal qualities are the subject of another relevant example of A§vaghosa reuse of
epic upamanasamasas, namely, in SN 2.58, Nanda’s shoulders (amsa-) and gaze

(iksana-) are compared to the lion and the bull respectively:

dirghabahur mahavaksah simhamso vrsabheksanah |

vapusdagryena yo nama sundaropapadam dadhe ||

‘[Nanda] with his long arms, broad chest, leonine shoulders, and taurine gaze, who due to his
exceptional beauty bears ‘the Handsome’ as a nickname indeed’.

UPAMEYA UPAMANA
(yasya) amsah ' simhasya amsah
(yasya) tksane | Vrsabhasya iksane

Moreover, Nanda’s physical description matches conventional epic motifs for
describing the physical appearance of warriors. For instance, Duhsanta is the
upameya in a passage excised from the Critical Edition (*587.3-4 after MBh
1.65.3):

< [pitjyam *587.1b]

sa tam ayatapadmaksam vyidhoraskam susamhitam |

simhaskandham dirghabhujam sarvalaksanapijitam | >

‘Sakuntala [having honoured] Duhsanta whose elongated eyes are (petals of) lotus, broad-chested,
well-built,*®” leonine-shouldered, long-armed, endowed with all qualities’.

166 MBh 1.105.6; 1.115.26; 3.61.12; 5.149.22; Ram 3.16.6; 4.17.11.
167 Lit. “‘well-united’.
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Although there is no mention of a taurine gaze, the same upamanasamasa regarding
a synonym for amsa- is however involved.® Interestingly, allusions to the breadth
of Duhsanta’s chest and the length of his arms constitute further evidence of a direct
reuse of an epic motif. This involves the use of terms that belong to the semantic
domain of zoology to describe the body. Further examples are the physical
descriptions of Rama (Ram 3.54.3cd-4),%° and Arjuna. Arjuna, in particular, is
likened to an elephant with his shoulders raised in the manner of a lion walking
(simhonnatamsah MBh 15.32.7)17°,

As per the upamanasamdasa where the eyes are compared to those of a bull
(vrsabheksapah), is much rarer and occurs in contexts which do not deal with
physical description, employed merely as an epithet, such as Samtanu
(govrsabheksaza MBh 1.93.14)'"! or Arjuna (MBh 4.62.1).172

Ultimately, the comparison with the epics demonstrates how Asvaghosa
maintains the epic motif of comparing a hero’s shoulders to the lion’s but how he
juxtaposed it to the upamanasamasa comparing his eyes to the bull’s, which in the
epics is very rare and never employed in physical description, where the lotus is the

preferred upamana for the eyes.

168 One could also translate skandha- as ‘trunk = torso’.

169 [ramah 3a] dirghabahur visalakso daivatam sa patir mama || iksvakinam kule
jatah simhaskandho mahadyutih | laksmanena saha bhratra yas te pranan harisyati || ‘[Rama],
long-armed, wide-eyed, a god, he is my lord, born in the lineage of Iksvaku, lion-shouldered, whose
splendour is great, together with his brother Laksmana (he is) the one who will take away your*®®
vital breath’.

10 yas tv esa parsve ‘sya mahadhanusman syamo yuva varanayithapabhah | simhonnatamso
gajakhelagami padmayatakso ‘rjuna esa virah || ‘But the one (standing) by his (i.e., Wolf-bellied’s)
side, that mighty archer, dark of complexion, young, resembling a leader of elephants, whose
shoulders are raised like those of a lion, whose gait is trembling like that of an elephant, whose
elongated eyes are a lotus, this hero is Arjuna’.

11 [ekasya tu bharyd vai vasor 13a] sa vismayasamavista siladravinasampada | dive vai darsayam
asa tam gam govrsabheksana || [vasisthasya mune/ 13e] ‘[The wife of one of the Vasu], full of awe,
endowed with a good disposition and abundance, O bull-eyed one, showed this cow [belonging to
Vasistha] to Dyaus’.

172 yaisampayana uvaca | tato vijitya samgrame kurin govrsabheksanah | samanayam dsa tada
viratasya dhanam mahat || Vaisampayana said: ‘So, after defeating the Kurus in battle, at that time,
the bull-eyed one'’? brought back the great booty of Virata’.
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Similarly, A§vaghosa reiterates the same epic motif, this time to describe Buddha’s
appearance, in recounting the events that led to the enlightenment (SN 3.6):

sa suvarnapinayugabahur rsabhagatir ayateksanah |

plaksam avaniruham abhyagamat paramasya niscayavidher bubhutsaya ||

‘Buddha whose arms are like a yoke, golden and thick, bull-gaited, elongated eyes, approached the
sacred fig-tree with the desire for the attainment of supreme resolution’.

UPAMEYA UPAMANA ALAMKARA
sa (= Buddha) | suvarpapinayuga- samasopama
tasya gatik | rsabhasya gatif upamanasamasa

From a rhetorical perspective, there are two alamkaras involved in describing the
Buddha, first a samasopama that compares his arms to a yoke, which is an object
that is often used to imply the length of something, second an upamanasamasa that
once again involves the bull as an upamana, which this time is its gait. Notably, the
most relevant epic occurrence regards a detailed description of Bhima (MBh
3.157.26-28):

simharsabhagatik sriman udarah kanakaprabhar |

manasvi balavan drpto mani siras ca pandavah ||

lohitaksah prthuvyamso mattavarapavikrama |

simhadamstro brhatskandhat salapota ivodgatah ||

mahatma carusarvangah kambugrivo mahabhujah |

rukmaprstham dhanuh khadgam tinams capi paramrsat ||

‘The Pandava (i.e., Bhima) grasped the golden-tipped bow, the scimitar and also the quivers. His
gait was that of a bull-like lion, he was glorious, nable, his splendour was that of gold, he was a
strong, wise man, self-confident, highly honoured and a hero, red-eyed, he was broad-shouldered,
his courage was that of an excited elephant, he had teeth like a lion, he was broad-chested like the
base of a wide sala tree, his soul was great, all his limbs were pleasing to the eye, he had a shell-like
neck and large arms’.

The description starts with a relevant instance of bahuvrihi referring to Bhima,
ultimately formed by combining a karmadharaya compound, namely simharsabha-
‘a bull of a lion, i.e., a bull-like lion’ as its first constituent, with gati- ‘gait’ as the
second one.

This MBh passage is quite elaborate since in pada b there is another
upamanasamdasa, i.e., kanakaprabha- ‘[whose] splendour is [that of] gold’.
Moreover, the author continues by giving more details and more upamanasamasas,

such as the courage of an elephant (varanavikrama-) — which Asvaghosa also
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reiterates (e.g., dvipardjavikrama- BC 8.12,1" and gajarajavikrama- 12.116) — and
the teeth of a lion (simhadamstra-). Other recipients of the upamanasamasa are
Samtanu, in another passage excised from the Critical Edition (*964.1 after MBh
1.94.14),*"* and Arjuna (MBh 7.59.16).17

This epic reference also matches perfectly another Siddhartha’s description
through a malopama (BC 8.53)17® whose characteristics are more that of a warrior
then of a Brahmin. This constitutes further evidence of how As$vaghosa adheres to
epic motifs of hero descriptions, while also adapting some iconic upamanasamasas
to a Mahakavya context. Asvaghosa’s authorial creativity in the use of more
‘conventional’ upamanas, such as the bull,*’” or less common ones, such as the

yoke, for the elaboration of physical comparisons is therefore evident here.

Another physical description is found in BC 11.17, where the untamed hair of an
ascetic is compared to snakes:

8 athocur adyaiva visama tadvanam gatah sa yatra dvipardjavikramah | jijivisa nasti hi tena no

vinda yathendriyanam vigame Saririnam || ‘Then they said: “Let us enter now that forest where he,
whose pace is that of an elephant king has gone. Since without him there is no desire to live on
our part, as on the part of corporeal beings when the senses withdraw’. The stanza involves an
upamasamdasa in pada b whose upameya is Siddhartha, and an upama with yatha as the comparison
marker in pada d, whose upameya are the kingdom’s subjects (no). To the best of my knowledge,
there is no epic precedent for the upama, although there are for the upamanasamasa (e.g., gajendra®-
Ram 6.41.13; MBh 3.61.51; 1.93.17; 4.10.3; nagendra°- MBh 12.31.32; gajaraja°®- MBh 14.51.54.
174 < cakoranetras tamrasyah simharsabhagatir yuva | > ‘The young man (Samtanu) had eyes like
those of the Cakora bird, red lips and a gait of a bull-like lion’.

175 sa yuva vrsabhaskandho dirghabzhur mahabalaZ | simharsabhagatik sriman dvisatas te
hanisyati || ‘(Arjuna) young, bull-shouldered, long-armed, of mighty strength, with the gait of a lion
and a bull, glorious, he will destroy those who hate you’.

6 pralambabahur mrgardjavikramo maharsabhaksah kanakojjvaladyutih | visalavaksa
ghanadundubhisvanas tathavidho ‘py asramavasam arhati || ‘He of pending down arms, whose
pace is that of the king of beasts, whose eyes are that of a big bull, whose splendour is that of
luminous gold, broad-chested, whose deep voice is like the sound of drums, moreover, being in
such condition, is dwelling in a hermitage fit for him?’. Here is underlined the Brahmanical concept
of how strange it is for a young man renouncing his life and going to a hermitage prematurely.

177 Such as the bahuvrihi compound rsabhavikrama- <[whose] courage is [that of] a bull’ (BC 7.13)
referred to Siddhartha as an epithet, which has an epic counterpart, e.g., vrsabhasresthavikrama-
(Ram 4.3.8).
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cirambara milaphalambubhaksa jatd vahanto ‘pi bhujangadirghah |

yair nanyakarya munayo ‘pi bhagnah kah kamasamjiian mrgayeta satrin ||

‘Who would seek the enemies called “passions”, which broke even the wise, though (having) bark
as clothes, consuming roots, fruit, and water, with matted hair, long as snakes, (and) averting them
from any other task?’

UPAMEYA UPAMANA SADHARANADHARMA ALAMKARA
Satrin | kama-samjiia upama
jata | bhujanga- -dirghah upamanasamadasa

The stanza contains two alamkaras, namely a samasopama involving the enemies
(Satru-) as upameyas which are called pleasures (kamasamjiia-).1"® Such feature
combined with the upamanasamasa bhujangadirgha- containing the upamana
bhujanga- ‘snake’ + the sadharanadharma dirgha- ‘long’ appear to be unique to
Asvaghosa, since they have no epic counterpart.

Unexpectedly, 1 only managed to find a single occurrence of a similar
construction, namely a passage where Sita’s braid is compared to a snake (Ram

5.13.24):

[dadarsa 18e] nilanagabhaya venya jaghanam gatayaikaya |

sukharham duhkhasamtaptam vyasananam akovidam ||

‘[Hantiman saw] (Sita), with a single braid resembling a black snake that descended to her hips,
who was worthy of comfort, aflame with suffering, unaware of disaster’.

Although the example has different synonyms for the upamana (naga-) and the
comparison marker (abha-), and more importantly the sadharanadharma is the
snake’s colour (nila-) and not its length, it is seemingly relevant since it constitutes
the only evidence of this kind of comparison for hair.

Besides, one could say that A§vaghosa borrows the alamkara which the epic
model attributes to a pleasant woman and “parodistically” reverses it by referring
to an emaciated ascetic, changing the common property to better highlight the

ascetic’s physical appearance.

178 | must mention that samjria- in fine compositi with the meaning ‘called, named’ does not figure
in Dandin’s list of comparison markers. However, | interpret similar compounds built with samj7ia-
ifc. as samasopamas, by considering it as a synonym of enclitic markers such as kalpa-, sadrsya etc.
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The next example regards a case of adaptive reuse. That is, the upamanasamasa
regarding the world being as insubstantial (durbala-) as a water-bubble
(toyabudbuda-) in SN 15.63:

Niksaram pasyato lokam toyabudbudadurbalam |

kasyamaravitarko hi syad anunmattacetasah ||

‘Who, whose mind is not insane, would conjecture immortality, seeing the world unsubstantial,
deprived of strength like a bubble of water?

UPAMEYA UPAMANA SADHARANADHARMA
lokam ' toyabudbuda- -durbalam

The upamanasamasa is involved in a speculative context when Nanda’s conversion
is almost at an end. Indeed, the alamkara conveys the notion of impermanence.

This is more obvious in the relevant MBh reference found in a section where
Vyasa is teaching Yudhisthira about transient reality (MBh 12.27.28):

samyoga viprayogas ca jatanam pranpinam dhruvam |

budbuda iva toyesu bhavanti na bhavanti ca ||

“The union and separation of living creatures are constantly there and are not like bubbles in the
waters’.

The epic occurrence presents an upama in pada c instead of the upamanasamasa
found in the SN stanza. Here, the sadharanadharma is not etherealness but
impermanence, existence and non-existence, i.e., the fact that human bonds exist
one moment and cease to exist a moment later (bhavanti na bhavanti ca).

The concept seemingly returns in another locus, namely a sloka where Subhadra
utters her grief for losing her son (MBh 7.55.16):

ha vira drsto nastas ca dhanam svapna ivasi me |

aho hy anityam manusyam jalabudbudacaficalam ||

‘O you (Abhimanyu), hero, seen and lost, you are to me'’ like wealth in a dream, indeed human
nature is not constant, an unsteady bubble of water’.

Interestingly, this upamanasamasa has a structure similar to that of the SN. It even

involves a sadharanadharma which refers to the same semantic domain, i.e.,

179 Subhadra, Abhimanyu’s mother, is speaking.
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caficala- ‘unsteady’, and it recurs at the end of pada d, whereas the SN has it at the
end of pada b, almost in the same metrics.

From a conceptual perspective, it makes sense that the water-bubble is associated
to something impermanent, however, these are the only two references in the epic
sources. Asvaghosa has supposedly reused an alamkara which is a topos for
Impermanence, attested twice in different forms, i.e., once as an upama, once as an
upamanasamasa, and it is possible that he may have the aforementioned passage in
mind. Moreover, he adapted the wupamanasamasa slightly changing the

sadharanadharma.

The concept of impermanence is again expressed through a malopamda in SN 9.6,
where the fragility of the body is compared to the fragility of foam (Rossi 2019: 95-

96), by means of an upamanasamasa:

idam hi rogayatanam jaravasam naditatanokahavac calacalam |

na vetsi deham jalaphenadurbalam balasthatam atmani yena manyase ||

“You do not know that this body,*® weak as foam on the water, is home to diseases, under the
force of old age, movable and immovable'8 [at the same time] like a tree on the riverbank, that is
why you think there is in you a force firmly rooted’.

Upameya Upamana sadharanadharma
deham | phena- -durbala-
-anokaha- calacalam

Nanda is being instructed in the Buddha’s teaching, and the concept of the body
being weak is explained by a small malopama. This consists of the samasopama
built with the taddhita affix -vat in the pada b (naditatanokahavat ‘like a tree on
the riverbank’), and the upamanasamasa on which 1 will concentrate here, i.e.,
jalaphenadurbala- ‘weak as foam on the water’.

The passage is matched by a MBh instance where the upameya is the same as
the SN stanza, i.e., deha- ‘body’, in a sloka where Vyasa gives instructions to his
son Suka (MBh 12.309.6):

180 Gawronski (1922: 23) notes that deha- usually masculine, here is neuter.
181 Johnston (1928) translates the compound calacala- as ‘insecure’, however its literal meaning is
‘that which is [at the same time] stable and unstable’. The idea is of something wavering.
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phenapatropame dehe jive sakunivat sthite |

anitye priyasamvase katham svapisi putraka ||

‘O dear son, since the body is similar to a leaf cup of foam, since life is stable like a bird, since
living together with loved ones is impermanent, why do you sleep?’.

Seemingly there is the typically Buddhist idea of the body as a container, which in
the MBh is compared to a leaf cup in which there is foam (translated as such because
of the locative placed to the right). Ultimately, the leaf used as a cup to hold the
foam, all of which is doomed to destruction, conveys the concept of an absolute
fragility.

Furthermore, the foam occurs as an upamana for all that is impermanent, i.e.,
the senses (indriya-), which are said to be like the foam in the ocean (phena iva
maharpave MBh 12.290.82), the world, which is phenopama- (MBh 12.290.57), or
something useless, such as ineffective weapons, which are phenavat (MBh
1.158.24).

The last example of adaptive reuse regards a locus amoenus description (SN 17.2):

tatravakasam mydunilasaspam dadarsa santam tarusapdavantam |

niksabdaya nimnagayopagidham vaidiuryanilodakaya vahantya ||

‘There, (Nanda) saw a place, with fresh tender blue shoots, quiet, with a group of trees, hidden by a
silent flowing mountain stream, whose blue waters were (of the colour) of cat’s eye gem.

UPAMEYA UPAMANA SADHARANADHARMA
udakasya (citrah) | vaidiiryasya (citrah) nila-

The epic references for vaidurya- as an upamana pertain to the whole Ram and
mainly regard vegetation as an upameya which share the common property of being
of a dark-blue colour (nila-), such as sadvala- places abounding with grass
(nilavaidiiryasamnibha- Ram 2.85.26), yavasa- ‘pasturage’ (nilavaidiiryavarnams
Ram 2.85.73), and flowers (nilavaidiiryavarnas Ram 4.49.21). Finally, it occurs
once in a sloka dealing with the description of vegetation near some water, although
it is not an upamana (Ram 4.42.39).

As we have seen, in no case does the upameya for the mentioned

upamanasamasa refer to water as it does in the SN.
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2. Evidence of a primary intertextuality: basic reuse of comparative compounds

However, one can say that in all the passages where the vaidiirya- is employed
as an upamana the descriptions in both texts are always of pleasant places. It can
be said that A$vaghosa takes up the motif of the description of loci amoeni where
earthly elements (meadows and plants) are compared to cat’s eye gems because of
their colour, and seemingly adapts it to the water as the upameya.

Since water is usually clear and never dark, the implied image could be that of a
stream in the shade of trees, made dark like a cat’s eye gem precisely because of its
shade. Moreover, the adjective nila-, which in the epics often precedes precious
stone nouns as its referent, is attributed to water in the SN. Ultimately, vaidirya- is
an archetypal upamana for the nilatva- the essence of blue.
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2.2 REUSE AND ADAPTATION OF COMPOUNDED RUPAKAS

(SAMASTARUPAKA)

The last paragraph of this chapter is devoted to surveying evidence of a primary
level of intertextuality in A§vaghosa that pertains to a spectrum of simple reuse that
sometimes leads towards an adaptive one (Freschi, Maas 2017). The target of this
last section will be compounded ripakas, i.e., the samastaripakas interpreted
according to Dandin DKA 2.66-68:

upamaiva tirobhiitabheda ripakam ucyate |

yatha bahulata panipadmam caranapallavas ||

angulyah pallavany asan kusumani nakharcisah |

bahii late vasantasris tvam nah pratyaksacarint ||

ity etad asamastakhyam samastam purvaripakam |

smitam mukhendor jyotsnety samastavyastarupakam ||

“The simile where the differences are set aside is called ripaka, such as ‘arms/creepers’,
‘hand/lotus’, ‘foot/sprout’; your fingers were sprouts indeed, the rays from your finger-nails,
flowers. “Your arms are two creepers’ “Your magnificent appearance is Spring which walks under
our eyes’. Thus, this latter [riipaka] is called asamasta and the former one is called samasta. [When
you say] ‘A smile of a moon which is indeed a face is a moonlit night’ this is a
samastavyastaripakam.” (tr. Candotti, Pontillo 2017: 353)

Indeed, Dandin emphasises the opposition between compounded (samasta-) and
uncompounded (vyasta-) ripakas. Moreover, he analyses the former as endocentric
compounds, namely tatpurusas of the karmadharaya type.'8

When dealing with this specific type of compounds that recurrently possess a
mighty animal as the second constituent of the compound (e.g., purusavyaghra-,
°rsabha- and synonyms), | do not interpret them according to their lexicalised
meaning of ‘best or most excellent of men’, but follow Mocci, Pontillo’s (2019)
reading based on Panini’s Asthadhyayt 2.1.56 which predicates the condition of the

two constituents being co-referential 183

182 For a technical distinction between samasta- and a-samasta-ripaka see Gerow (1971: 239-243);
Pontillo (2013b: 26); Candotti and Pontillo (2017: 353).

183 See (2019: 17-18): “Panini renounces any suggestion of a sound input for purusavydghra because
a linguistic string, able to comply with all three constraints of A 2.1.56, simply does not exist in the
Sanskrit language. But if [...] he really does not have in mind a perfectly equivalent source-sentence
for purusavyaghra- when he teaches the constraints contained in A 2.1.56, then we have to explain
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For instance, this is the case of nararsabha- whose referent (upameya) is
Siddhartha, after he has listened to Arada’s speech (BC 12.11)¥* and
ksatriyapungava- for Iksvaku’s sons during their initiation in the forest by the sage
Kapila (SN 1.27).18 Both samastariipakas mainly occur in the MBh. There are 14
occurrences of ksatriyapusigava-,1® whereas nararsabha- is much more frequent in
both the MBh (181 total occurrences) and in the Ram (29). The MBh registers 32

187

occurrences in the nominative masculine singular, as in the BC example,*®” whereas

the Ram only has 8.8

This interpretation also applies to compounds formed with ethnonyms as first
constituents together with rsabha- as the second constituent. This ultimately
produces an epithet, such as sakyarsabha- (BC 13.28)® referring to the Buddha as

an upameya, during the war with Mara,which As$vaghosa also employs with a

what criteria he used for saying that purusak (in purusavyaghra-) fulfils the syntactic function of
upasarjana, and plays the semantic role of upamita [ed. a synonym fo upameya]. [...] Panini is able
to say that purusa- is the measured object (upamita) by merely relying on his linguistic intuitions,
[...] [ed. the sentence] «that tiger of a many [...] is able to denote a man endowed with some
properties typical of tigers, but not a tiger endowed with some properties typical of humans. [...]. In
other words, tiger is a standard or upamana with respect to man, and man is a measured object or
upamita with respect to tiger. Moreover, the upamita tiger and the upamana man are co-referential
in «that tiger of a man» (in the sense that both tiger and man predicate something the property of
being a tiger and that of — being a man respectively — about the same referent)”.

184 jti vakyamaradasya vijiidya sa nararsabhap | babhitva paramapritah provacottaram eva ca ||
‘That bull of a man (=Siddhartha), having listened to Arada‘s speech became supremely pleased,
and thus replied’.

18 tad vanam munind tena tais ca Ksatriyapungavaih | sSantam guptam ca yugapad
brahmaksatrasriyam dadhe || “The forest assumed the majesty of both brahman and (military)
supremacy, pacified and defended by the sage and those bulls of ksatriyas’.

188 MBh 1.112.20; 2.13.63; 3.131.18; 5.120.6; 7.43.11; 7.44.5; 7.55.36; 7.68.30; 9.30.42; 9.48.7;
12.39.48; 12.49.66; 13.120.14.

187 MBh 1.2.223; 1.61.5; 1.63.16; 1.118.21; 1.163.10; 2.26.4; 2.28.11; 4.6.7; 4.6.16; 5.8.2; 5.163.17;
5.164.14; 5.164.26; 5.167.5; 5.197.5; 6.50.52; 6.56.8; 6.73.17; 7.1.34; 7.48.5; 7.50.45; 7.92.40;
7.96.6; 7.114.85; 7.134.51; 7.165.100; 7.170.4; 7.171.35; 9.56.55; 10.8.52; 10.8.139; 14.77.43.

188 Ram 1.10.18; 1.41.10; 2.8.9; 2.20.2; 2.46.75; 2.55.16; 2.84.1; 7.45.6.

189 tam preksya marasya ca pirvaratre Sakyarsabhasyaiva ca yuddhakdlam | na dyaus cakdse
prthivi cakampe prajajvalus caiva disah sasabdah || ‘And having observed in the first part of the
night that time of war between Mara and that bull of a Sakya, the sky was not brilliant, the earth
shook, and the regions, sounding, began to burn’.
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variatio (e.g., sakyakula® BC 8.8). Indeed, the epics register various ethnonyms
followed more or less often by rsabha- as second constituents. %

This ultimately demonstrates that A§vaghosa operates a simple reuse of a well-
established samastaripaka to address both prominent chieftains (Pontillo, Sudyka
2016), and powerful tribes, and in the latter case, he adapts the structure to the
Sakya- ethnonym to better fit the context of Siddhartha/Buddha’s lineage.

Another case of simple-reuse regards the description of Kapilavastu in SN 3.1,
where crowds (samkula-) of horses (haya-), elephants (gaja-), and chariots (ratha-

) are identified with a stream (ogha-) :

tapase tatas Kapilavastu hayagajarathaughasamkulam |

Srimad abhayam anuraktajanam sa vihaya niscitamand vanam yayau ||

‘Then (Siddhartha), having left behind Kapilavastu, whose people loved (him), which was full of
streams of horses, elephants and chariots, prosperous, safe, went into the forest determined to
perform tapas’.1%

UPAMEYA UPAMANA SADHARANADHARMA
hayagajaratha- -ogha- -samkulam

The epics shows a single attestation of the constituents albeit out of compound,*?
namely in a depiction of war in which the heroic deeds of Karna’s son Vrsasena are
told (MBh 7.15.5):

[vrsasenak 1d]

hayaughams ca rathaughams ca gajaughams ca samantataj |

apatayad rane rajai sataso ‘tha sahasrasah ||

‘Everywhere in the conflict [Vrsasena] destroyed streams of horses, streams of elephants and
streams of chariots, o king, in their hundreds then in their thousands’.

190 1n order of recurrence: pandava® (20 occurrences in the MBh) ; danava® (MBh 1.61.4, 37 ;
3.240.25; 4.39.1; Ram 4.45.9 ; 4.50.10) ; nair/ta®- (Ram 5.43.7; 5,45,3; 6.48.56 ; 6.55.98 ;
6.57.10 ; 6.58.1); kaurava®- (3.46.24 ; 3.187.55; 15.34.19) ; yadava®- (MBh 3.21.8 ; 6.102.58) ;
haihaya-° (MBh 13.140.3), and satvata®- (MBh 7.122.32).

191 passi suggests a double sense for the pada ¢ ‘<i cui abitanti erano allietati da uomini venerabili e
mansueti>’ (1985: 174 n.1): “Il doppio senso, che si riferisce agli animali dei bo- schi, mi é stato
suggerito da Carlo Della Casa; dividere srimad abhayam anuraktajanam in srimad-abhaya-manu-
raktajanam”.

192 The other is found in a locus excised from the Critical Edition, which is seemingly a parallel
(App. I, no. 78.62-63 after MBh 1.128.4ab)
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The comparison ultimately demonstrates that Asvaghosa borrows almost two padas
from the epic model in which instead the identifications can be found out of the
compound. He combines them in a samastariipaka, which reflects the order of the
element as it is in the MBh reference.

This is clear textual evidence of intertextuality, accomplished by means of a

simple reuse.

Another example of reuse is represented by SN 12.20 where Nanda’s senses

(indriya-) are identified with stallions (vajin-):

ciram unmargavihrto lolair indriyavajibhih |

avatirn0 ‘si panthanam distya drstyavimidhaya ||

‘So long having been made to stray from the right path by the restless senses which are stallions,
you have [now] descended the [right] road through the direction, with unconfused gaze’.

UPAMEYA UPAMANA SADHARANADHARMA
indriya- | -vajibhih lolaif

I will not dwell on the conceptual implications of the present metaphor, which have
already been discussed by Covill (2009),*® but | must mention that the
sadharapnadharma lola- ‘restless’ is made explicit here. Likewise, A$vaghosa
frequently re-employs the same identification with a variatio for the name of the
horse, e.g., indriyasva- (BC 2.34,'% 5.22 and SN 10.41), always in doctrinal and

didactic contexts referring to Siddhartha and Nanda.

193 See (2009: 266): “The metaphorical horses by which Nanda is pulled along correspond in this
instance to his senses (indriya) rather than to his wishful thinking, referring to his constant desire
for pleasurable sensory experience. As has already been noted, a fall from the right path or travel
along the wrong path is frequently associated with restless motion; here too the wayward sense
horses are qualified as fidgety (lola). Nanda’s recent arrival on the Buddhist path is attributed in this
verse to clear vision (drstya avimudhaya), which stands of course for unclouded judgement. Nanda’s
volte-face is the result of his greater wisdom”.

194 This stanza belongs to a section regarding Suddhodana’s moral qualities as upameyas. For
instance, in BC 2.34a it is said that the king is not affected by kamasukha- as a foolish man would
be (adhiravat) — a samastopama which has no match in the epic sources, but which is original.
Secondly, in 2.37ab Suddhodana purifies himself physically by bathing at a tirtha, but also
spiritually guzambubhi ‘with the waters which are his qualities’, this time portrayed through the
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This image appears in the MBh — I did not manage to find any attestations of it
in the Ram — as a versatile alamkara, that is it can occur as an upama (MBh
3.202.23) but also as an asamasta-ripaka (MBh 3.202.21; 5.34.57).

195 and in the most relevant

In two instances it occurs as a proper samastaripaka,
of these instances it conveys a similar concept, namely the raksasa Sumalin being

taken away figuratively by the senses/horses (Ram 7.7.27):

tair asvair bhramyate bhrantaih sumali raksasesvarah |

indriyasvair yatha bhrantair dhrtihino yathd narah ||

‘Sumalin, lord of the Raksasas, was diverted by those diverting horses, just as a man deprived of
steadiness (is diverted) by the diverting horses that are the senses’.

Apart from stylistic considerations regarding the polyptoton of the root Ybrahm- in
pada a, and the compound’s position at the beginning of pada c, which differs from
the SN stanza where it appears at the end of pada b, it is interesting to note how
Asvaghosa seemingly borrows the less common form of this alamkara, i.e., the

samastarupaka, along with the conceptual context involved.

use of an original samastaripaka which, again, does not match any epic reference. Furthermore, in
2.40b Asvaghosa employs a sort of allegory, implying that Suddhodana is a bountiful king, because
he gifts those in need with his deyambubhih ‘waters which are his gifts’, in the same way as he
punishes his enemies ybris by means of his vrttaparasvadha- ‘the axe [which is] his conduct’ (40c).
There are 25 occurrences in the MBh for parasvadha- ‘axe’ in a compound, and 10 in the Ram. It
mostly occurs in multi-member dvandva compounds, usually with other names of weapons.
Asvaghosa might have taken the image from the epics, given that the noun is frequently used in
typical war narratives. He thus transfers a standard depiction of a classical warrior scene into a
metaphorical identification of the Buddha’s future redemptive actions, as if he were a warrior
overcoming the weak human beings in the world. He therefore hints at a ksatriya king’s moral
qualities by employing a samastariipaka which is not used in the epic model. Finally in 2.52
Suddhodana’s dutiful behaviour towards his kingdom is compared to the behaviour of a father
towards his sons. However, pitr- is a quite common upamana used in the epics to depict heroes and
kings performing their duty, i.e., Yudhisthira (MBh 2.5.113; 3.24.7; 3.24.9; MBh 13.8.28); Matali
(MBh 3.161.25); Lomasa (MBh 3.137.21); king Samvarana (MBh 1.162.5); Drupada (MBh
5.149.16); Krsna (MBh 6.33.44); Bhisma (MBh 7.2.3); a king (12.25.13, interestingly, sloka 6 has
been mentioned by Tokunaga 2006: 142 as corresponding to BC 9.65, for both deal with objections
to Sramanism, and in particular both convey the idea of repaying debts, cf. footnotes 74 and 154);
Saunaka (MBh 12.147.9); Vi$vamitra (Ram 1.61.6); Rama (2.2.28); Dasaratha (Ram 5.49.4).
Perhaps the more relevant occurrences are the ones regarding Yudhisthira, Drupada and Dasaratha;
whatever the case, A$vaghosa certainly re-uses an epic topos.

19 The other being MBh 12.280.1.
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Moreover, if in the Ram the image regards someone being ultimately possessed
by the senses and therefore being carried away by them, since their steadiness
(dhrti-) is missing, on the contrary, in the SN, Nanda has managed to overcome this

unpleasant state because he has acquired clarity (vimiidha-).

Firmness is a concept reiterated in SN 10.54, where Nanda asks Buddha to help him
avoid temptation (Covill 2009: 161) and to give him his ambrosia (myta-) that is
identified with Buddha’s words (vac-):

prasida sidami vimuiica ma mune vasundhardadhairya na dhairyam asti me |

asun vimoksyami vimuktamanasa prayaccha va vagamytam mumiirsave ||

‘Please be kind to me, I am sinking (in distress), free me, o sage whose firmness is that of the gift-
giver,*®there is no firmness in me; | will free my life, o you of freed mind, otherwise give me, who
am a dying man, the ambrosia of your words’.

UPAMEYA UPAMANA ALAMKARA
yasya dhairyah ' vasundharasya dhairyah Upamanasamdasa
vak- -amytam Samastaripaka

The stanza contains two alamkaras, namely an upamanasamasa where Buddha’s
firmness (dhairya-) is compared to that of the earth mentioned by an epithet
(vasundhara-), and a samastariipaka, in which Buddha’s vac- is the upameya and
the amyta- is the upamana. Both ornaments occur at the end of the pada, in
chiasmus with the verbal forms:
1. pada b: alamkara +verbal predicate (Nas- in the sense of ‘exist’, denied by
the negative particle);

2. pada d: verbal predicate (the imperative pra-Vyam-) + alamkara.

To the best of my knowledge, the following represents the only epic occurrence for
this samastaripaka. In this reference, Vidura is using allegories to explain to
Dhrtarastra the concept of rebirth (MBh 11.7.1):

19 Name of the earth.
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dhytarastra uvaca |

aho ‘bhihitam akhyanam bhavata tattvadarsing |

bhiiya eva tu me harsah srotum vagamrtam tava ||

Dhrtarastra said: ‘Ah! The tale was told by your lordship who sees the truth, however, on my part,
there is excitement to hear again the ambrosia of your words’.

Vidura‘s words serve to soothe Dhrtarastra’s grief over the murder of his son and
are thus liberating. Likewise, Nanda aspires to immortality (pada c) because he is
still a prisoner of illusion, whereas he should aspire to liberation. Moreover, from a
speculative perspective, one could say that Nanda is halfway between the
Brahmanical and Buddhist visions, beginning to abandon the former but yet to fully
attain the latter.

The comparison shows how Asvaghosa’s use is seemingly adaptive, even more
so because there is no attestation in Vedic sources of the compound vagamrta-,*%’

showing the pivotal influence of the epic sources on the author.

The following example concerns a samastaripaka conveying a conceptual concept,
that is Arada welcoming Siddhartha into his hermitage and manifesting surprise at
Siddhartha’s choice (BC 12.8):

idam me matam ascaryam nave vayasi yad bhavan |

abhuktvaiva Sriyam praptah sthito visayagocare ||

“Your honour, this is considered by me as a wonder, [that you] in your youthful vigour, standing in
the pasture-ground which is the senses, arrived here without having experienced (royal) glory’.

UPAMEYA UPAMANA
-gocare ' visaya-

Asvaghosa wants to say that Siddhartha has achieved the state of being a hermit
even though he had not been a hermit before.

The argument is based on the common idea in Brahmanism that a man can (and
perhaps should) become a hermit and seek moksa, but only after he has lived his
earthly life, i.e., the duty he must devote to his varra. This theme is central to the
BC: what Siddhartha does is normal, but he does it at the wrong time and right
timing is part of the Brahmanical dharma.

197 The Visnusmrti reports the compound with its constituents inverted, e.g., amrtavac-.
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The only epic occurrence of the samastaripaka that seems to fit this perspective

perfectly is when Yayati’s asked Piiru for his youth. In return, Paru will be the

founder of a dynasty (MBh 1.80.6):

sa raja simhavikranto yuva visayagocarah |

avirodhena dharmasya cacara sukham uttamam ||

“This King (Yayati) whose courage is that of a young lion, [being] in the pasture that is the senses,
through the harmony of Dharma enjoyed supreme happiness’.

The compound occurs here in pada b and is employed as a bahuvrihi compound
referring to the subject (sa = Yayati) in the nominative case, while in the BC it is
placed in pada d and occurs independently in the locative. Both stanzas include a
reminder of the upameya being young, i.e., yuvan- referred to Yayati in the MBh
and nava- referred to Siddhartha in the BC.

However, the similarities stop here, in fact, Yayati lives his renewed youth in
harmony with dharma (avirodhena dharmasya), literally staying in the pasture of
the senses (visayagocara-) for the required time, to then come back and anoint Piru.

Instead, Siddhartha, who only figuratively finds himself in the pasture of senses
—as he could be experiencing all that life has to offer him — disowns his youth, and
since he has become a hermit before the prescribed time, there will be no
anointment for him.

Once again Asvaghosa borrows and reuses an epic samastaripaka, maintaining
its conveyed sense and adding another more subtle meaning that alludes to deeper
concepts. This clearly shows how his Mahakavya does not simply limit itself to a
sterile reuse and to a mere textual influence. There is also evidence of the adaptation
of the epic model by means of new concepts which are expressed through pre-

existing forms of analogy.
The following example regards the samastariapaka that involves a sword (asi-) as

an upamana for the knowledge (prajria-) Nanda should use in cutting the bonds that

prevent him from attaining liberation (SN 17.57):
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ciccheda kartsnyena tatah sa pafica prajiasina bhavanayeritena |

urdhvamgamany uttamabandhanani samyojanany uttamabandhanani ||

‘Then (Nanda) completely severed the five supreme bonds [preventing him from] going to heaven,
and the five supreme bonds that are the causes of rebirth, with the sword of knowledge set in motion
by meditation’.

UPAMEYA UPAMANA
prajia- ‘ -asind

The text has been interpreted as ambiguous when it comes to the concept of earthly
constraints.’%® Moreover, the expression iirdhvamgama- lit. ‘going upwards’ refers
to bandhana- ‘bond’; it is apparently used in the sense of ‘that which prevents’
Nanda from going to heaven.

I managed to find a similar samastaripaka €.9., jiianasi- in the MBh, in a section
of the Bhagavadgita that deals with the yoga and in which Krsna calls Arjuna to
action (MBh 6.26.42):

tasmad ajiianasambhiitam hytstham jiianasinatmanah |

chittvainam samsayam yogam atisthottistha bharata ||

‘Therefore, after cutting through this hesitation produced by ignorance, which resides in the heart of
your atman, with the sword that is knowledge, o Bharata, practise yoga and stand up!”.

It is notable that although the samastarapaka is constructed with a synonym of
prajia-, it does however occur in the same case, that is the instrumental. In both
cases, the sword of knowledge is the means to attain a superior condition — that is

performing yoga and action for Arjuna,'*® and liberation for Nanda — by moving on

1% See Passi (1985: 201-202 n.16): “Il testo & sospetto nel secondo emistichio, dove
uttamabandhanani viene ripetuto due volte. | vincoli (passione per i paradisi nei quali sussiste forma
corporea, passione per i paradisi incorporei, accidia, presunzione e ignoranza) sono detti «superiori»
perché legano comunque a rinascite paradisiache”, also Covill (2009: 373): “Nanda destroys the last
five of the ten fetters (samyojana) which tie beings to the cycle of rebirth”.

199 See Malinar (2007: 107) on the meaning of yoga in this $loka: “[...] the chapter ends by asking
Arjuna not to renounce his duty, but rather to use the ‘sword of knowledge’ (jiiana-asi) to destroy
his doubts, which are caused by ‘ignorance’ (ajiiana-sambhuta). The chapter ends by calling Arjuna
to action: ‘Practise this yoga and stand up!”, which can also be rendered, <Y oke yourself and get up!”’
(yogam atisthottistha; 4.42). By playing on the polyvalence of the word yoga, not only is the ascetic
character of heroic action indicated, but also the heroic nature of yoga itself. The word yoga in the
epic is used not only in the sense of traditions of asceticism, of the acquisition of extraordinary
powers and liberation, but regularly in the sense of ‘yoking’, ‘harnessing” and preparing for battle”.
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from an obstructive situation, i.e., hesitation produced by ignorance
(ajrianasambhiitam hrtstham) in Arjuna’s case and the supreme bonds for Nanda.
Despite the structural parallelism, the SN stanza is however a statement of what
Nanda has achieved, whereas in the MBh Arjuna has yet to undertake his path
towards the right choice. Thereby, by re-employing the same samastaripaka that
conveys the same sense, Asvaghosa takes a step forward on the Buddhist concept

of liberation, even though the ideological milieu is the same as in the Bhagavadgita.

Another conceptual samastarapaka concerns the sneha- ‘bond, affection’,
identified with the mud (pasika-) in SN 5.18:

nandal sa ca pratyayaneyacetd yam Sisriye tanmayatam avapa |

yasmad imam tatra cakara yatmam tam snehapankan munir ujjihirsan ||

‘And Nanda, whose conscience was to be guided by faith, obtained to be absorbed in him on whom
he had leaned; this was because on that occasion the sage had made this effort, wishing to take him
away from the mire of affection’.

UPAMEYA UPAMANA
sneha- | -pavikan

Similarly, A§vaghosa repeats and amplifies the reflection on sneha- later in the text,
namely in SN 5.28,2° where sneha- is compared with many things that have a
destructive power by means of a malopama in order to better highlight its
negativity.

In the epics, the concept of sneha-pasa- ‘bond which is attachment’ often
appears as a samastariipaka in a formula.?®* The same concept appears in BC 9.51
in the samasopama pasam grhabandhusamjifiam ‘the bond similar to home and

family’, where Siddhartha explains his choice to his father.

20 snehena kascin na samo ‘sti pasah sroto na trsnasamam asti hari | ragagnina nasti samas
tathagnis tac cet trayam nasti sukham ca te ‘sti || ‘There is no bond equal to (family) attachment;
there is no destructive current equal to desire; there is no fire equal to the fire of passion: if this triad
did not exist, joy would be yours’.

21 snehapasa- (MBh 5.167.10; 12.287.33); snehdyatanabandhana- (MBh 12.308.52);
snehapasabaddha- (MBh 15.44.41).
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As far as the bond compared with mud is concerned, there is an epic reference
in a long section (MBh 12.290.60-69) where some samkhya notions are dealt with

by the means of a long samastavastuvisyaripaka (MBh 12.290.62):

tato duizkhodakam ghoram cintasokamahahradam |

vyadhimptyumahagraham mahabhayamahoragam

tamahkiarmam rajominam prajiiaya samtaranty uta |

snehaparikam jaradurgam sparsadvipam arimdama ||

‘And then the terrible water of sorrow, the great lake of anxiety and suffering, whose crocodiles are
sickness and death, its great serpents are the Great Danger; whose turtles are the tamas, whose fishes
are the rajas, whose mud is the affection, whose impervious ground is old age, whose island is the
sense of touch, yet [the followers of the samkhya] (traverse it) by means of wisdom, O conqueror of
foes’.

This may be evidence, as Kent (1982) has already pointed out for the BC, that

Asvaghosa was familiar with a similar philosophical context.

The next relevant example regards As$vaghosa changing a well-attested epic
samastariupaka that occurs as a formula, into a new one befitting of Buddhist
themes.

For instance, in SN 12.26 the fire (agni-) is the upamana for passion (raga-):

anarhasamsarabhayam manarham te cikirsitam |

ragagnis tadyso yasya dharmonmukha paranmukhaf ||

‘O (you), who turn your face towards the Dharma, despite the obstacles put in your way by the fire
of your so intense passion, the fear of the unworthy samsara that you intend to experience®? is
[indeed] worthy of honour’.

UPAMEYA UPAMANA
raga- | -agnih

In this passage, Buddha acknowledges Nanda’s worthiness in his moving towards
dharma, conveyed by the opposition of anarha- ‘unworthy’, referring to samsara

and arha- ‘worthy’ referring to bhaya- ‘fear’. That is, Nanda’s fear of samsara is

202 Johnston (1936) and Passi (1979) intend cikirsitam as the subject and anarha-samsara-bhayam
its adjective. However, | interpret cikirsitam as an adjective in the accusative case, as the object of
a word which means ‘feeling a sentiment’, and with anarha-samsara-bhayam as its subject. In this
case, an interpretive translation was preferred. The aim was to highlight the sophisticated use of the
lexicon.
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the necessary condition for him to move forward on the path to liberation, and this
fear is made more worthy since his passions avert (paranmukha-) him, who is
pursuing dharma (dharma-unmukha-) — a concept expressed with the aid of a pun.

The epics do not register ragagni- but only similar compounds with krodha-
‘wrath’ as an upameya e.g., krodha°- and kopa°-. For instance, krodha°- as the
archetype of the feeling which drives men mad, is referred to Aurva burning the
world with his fire (MBh 1.171.18), powerful ascetics (MBh 3.197.25), Arjuna
(MBh 4.57.14) and the Pandavas (MBh 3.195.26; 7, 16, 13), Bhima (MBh, 7, 112,
42), Rudra (MBh, 12, 330, 61, as an upamana for Ravana (Ram 6.80.17), Drona
(MBh, 7, 93, 35.2). The characters to which kopa°- refers are Yudhisthira (MBh,
7, 124, 20.1), Aurva (MBh, 13, 56, 5.1), deities (MBh, 13, 136, 17.2) and
Laksmana ( Ram, Ki, 30, 13.1).

To sum up, raga- is far more important in Buddhism than krodha-. Indeed, all
passions are dangerous, whereas in the Brahmanical sphere the danger comes from
anger, especially in the context of war, because anger causes the ascetic ardour
(tapas) to be discharged and the warrior’s virtue is to control his krodha-.2%

Therefore, As$vaghosa ultimately reworks and generalises a Brahmanical
samastaripaka (fire/wrath) and turns it into a Buddhist concept (fire/passions).

In the last example, the Buddha urges Nanda to begin the path of conversion (SN
5.40):

samsarakantaraparayanasya sive katham te pathi naruruksa |

aropyamanasya tam eva margam bhrastasya sarthad iva sarthikasya |*Why, being devoted to the
wilderness that is samsara, don’t you have the desire to ascend the good path on your part? Like a
merchant, lost away from the caravan, placed right on the [right] path’.

UPAMEYA UPAMANA
samsara- ‘ -kantara-

203 See Hara (1977-1978) on how subsiding to wrath causes the tapasvini to discharge tapas.
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The stanza contains an uncompounded upama (pada d)?** and a samastariipaka
(pada a). Here we see a recurrent process in Asvaghosa, which is the fact that the
riipaka provides one of the elements of the upama, namely the samsara- (isotopy
of Buddhism), and the wilderness (kantara-, isotopy for the merchant), both of
which have parayana- as their common complement.

In the epics, only the samastaripaka recurs. That is why this stanza has been
catalogued among the compounded riipakas. For instance, it is used to describe the
condition of ascetics (MBh 12.205.14)°%, or people of limited intellect
(alpabuddhi- MBh 11.3.16)%®. Finally, it is also present as asamastariipaka in
Vidura’s words (MBh 11.6.4-5).2%7 Asvaghosa repeats the image in SN 18.32 and
inBC 1.72.

In summary, in this chapter | have attempted to demonstrate a primary level of
intertextuality that can be inferred from the use of compounded alamkara i.e.,

upamas, upamanasamasas, and rippakas.

204 As per the upama samsarakantarapardyanasya is the upameya, and bhrasrasya is its upamana,
whereas padas bc can be interpreted as the sadharanadharma (sive [...] pathi naruruksa
aropyamanasya tam eva margam). In Nanda’s case the sense of the common property is figurative,
while in the merchant’s case it is the proper sense. Indeed, marga- is a very important word referring
to the Eightfold Path of Liberation, but in a usual metaphorical sense and almost lexicalised.
Moreover, siva- too can be understood both in a philosophical sense and in a usual one.

205 tadvat samsarakantaram atisthaii Sramatatparah | yatrartham adyad aharam vyadhito bhesajam
yatha || “Thus, those who are totally dedicated to austerity, who stand in that wilderness of the
samsara, should eat food for the purpose of livelihood, like the sick person (should take) medicine’.
26 evam samsaragahanad unmajjananimajjanat | karmabhogena badhyantah klisyante ye
‘Ipabuddhaya/ || ‘Thus, those who are endowed with a limited intellect are afflicted by the
[continuous] emersion and immersion in that impenetrable darkness of the samsara, being tied
by body and action’. This is another ripaka, with a different upamana but very similar to
Aévaghosa’s, samsaragahana- is indeed an epic formula (samsaragahanam MBh 11.4.1; 11.5.2;
11.7.5). The sense of gahana- is very close to that of kantara-, to the extent that gahana- can
designate a dense and impenetrable forest.

27 vidura uvaca | upamanam idam rajan moksavidbhir udahytam | sugatim vindate yena paralokesu
manavah || yat tad ucyati kantaram mahat samsara eva sah | vanam durgam hi yat tv etat
samsaragahanam hi tat || Vidura said: ‘O king, this is cited by the knowers of liberation as the
object of comparison, through which a man finds happiness in the other worlds. That which is
referred to as wilderness, indeed is the great samsara, this inaccessible forest indeed is the abyss
of the samsara’.
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Asvaghosa seemingly reuses these ornaments in a spectrum of simple and
adaptive reuse, demonstrating a good degree of experience in navigating the
rhetorical tools at his disposal, such as re-enacting the etymological sense of a word
(e.g., nrdeva-). At times he elaborates and alludes to meanings that are far more far-
reaching than those implied in the epic verse (e.g., SN 5.51). This is evidence of a
sophisticated reuse of the alamkara, which is a testament to the poetic-rhetorical
power of Asvaghosa as a kavi — for example, the paradoxical reversal of epic
imagery (e.g., BC 11.17). Indeed, this process takes on greater significance when
placed within the broader discussion of the dynamics of a Mahakavya composition
in relation to the epic model.

Moreover, some examples are significant because they provide further evidence
of a classical Kavya motif (e.g., BC 4.35) that ASvaghosa may indeed have begun,
borrowing, and reusing from the epic model. On the other hand, he sticks to epic
motifs of describing heroes, while also adapting some iconic alamkaras to a

Mahakavya context.

112



2. Evidence of a primary intertextuality: basic reuse of comparative compounds

113



3. Evidence of a medium level of intertextuality: adaptive reuse of uncompounded
upamas and ripakas

3. Evidence of a medium level of
Intertextuality: adaptive reuse of

uncompounded upamas and ripakas

In this chapter, | will take a closer look at evidence of the intertextual and
intratextual strategies®®® used by Asvaghosa, particularly at the adaptive reuse of
asamasta-ripakas (8 3.1) and asamasta-upamas (8 3.2). This will be achieved by
first considering metaphors that have bhita- at the end of the compound. Then |
will discuss Asvaghosa’s ability to handle sophisticated typologies of ripakas (the
samastavastuvisaya-ripaka and the paramparita-ripaka).

Finally, I will highlight his rhetorical strategies aimed at reusing asamasta-upamas.

208 Sferra (2022: 106-107) employs the concept of intertextual and intratextual strategies focusing
on Buddhist tantras: “Intertextual strategies aim to produce further meaning by placing a passage,
sutta/sutra, or chapter in a specific context. Accordingly, they relate particularly to the development
and tuning of a narrative framework and horizon of meaning, namely the sequence of texts or
narrative blocks, as they are arranged within a collection or book. [...] Intratextual strategies,
instead, aim to bring out further meaning solely through elements internal to the text, and therefore
relate to the form itself of the text, that is to say its inner structure, the typology and sequence of the
formulas utilized, the use of key or evocative words and quotations (which can be unattributed or
attributed) or paraphrases of passages from other works, etc. In fact, the internal structure of a text
can echo similar structures in other works and thus, especially in the case of scriptures, can work as
a way to make cross-references. The use of formulas in particular and sometimes also other devices
(e.g. the repetition of similar sequences of formulas or similar sets of stanzas) reflects, at least in
some cases, even a narrative strategy with precise semiotic intentions-its function cannot be reduced
to merely being an aid for the memorization and transmission of texts, it also plays a significant role
in the construction of meaning. The inclusion of keywords in a text can better illuminate the scope
of its teaching and in some cases even its original context”. | will partially make use of these
categories in trying to understand A§vaghosa’s compositional process.
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3.1 STRATEGIES TARGETED AT REUSING ASAMASTA-RUPAKAS

3.1.1 asamastariipakas with bhiita- at the end of the compounds

Compounds with bhiita- as a second constituent in fine compositi deserve separate
mention. Although they can function as comparative compounds, they can also be
interpreted as uncompounded ripakas, since bhiita- literally means ‘become’, i.e.,
not a member of the comparison.

For example, in BC 9.33, an asamastaripaka with bhiita- in fine compositi
expresses the concept of identifying human unions (samagama-, i.e., the upameya)

with dreams (svapna- i.e., the upamana), and thus with something transitory:

maddhetukam yat tu naradhipasya sokam bhavan aha na tat priyam me |

yat svapnabhiitesu samagamesu samtapyate bhavini viprayoge ||

‘But your honour has said that | am the cause of the king’s pain: | do not like [the fact] that he is
tormented, because unions are dreams, separation is inevitable’.

This compound occurs twice, first when Duryodhana is given a prophecy by the
Danavas about the coming war (MBh 3.240.29)?%°, and second when Brahma lists
the many worlds that a Brahmin can reach (MBh 13.72.3cd-4)%°,

Another instance of an asamastaripaka conveyed by bhita- at the end of the
compound is BC 3.57, which refers to the body of a dead man that Siddhartha sees
while he is walking on the King’s road. This is one of the many signs that will make
him aware of the reality of human life:

29 gqtayam atha tasyam tu raja duryodhanas tada | svapnabhiitam idam sarvam acintayata bharata
| vijesyami rane pandin iti tasyabhavan matih || ‘Then, after (Krtya) had left, King Duryodhana
thought that all this had been like a dream, o Bharata: his thinking was [such, that he said to
himself]: “I will defeat (the sons of) Pandu in battle” . This passage comes from a section attributed
to the heroes (avesa) possessed by demons like Duryodhana, Karna, Drona, and Bhisma (Hiltebeitel
2001: 220; 2011: 439; Smith 2006: 281).

20 [...] sasarira hi tan yanti brahmanah subhavittayah || Sariranydsamoksena manasa nirmalena
ca | svapnabhiitams ca tam llokan pasyantihapi suvratah || ‘[...] Indeed, the Brahmans, whose
conduct is splendid, go (to those worlds) along with their bodies, through liberation from death and
a spotless mind, and as if they were in a dream, those very virtuous ones see those worlds there too”’.
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buddhindriyapranagupair viyuktah supto visamjias trnakasthabhitah |

samvardhya samraksya ca yatnavadbhi/ priyapriyais tyajyata esa ko ‘pi ||

“This (man) is someone, deprived of intelligence, senses, vitality and qualities, (who) becomes a
straw or a piece of wood, asleep and unconscious, someone (who) is abandoned by all his dear
ones, who have worked so hard to raise and protect him’.

UPAMEYA UPAMANA SADHARANADHARMA
‘ viyuktah buddhindriyapranagunair
esa (zaman) | trnakastha- suptah
\ visamjiah

This particular image recurs in the epics as a state attained through the performance
of severe tapas, such as the tapas performed by the three Aptyas Ekata, Dvita and
Trita (MBh 12.323.20)?!, or the tapas of brahmins and rsis (MBh 12.327.41)?*2,

On one occasion, the compound trrabhita- is used in a situation that resembles
the episode in the BC, where the raksasa Dasagriva is explaining to Rama that all
creatures can be identified with grass because they all come to an end (Ram 7.10.18,
see Hiltebeitel 2011: 414 n.6):

na hi cintd mamanyesu pranisv amarapiijita

trnabhiita hi me sarve pranino manusadayah ||

“Truly, o (you) honoured by the immortals, there is no thought on my part concerning other beings,
indeed, in my opinion, all beings, starting from men have become grass’.

Just as can be observed in Asvaghosa’s examples, here too typa- denotes or
compares a worthless thing and kastha- is a being that remains motionless or lacks
feelings or consciousness.

Thus, Asvaghosa’s originality lies in his use of a dvandva compound that
combines both upamanas, and from a contextual standpoint, his application of this

idea to the nobler image of immobility and unconsciousness, that is, death.

211 [vayam 19a] taptva varsasahasrani catvari tapa uttamam | ekapadasthitah samyak kasthabhiitah
samahitah || ‘[We], having practised a supreme tapas for four thousand years, standing on one foot,
completely becoming wood, concentrated’.

212 [brahmana sardham rsayah 39a)] drdhvam drstir bahavas ca ekdagram ca mano ‘bhavat |
ekapadasthitah samyak kasthabhiatah samahitah || *Sight and arms were pointing upwards and mind
became fixed on a point, [the brahmans and the rsis] were standing on one foot, completely
becoming like wood, concentrated’. In particular, this adhyaya deals with the merits of the dharma
concerning pravrtti and those of nivrtti (Hiltebeitel 2011: 257).
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BC 7.40, where sacred fords (¢irtha- i.e., the upameya) are likened to stairs (sopana-
I.e., the upamana) leading to the firmament (nabhastala-), is the penultimate

instance of this type of asamastaripaka:

tirthani punyany abhitas tathaiva sopanabhiitani nabhastalasya |

justani dharmatmabhir atmavadbhir devarsibhis caiva maharsibhis ca ||

‘There are all around sacred fords that have become stairways to the firmament, frequented by
divine rsis and great rsis dharma-minded, and self-possessed’.

In particular, the idea of a staircase that leads to something higher is also present in

the MBh, when Vyasa explains the higher purpose of human nature to his son Suka

(MBh 12.309.79):

sopanabhiitam svargasya manusyam prapya durlabham |

tathatmanam samadadhyad bhrasyeta na punar yatha ||

‘After attaining human nature that is difficult to attain, (this) became the ladder to paradise; thus,
one should place one’s self (on it), so that one cannot fall off (of it) again’.

Both passages mention a stairway to heaven, but in the BC these are identified with
the sacred fords. In this case, bathing in these waters guarantees the attainment of a
higher state, whereas in the MBh the ladder to paradise is reached after one has

achieved perfection.

The final example of the asamastaripaka can be found in BC 7.15. Here several

types of ascetism (tapovisesa- 13b) are described:

ufichena jivanti khaga ivanye trnani kecin myrgavac caranti |

kecid bhujarigais saha vartayanti valmikabhita vanamarutena ||

‘Some live like birds through gleaning, others move through the grass like deer; still others spend
(their life) together with snakes, becoming anthills in the forest wind’.

UPAMEYA UPAMANA SADHARANADHARMA ALAMKARA
anye ‘ khagah Jjivanti upama
kecit | mrga- caranti samasopama
kecit | valmika- ripaka

Since this stanza contains an upama (pada a), a samasopama (pada b), and an
asamastarupaka (pada d), it formally constitutes a samsrsti from a rhetorical point

of view.
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The asamastaripaka, in particular, has an epic reference, in a passage describing

Cyavana’s severe ascetism (MBh 4.20.7). It reads as follows:

sukanyd nama saryatt bhargavam cyavanam vane |

valmikabhitam samyantam anvapadyata bhaminf ||

‘Saryati’s beautiful daughter whose name is Sukanya, was looking after Cyavana in the forest, a
descendant of Bhrgu, who, remaining motionless (as an ascetic), had become an anthill’.

The idea of staying still is the same as in the BC stanza, which adds the element of
the blowing wind to the epic image. In fact, it is hard to remain still when the wind
is blowing. Asvaghosa must have been aware of this passage because valmika-
seems to be an archetype of immobility.

As with the other alamkaras, there is no evidence in the epic of the samasopama
mygavat- (also repeated by Asvaghosa in BC 7.2). As for khaga- ‘bird’ as an
upamana, Asvaghosa uses the very same upamana, this time in a samasopama in
BC 5.21%1 where the upameya is an ascetic who manifests himself to Siddhartha,
who has just set out on the path to liberation.

I have indeed managed to find two references to the samasopama khagavat-, but
neither of them is relevant to intertextuality. The first of these refers to Karna’s son,
who almost seems to be swimming rapidly (poplityamanah, derived from the
intensive form of the verb plu-) through the soldiers on the battlefield is the
sadharapnadharma shared with a bird (MBh 8.62.23, cf. McGrath 2004: 190). This
suggests a movement parallel to the ground, whereas in the BC stanza the
sadharanadarma is a perpendicular movement upwards, i.e., gaganam gate ‘gone
to the sky’.

The final occurrence again involves a war scene, in which King Nila as the
upameya is likened to a bird, using the samasopama patatrivat- ‘the winged one =
bird” (MBh 7.30.24). Once again, the common property is not the same as in the
BC, in that it is a compound verb of Vplu-, e.g. utplutya, this time conjugated in the

absolutive, and prefixed by the particle ud-, which conveys the sense of moving

213 gaganam khagavad gate ca tasmin nyvarak samjahrse visismive ca | upalabhya tatas ca
dharmasamjiiam abhiniryanavidhau matim cakara || And when he had gone to heaven like a bird,
the best of men was thrilled and amazed; and having acquired a clear knowledge of Dharma, he set
his mind to the action of leaving the house again’.
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from below to above and gives the verb the meaning of ‘emerging from
somewhere’.2%4

This finally shows how As$vaghosa uses a much more original way of
distinguishing the bird as an upamana from the imagery of the epic model — that is,
by comparing the grace of the animal’s movement with experienced and formidable

warriors — and he seems to associate it with the image of common sense.

3.1.2 Asvaghosa’s ability to process sophisticated typologies of ripakas: the

samastavastuvisaya-ripaka and the paramparita-ripaka

Furthermore, there is no lack of evidence in Asvaghosa of the substantial
development of another form of the ripaka, namely the complex metaphor i.e., the
samastavastuvisaya-rippaka.

The background to this alamkara has already been reconstructed by Boccali,
Pontillo (2010),%*> who argued that the latter may have originated in technical and
speculative literature (2" century BCE). The scholars finally conclude that the

Kavya literature refined the aesthetics of this ornament. They also shed some light

214 This root belongs to the semantic field of actions that take place in water, | managed to find
another occurrence conjugated again in the intensive root and referring to a hamsa ‘goose/swan’,
i.e., an animal whose habitat is water (popliyamanam Ram 5.2.55). Furthermore, it is registered in
the present participle referring to khacara- which can be translated as ‘bird’ but also means anything
semantically connected to the idea of floating through the air (e.g., clouds, the air, etc.). Therefore,
one can imagine that the cultural milieu to which the MBh author belonged perceived rapid
movement through water and through the air in exactly the same way and that both the heroes
involved as upameyas, i.e., Karna‘s son and Nila —especially as he jumps down from his chariot —
are considered as being skilled enough in the art of war so that they can easily move rapidly, as if
they were birds.

215 As per the definitions, see Bhamaha in BhKA 2.2: samastavastuvisayam ekadesavivartim ca |
dvidha riapakam uddistam etat taccocyate yatha || ‘And what is taught in two ways, i.e., that which
concerns all things taken as a compounded entity’ and ‘that which only involves one part’. (tr.
Boccali, Pontillo 2010: 110). Moreover, Dandin (DKA 2.69-70) acknowledges a sakalaripaka ‘a
total rigpaka’ which consists in a superimposition (aropya-) of the nature of the upamana upon that
of the upameya. On this matter see also Gerow (1971: 241).
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on Asvaghosa’s use of this alamkara, which is employed in several instances, for
example in BC 13.65.2%

Moreover, in SN 10.55, where we find a complex identification between the god
Kama (manmatha-) and a snake (ahi-), there is another example of a

samastavastuvisaya-ripaka:

anarthabhogena vighatadrstina pramadadamstrepa tamovisagnina |

aham hi dasto hydi manmathahina vidhatsva tasmad agadam mahabhisak ||

‘For | am bitten to the heart by the snake that is the god of love — whose coils are wickedness,
whose sight is destruction, whose fangs are madness, whose poisonous fire is mental darkness
— therefore O great physician grant me an antidote’.

UPAMEYA UPAMANA
manmatha- -ahind
anartha- -bhogena
vighata- -drstina
pramada- -damstrena
tamas- -Visagnina

The identification, also repeated in SN 10.56 (madanahi-), is pursued by means of
five samastaripakas, each of which continues to superimpose (aropana) the
physical characteristics of the serpent, i.e., the upamana, on those of Manmatha,
i.e., the upameya, namely the serpent’s coils/Manmatha’s wickedness, its sight/his
destruction, its fangs/his madness, the fire caused by its venom/the mental darkness
that obscures the mind.

In the epics, the same samastaripaka identifying the god of love with the serpent
is found in the Tapati-Upakhyana (Hiltebeitel 2005: 467, 481) when King
Samvarana complains to Tapati, whom he wishes to marry with a gandharva rite
(MBh 1.161.9):

grastam evam anakrande bhadre kamamahdahind |

sa tvam pindayatasroni paryapnuhi subhanane ||

‘Thus, o you, blessed one, may you who are not protected, you with full and wide hips, with a
splendid face, put an end to (me) being held in the jaws of the great serpent that is love’.

216 | have already discussed its similarity to the epic metaphorical matrix of the tree as an upamana
for something analysed in all its parts, e.g., MBh 1.1.65-66 (Falqui 2019: 47).
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In the case of the MBh, there is no complex metaphor. However, the passage is
strikingly suggestive of the threat posed by love. Indeed, while Samvarana in the
MBh appears to be in the clutches of the serpent that is love, Nanda in the SN must
beware of the serpent/love and wishes to be freed from it.

In this way, Asvaghosa seems to be reusing an epic identification and enhancing
it with a rhetorical flourish, but he also proves to be a forerunner in the use of a type
of ripaka that would be analysed aesthetically about a millennium later, namely the
paramparitaripaka. According to Mammata (KP 10.145), this metaphorical

ornament involves constructing resemblance and not simple perception:

niyataropanopdyah syad aropah parasya yah |
‘The superimposition of another object may be a means of effecting the intended
superimposition’.?t

Although this definition is brief and puzzling, it means that in order to achieve the
desired (niyata) comparison, that is a conventional or common analogy, one can
use a less common or even strange comparison, i.e., the superimposition (aropa-)
of another object (parasya ya#k). In fact, in his example Mammata explains this
alamkara (str. 426) by means of an asamastaripaka where the King’s arm (rajan
[...] te bhujak) is the upameya and the pole (@lana-) to which an elephant is tied is
the upamana.

It is true that this comparison is unnatural and unexpected for the reader, but the
more natural, expected, and current samastariipaka jayakunijara- ‘an elephant
[which is indeed] the victory’ (jayak eva asau kufijarak) makes it easier to
understand. The latter, therefore, is the upaya- ‘expedient’ which reveals the
comparison between the bhuja- ‘arm’, i.e., the upameya, and the alana- ‘pole’, i.e.,
the upamana. Without it, the whole ripaka relating to the identification of the

king’s arm with the pole would be difficult to decipher.

217 Porcher (1978: 75) provides the following definition: * La ressemblance exprimée par le rippaka
peut étre construite plut6t que simplement percue: nous avons alors affaire au paramparitarupaka.
Selon la définition de Mammata, « la surimposition d’un autre (objet) peut étre le moyen (d’opérer)
la surimposition recherchée » .
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Asvaghosa often seems to make use of this type of riapaka even though its
technical definition will not be worked out until Mammata.
For example, in BC 12.9, Arada uses a paramparitariupaka to urge Siddhartha to

continue his journey:

tad vijiiatum imam dharmam paramam bhdjanam bhavan |

JjAanaplavam adhisthaya sighram duhkharpavam tara ||

“Therefore, your honour is a perfect vessel for understanding this very dharma. After boarding the
boat of knowledge, you must quickly cross the ocean of suffering!”’

UPAMEYA UPAMANA
Jjiiana- | -plavam
dukkha- \ -arpavam

There are two samastaripakas: the first that identifies knowledge (j7iana-) with a
boat (plava-) is unexpected, while the second in which the ocean (arrava-) is
likened to suffering (duizkha-) is instead well-established and known to

Asévaghosa’s connoisseurs, as the epic examples show.?18

218 On this matter see Pontillo, Rossi’s (2003) survey on all the images of the sea in the Pali-Canon,
the MBh and pre-Kavya sources. Asvaghosa employs again the same image of the ocean identified
with sorrow in BC 9.24: sokambhasi tvatprabhave hy agadhe duhkharnave majjati Sakyarajah |
tasmat tam uttaraya ndathahinam nirasrayam magnam ivarnave nauh || ‘Indeed, the king of the
Sakya drowns in the deep ocean that is suffering, which is caused by you, that has sorrow as its
water. So, rescue him, who is deprived of a protector, like a ship (rescues) one who is deprived of
any shelter and drown in the ocean’. This is an upama with a bimbapratibimba relation, as it is
shown below:

Upameya Upamana sadharanadharma alamkara
du/kha- -arnave _

- samastaripaka
Soka- -ambhas

tam (= Suddhodana)  nirdasrayam _
(Siddhrtha) nau Uttaraya upama
In fact, the minister and the chief priest speak to Siddhartha and tam = suddhodanam. The elements
of the upama are: tam (=suddhodanam) | magnam, *tvam (included in the verbal ending =
siddharthah) | nauk. Moreover, it also identifies it with the jieya- ‘knowledge’ in BC 7.56:
spastoccaghopam vipulayataksam tamradharaustham sitatiksnadamsiram | idam hi vaktram
tanuraktajihvam jiieyarnavam pasyati krtsnam eva || ‘Indeed, this face of yours, whose nose is
straight and high, whose eyes are wide and elongated, whose lips are coppery, whose teeth are white
and sharp, whose tongue is thin and red, will certainly drink the ocean of what is to be known’.
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In fact, the samastaripaka of the ‘boat [which is] knowledge’ is attested twice
(jianaplava- MBh 6.26.36;%1° 12.229.1), and once it occurs uncompounded
(jianam plavah ihocyate MBh 12.313.23). The samastaripaka is also recorded
with a variation, namely buddhinau- ‘the boat [which is] intelligence’, which is also
the focus of a samastavastuvisaya-rippaka (MBh 12.316.39).2%

In particular, a very similar image which can also be interpreted in accordance
with Mammata’s definition of paramparitaripaka, is a passage in the MBh where
Arjuna praises Krsna (MBh 8.49.116):

tvadbuddhiplavam dsadya duhkhasokarpavad vayam |

samuttirnah sahamatyah sanathah sma tvaydcyuta ||

‘O Acyuta! Since we reached the boat of your intelligence, we have come forth from the ocean of
grief and sorrow together with our ministers and allies thanks to you’.

Here, the less commonly used image of the boat of intelligence is combined with
the more familiar ocean of sorrow, which is thus the upaya- ‘expedient’ used to
decipher the previous identification.

Therefore, ASvaghosa appears to be reusing an alamkara that is already present
in the epic sources but is not recognised and named until much later (11" century).
All in all, it is clear that in the epics the image is the exact opposite of the one
proposed by Asvaghosa: the boat is sinking in the ocean of sorrow and there is
always the hope that someone will come to rescue it.??*

It is therefore easy to assume that Asvaghosa’s inversion of the image is
proposing Buddhist doctrine as an anchor of salvation, a means of escape from a

situation from which the Brahmanic imagery, on the contrary, saw no escape. There

219 See Malinar (2007: 107) on this passage: “The purifying nature of this fire is emphasised by
pointing out that even the worst among all evil-doers can use the ‘boat of knowledge’ (jiianaplava;
4.36)".
220 See Hiltebeitel (2001: 299 n. 64) on this set of slokas: “Narada’s instructions, and indeed the
whole story, make frequent reference to the buddhi functioning in a proto-Samkhya fashion, e.g.,
just before this passage, ‘Having renunciation as the wind and buddhi as the boat, one may cross the
swift-pathed river (tyagavatadhvagam sighram buddhinava nadim taret)’ (12.316.39cd), and after
the next quote, Suka, ‘possessing the highest buddhi,” has still not yet ‘reached resolve’ (318.46:
niscayam again)”.
221 Ram 5.17.4; 3.53.4; 5.15.3; 5.17.4; MBh 2.65.4; 7.2.3; 7.165.95; 8.1.43.
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Is salvation from the ocean of sorrow, and the ship is not at sea. The ship, rather
than sinking, rescues the drowning.
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3.2 STRATEGIES TARGETED AT REUSING ASAMASTA-UPAMAS

This section will consider the evidence for intertextual and intratextual reuse of
upamas outside the compound. Due to the great number of examples, | have divided
them into the three semantic domains to which each upamana belongs: divine,

natural, and human.

3.2.1 Adaptive reuse of upamanas belonging to the divine semantic domain

In BC 2.29, the great palace (harmya-) where Siddhartha lives is likened to the
palaces of the gods (vimana-) — an upamana that Asvaghosa also repeats in BC 3.64

(vimanavat).

tatak sarattoyadapandaresu bhiimau vimanesv iva rafijitesu |

harmyesu sarvartusukhasrayesu strinam udarair vijahara tiryaih ||

‘Then (Siddhartha) spent his time with the excellent musical instruments of the women in the
palaces, which were white as autumn clouds, illuminated??? like divine palaces on earth, and
endowed with comfort in all seasons’.

UPAMEYA UPAMANA SADHARANADHARMA ALAMKARA
harmyesu | Sarattoyada- -pandaresu upamanasamasa
: | vimanesu rafijitesu upama

The stanza is an example of a samsrsti. In fact, it contains two alamkaras, viz., the
first is an upamanasamasa in pada a which compares the pale white colour
(pandara-) of the mansions, i.e., the upameyas, with that of the autumnal clouds

(sarat-toyada-). No relevant cross-references have been found for this alamkara.??

222 | have chosen to translate rafijita- as ‘illuminated’ because ‘the common property may refer to
the illumination of the buildings and that of the vimana- which can be flying cities as well as simple
chariots.

22 Autumnal clouds are the upamana for monkey screams (saradabhrapratikasah ‘resembling
autumnal clouds’ MBh 3.267.11); Rama’s mother is annihilated by sorrow (saradgato megha
ivalpatoyah ‘like a cloud with little water when autumn comes’ Ram 2.39.16); Rama and his monkey
army are useless (yatha saradi toyadah ‘like rainclouds in autumn’ Ram 6.36.16).
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The second is the upama in pada b, where the common property shared by the
mansion and the vimana- is the fact that they are both illuminated (rafjita-).

There is an epic cross-reference where the royal palaces (sibira-) at Kuruksetra are
the upameya for the vimanas (MBh 5.149.77):

Sibirani maharhani rajiiam tatra prthak prthak |

vimananiva rajendra nivistani mahitale ||

“The very precious royal residences of the kings there (at Kuruksetra) one by one were like divine
fortresses, o Indra of a man, descended to the surface of the earth’.

To the best of my knowledge, this is the only instance where the upameya is a
palace, as in the BC example. In particular, the idea of the vimanas descending
(nivistani) to earth (mahitale) is repeated in pada d, which conveys the same idea
of movement echoed in the BC. Finally, especially when the upama occurs at the
end of the pada, this idea often seems to be associated with the vimana as the
upamana (e.9., vimanam iva bhiitale MBh 9.13.9).

In the transition from the divine abode to symbolism in the ritual sphere, a sacred
object associated with the divine is the dhvaja- “flagstaff” which is usually carried
in a procession.

In BC 8.73, Suddhodana (upameya) who falls to the ground upon hearing of
Siddhartha’s departure is likened to the toppling of Indra’s flagstaff:

nisamya ca chandakakanthakav ubhau sutasya samsrutya ca niscayam Sthiram |

papata Sokabhihato mahipatih Sacipater vrtta ivotsave dhvajah ||

‘After perceiving both Chandaka and Kanthaka and hearing the firm conviction of his son, the lord
of the earth fell down stricken with pain, like the flagstaff of Saci’s lord (i.e., Indra) at the end of
the festival’.

UPAMEYA UPAMANA SADHARANADHARMA
mahipatih (Suddhodana) | Sacipateh [...] dhvajah papata

Asvaghosa often uses the dhvaja- of a god as an upamana for Siddhartha/Buddha.

For instance, when he walks among the citizens of Kapilavastu, they bow to him as
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they would do to the flagstaff of a god (BC 3.12)??4, or in a similar way when Nanda
observes the Buddha walking on the road (SN 4.46).22° Otherwise Siddhartha is also
compared to god Kama (puspaketu- ‘[the one who has] the flower [as his] emblem’
BC 3.24) when he walks down the street and catches the eye of his female
subjects.??

227 \where

Indra‘s flagstaff is a well-recognised upamana in the epic sources,
especially the image of the falling flagstaff is often compared to wounded warriors

falling in battle, as shown in the diagram below:

24 nihsrtya kubjas ca mahdkulebhyo vyihds ca kairatakavamananam | naryah Krsebhyas ca
nivesanebhyo devanuyanadhvajavat pranemul || ‘The humpbacks and the multitudes of Kirata
people and dwarves after going out from the noble families’ [houses] the women [after going out]
from their poor houses, [they all] bowed down as [they would] to the flagstaff in the god’s
procession’. See Passi’s (1979: 196 n.1) note on the mentions of hunchbacks, Kiratas, and dwarves
in pada ab: “Gobbi, nani e montanari Kirata vengono abitualmente menzionati come attendenti del
gineceo a partire dall’ Arthasastra di Kautilya”.

25 atha sa pathi dadarsa muktamanam pitynagare ‘pi tathagatabhimanam | dasabalam abhito
vilambamanam dhvajam anuyana iva indram arcyamanam || ‘Then, he saw on the road the one
liberated from arrogance even in his father’s city proud of [being] the Thatagata, Dasabala lingering
on both sides, as the flagstaff of Indra [lingers] when he is honoured in a procession’.

226 The epithet occurs only once in MBh 3.265.7.

227 Inanimate things can also be the upameya, such as wood-logs (Ram 6.15.18); mountains (MBh
3.61.36); Salya‘s banner (MBh 6.16.31), Drona‘s emblem (MBh 7.7.23), and Arjuna‘s banner (MBh
9.3.18).
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Table 6 List of epic instances involving the falling of the flagstaff, indicating the upameya, upamana and
sadharanadarma

Locl UPAMEYA UPAMANA SADHARANADHARMA CASE
nom.
3.25.8d Diisana‘s mace Sakradhvaja- \pat (b) .
sing.
dhvaja-
6.35.17c Rama/Laksmana pra-Vkamp- ‘to tremble’
= mahendrasya nom.
Eg Sumantra/ pariklinna- (c) ‘made dual
2.71.24d ,
Satrughna wet’
4.16.27d Vasava‘s son ksitim gata- ‘went
down’
6.114.84c Bhisma ] ] utsrsta- ‘abandoned’ nom.
indradhvaja- )
7.68.65¢ Ambastha \pat- (d) “to fall’ sing.
9.16.52d Madras’ king ni-\pat- bhiimau
T 6.114.84c Bhisma \pat (a)
m i3
S  9.11.23d; Bhima/ Salya \pat (c) ‘to fall’ nom.
7.14.29d dual
9.8.21d Soldiers’ arms Sakradhvaja- \pat (c) instr.
plur.

Other occurrences of dhvaja- as upamana concern various sadharanadharmas,
which at times are expressly mentioned,??® at others only implied,??® or even
omitted (e.g., MBh 7.81.40; Ram 1.17.13; 2.55.7).

In a few instances, however, falling is caused by grief rather than by injury, as
in the BC. This is the case of King Samvarana who fell to the ground after his
betrothed Tapat1 had left him (MBh 1.162.2),%%° or Bharata who wept on seeing his
father Dagaratha’s funeral pyre (Ram 2.71.9).%

228 Such as splendour (Vsubh- MBh 1.64.12), width (suvipula- MBh 3.146.60), the act of standing
up (ucchrita- MBh 7.63.7; Ram 5.1.57), or rising (udyata- MBh 7.68.64; ut-\paz- Ram 4.33.3)

229 Height (App. I, no. 103.182 after MBh 1.192.7), magnitude (MBh 7.149.22; Ram 5.8.13; 6.36.5)
20 gmatyah sanuyatras tu tam dadarsa mahavane | ksitau nipatitam kale sakradhvajam ivocchritam
|| “His minister with his retinue indeed saw him in the great forest after he had fallen to the ground,
like Indra’s erected flagstaff in its season [falling]’.

2L sa tu drstva rudan dinah papata dharanitale | utthapyamanah Sakrasya yantradhvaja iva cyutah
|| “When he (i.e., Bharata) saw [the funeral pyre], the afflicted, weeping, fell on the surface of the
earth, like the support of the erected flagstaff of the mighty (i.e., Indra) when it is blown away’.
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However, only one reference, the description of Bharata’s grief after his father’s
death, appears to be a striking case of intertextuality (Ram 2.68.29). The similarities

between the the sloka in the Ram and in the BC are as follows:

Ram 2.68.29

samraktanetrah sithilambaras tada
vidhitasarvabharanah paramtapa# |

babhiiva bhiimau patito nrpatmajah
Sacipateh ketur ivotsavaksaye ||

“Then, that destroyer of foes, whose eyes were
red, whose clothes were loosened whose
jewellery was tinkling, the king’s son (i.e.,
Bharata) fell to the ground, like the emblem
of Saci’s lord when the festival is over’.

BC 8.73

nisamya ca chandakakanthakav ubhau
sutasya samsrutya ca niscayam sthiram |
papata sokabhihato mahipatih

Sacipater vrtta ivotsave dhvajal ||

‘After perceiving both Chandaka and
Kanthaka and hearing the firm conviction of
his son, the lord of the earth fell down stricken
with pain, like the flagstaff of Sact’s lord at
the end of the festival’.

Both passages have the same metrical structure in padas c/d, i.e., two padas of 12
(c) and 11 (d) syllables, and they are almost syntactically identical, namely both
padas (c) contain the kartrs (Ram: nypatmajah | BC: mahipatih) and the actions
(Ram, \bhi- patita- bhiamau / \pat-).

Moreover, from a rhetorical point of view, the two padas (d) almost overlap and
are structured with the following similarities and differences: both use the same
epithet for Indra, i.e., Sacipati- at the beginning of the pada, and the comparison
marker iva, whereas the differences concern the upamana:

- as regards the word ‘emblem’ the Ram has ketu- which is more like an
‘emblem’ printed on a flag, whereas the BC has dhvaja- ‘flag/flagstaff’, that
is the distinctive ketu and the flagpole which is more solemn than the image
of a simple flag/emblem falling down.

- According to the grammatical construction of the phrase ‘when the festival
is over’, the Ram uses a complement of time realised through the tatpurusa
compound utsava-ksaya- at the end of the pada, which has the meaning of
‘end (ksaya-) [of the] festival (utsava-), whereas the BC uses an
uncompounded construction of two co-referential nouns, i.e., vrere (out of

sandhi) utsave li. ‘[when the] festival [is] finished/completed’.

All in all, Asvaghosa clearly recalls the epic topos of a wounded warrior falling in

battle, but slightly alters the grammatical construction using a similar syntaxis to

129



3. Evidence of a medium level of intertextuality: adaptive reuse of uncompounded
upamas and ripakas

convey the same upama, albeit with a unique purpose. The upama seems to be
enriched by the image of the whole flagstaff being toppled. This is more impressive
than a mere emblem falling down.

Indeed, he reverses the upameyas and hence the context: in the Ram it is Bharata,
a prince = a mere ketu-’emblem’ of a royal dynasty, who suffers for the natural
death of his father, i.e., the king, whereas in the BC it is king Suddhodana, the
backbone = dhvaja- ‘flagstaff’ of the royal lineage who suffers for the unnatural
loss of his son.

Once again the process by which the Mahakavya style implements epic features

is shown by comparison with the epic model.

Another upamana belonging to the ritual sphere is the sraja- ‘garland’.

In BC 12.7 the sage Arada, who is speaking to Siddhartha, compares the proper
time according to Brahmanic law for a ksatriya to leave the s7i- (upameya) to his
heirs and go into the forest, with a garland (sraj- i.e., the upamana) that has been

used:

ndscaryam jirpavayaso yaj jagmuh parthiva vanam |

apatyebhyah sriyam dattva bhuktocchistam iva srajam ||

‘It is no wonder that kings of advanced age have gone to the forest, having bestowed their majesty
on their children, like a used then leftover garland’.

In fact, garlands are ritual objects made specifically for festivals and/or religious
events and when the event is over, the sraj- is put aside.

In the epics, the garland is a common upamana for several concepts, such as
something transient, like youth or beauty.?? Otherwise, the idea of a used (bhukta-
) garland being abandoned recurs as an upamana when Tara encourages her

husband Valin to abandon his anger towards his brother Sugriva (Ram 4.15.7):

sadhu krodham imam vira nadivegam ivagatam |

Sayanad utthitah kalyam tyaja bhuktam iva srajam ||

‘Come on, O hero! Abandon this wrath, (which is) like the power of a river that comes, as one who
has just risen from bed at dawn (abandons) a consumed garland’.

232 MBh 4.13.11; 6.53.20; 8.16.37; 8.68.34; 11.25.5; 12.29.138; 12.47.13;
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Here the idea conveyed is that of something to be got rid of, such as anger.
Similarly, the used (bhukta-) garland is the upamana for something to be put aside
(Ram 6.36.37).

Nevertheless, the idea of abandoning the sri- as a used garland present in the BC
stanza, is ultimately matched by a passage in which Drona reprimands Bhisma
(MBh 5.137.12):

vasa eva yatha hi tvam pravrnvano ‘dya manyase |

srajam tyaktam iva prapya lobhad yaudhisthirim Sriyam ||

‘Just as if you chose a robe, (Bhisma) today you think you have obtained, due to impatience, the
royal glory of Yudhisthira, like an abandoned garland’.

In the BC stanza, the used (bhukta-) and leftover (ucchisza-) garland represents the
sri- that is naturally passed on to a king’s heirs, whereas in the MBh, Yudhisthira’s
sri- ‘royal glory’ seems to be misappropriated by Bhisma.

Asvaghosa, therefore, reuses a less common upamana and adapts it to the

context of his Mahakavya.

As far as the use of deities as upamanas is concerned, Nanda and his wife Sundari
are compared to deities on two occasions in SN 4.6. Firstly, Sundari is referred to
as a devata- walking in Nandana’s garden (which occurs as an upamana in BC 3.64
too). Secondly, both are described as having been created by the creator of beings
(bhiitadhatra-):

sa devata nandanacariniva kulasya nandijananas ca nandah |

atitya martyan anupetya devan Srstav abhiitam iva bhiitadhatra ||

‘She (Sundari), like a divinity walking in the divine garden Nandana, and Nanda, who brought
happiness to [his] family,?® as if [they had been] created by the creator of beings, transcended
mortals without attaining the status of a god’.

UPAMEYA UPAMANA ALAMKARA
sa | devata nandancarint upama (pada a)
sa /nandah | abhiitam bhiitadhatra utpreksa (pada d)

233 Passi (1985: 177 n. 4) notes the semantic pun with the name of Nanda: “Il Nandana qui in
allitterazione con Nanda e nandijanana, «fonte di gioia» - & il giardino di delizie del paradiso di
Indra (cfr. canto x)”.
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As the table shows, the stanza contains a samsrsti consisting of an upama, in which
the sadharanadharma is omitted, and an utpreksa. Both are in a chiastic position.
The upama (pada a) relates to SundarT as the upameya, who is referred to with the
pronoun sa. In the utpreksa (pada d), she and Nanda are both the upameyas.

These relevant alamkaras do not occur together in the epic sources. However, a
reference in the Ram, where Ahalya, the wife of the rsi Gautama, is the upameya,
matches the upama used in the SN (Ram 1.48.14):

[dadarsa mahabhagam 13a]

prayatnan nirmitam dhatra divyam mayamayim iva |

dhimenabhiparitangim purnacandraprabham iva ||

‘[Rama] saw that eminent woman who was like a divine woman consisting of illusion fashioned
with great effort by the creator. She was like a woman whose splendour is that of a full moon and
whose limbs are seised by mist’.

The comparison highlights the use of verbal roots which have the same semantic
meaning, i.e., in the SN Vsrj- in the sense of a creative force “unleashed” from a
being that creates, ultimately producing something perfect, and in the Ram nir-Vma-
in the sense of concretely producing something like an artwork.

Furthermore, both passages assume that since the upameya is a perfect being, it
transcends basic human nature. This is accomplished by the fact that in the Ram
Ahalya is said to be an illusion (mayamayi- 14b), while in the SN Nanda and
Sundari are described as transcending mortals without becoming gods (atitya
martyan anupetya devan 6c).

The Nandana Garden, on the other hand, often appears in the Itihasa as an

upamana for forests,*

or even for the royal palace of Ravana (bhavane
nandanopame MBh 3.264.41). Furthermore, epic characters are often compared to
deities in the Nandana through a formula that recurs at the end of the pada,
consisting of the upamana + the comparison marker iva together with nandane in

the locative case.?%®

234 °pratima- MBh 1.63.13; °upama- MBh 3.155.36; 6.7.29; Ram 5.39.9; 5.59.7; 6.30.8;
°oddesasadrsa- MBh 12.163.7; °samkasa- Ram 3.69.23; 5.13.3.
2% Bharata’s soldiers (Ram 2.85.75); Kakutstha is like Kubera in the Nandana (Ram 2.92.9); Sugriva
(Ram 4.28.), and Vibhisana’s mind (Ram 7.10.9).
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However, the upameya can be a couple or just one partner, although in the Anugita
Krsna and Arjuna are compared to divine entities walking in the Nandana Garden
(MBh 14.15.4)%%. For instance, the raksasas Vibhisana and Sarama (Ram
7.12.25)%% or Nala and Damayanti, with Nala being the upameya (MBh 3.78.3)?%,
The most relevant example, however, is that of Sita in Ravana’s harem who is being
watched by Hanuman (Ram 5.28.2). This can be compared with the first verse of

the SN as follows:

Ram 5.28.2 SN 4.6ab
aveksamanas tam devim devatam iva nandane |  sa devatd nandanacariniva
tato bahuvidham cintam cintayam asa vanarah || kulasya nandijananas ca nandah | [...]

‘And so, the monkey (Hanuman) observing that ~ ‘She (Sundari), like a divinity walking in
divine princess who was like a divinity in the the divine garden Nandana, and Nanda,
Nandana Garden, his mind wandered in many  who brought happiness to [his] family, [...]".
directions’.

The upama in the Ram corresponds to pada a of the SN and also contains the same
upamana 1.e., devata-, accompanied by the upameya devi- ‘divine princess’ in a
yamaka, which | have tried to retain in the translation.

Finally, in the SN stanza, A$§vaghosa implements the topos of the epic character
of a beautiful and virtuous wife compared to a deity walking in the Nandana
Garden. This is achieved through a combination with the less common image of
epic figures also walking in the garden who are likened to divine creatures.
Moreover, he also makes a deliberate use of linguistic and rhetorical devices that
serve not only to reuse epic formulae, but also to adapt them to the sophisticated

structures of the Mahakavya, such as the crafting of the bahuvrihi compound

26 [vasudevadhanamjayau 2d] Sailesu ramaniyesu palvalesu nadisu ca | cankramyamanau
samhrstav asvinav iva nandane || ‘“Vasudeva’s son and the Wealth-winner, were walking thrilled
on the pleasant tops of the mountains, and on the rivers, like the two asvins in the Nandana
Garden’. The Anugita is a summary of the Bhagavadgita that Krsna tells Arjuna to help him
remember the latter (Adluri, Bagchee 2011: 319).

237 evam te krtadara vai remire tatra raksasah | svam svam bharyam upadaya gandharva iva
nandane || ‘In this way, the married raksasas enjoyed themselves in that place, each together with
his own wife, like the gandharvas in the Nandana garden’.

238 Ggatayam tu vaidarbhyam saputrayam nalo nypah | vartayam asa mudito devarad iva nandane
|| <At the arrival of the princess of Vidarbha with her children, king Nala spent his time delighted,
like the king of the gods in the Nandana garden’.
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nandanacarini- and the yamaka, which echoes the epic sentence (srsta@v abhiitam

iva bhutadhatra).

Furthermore, SN 2.56 recounts the Buddha“s birth and refers to him as Dharma in

corporeal form. (vigrahavat):

samayayau yasahketum sreyahketukarah parah |

babhraje santaya laksmya dharmo vigrahavan iva ||

‘The Supreme One, who made the highest good his banner, met with him whose banner [is his]
fame?*° he who is like Dharma in bodily form shone with the appeased majesty’.

UPAMEYA UPAMANA
para/ (Buddha) | dharmo vigrahavan

Surprisingly, the same upama always appears as a formula in pada d, where
Yudhisthira is indicated as the upameya (MBh 2.30.44-45):

diksitah sa tu dharmatma dharmarajo yudhisthirah |

Jjagama yajiidyatanam Vrto vipraih sahasrasah ||

bhratrbhir jiatibhis caiva suhrdbhih sacivais tatha |

Ksatriyais ca manusyendra nanadesasamagataih |

amatyais ca nypasrestho dharmo vigrahavan iva ||

‘Then, o human Indra, the consecrated sacrificer, the Dharma-minded, King of the Dharma,
Yudhisthira arrived in the sacrificial arena surrounded by inspired brahmins in their thousands, by
brothers, by relatives, friends as well as ministers, warriors and councillors gathered from many
countries: he was an excellent king like Dharma in bodily form’.

23 There is a latanuprasa of the word ketu- which has two different senses, namely ketukara-
meaning ‘he who kindles the flame’, whereas yasaketu- means ‘banner of glory’. Indeed,
Sreyaketukarah can be interpreted as a asamastariupaka of Vedic background, since the opposition
Sreyas/preyas ‘that which is agreeable’ is found in the Katha Upanisad 2.1.2 as well as in the AS
5.50.10, where the war-drums are praised: sréyahketo vasujit sdhiyant samgramajit samsito
brahmanasi | amsin iva gravadhisavane &drir gavyan dundubhé ‘dhi nytya védar || <O [war-drum]
whose banner is the highest good, you win goods, you are the most powerful, you win battles, you
are sharpened by brahman like the pressing stone on the [soma-] stalks in the final pressing, wishing
for cattle may you dance, o war-drum, on the wealth’. Ultimately, this hapax demonstrates how
Asvaghosa’s eloquence is also based on learned quotations. There is a similar compound in the MBh
12.187.2: bhisma uvdca | adhyatmam iti mam partha yad etad anuprcchasi | tad vyakhyasyami te
tata Sreyaskarataram sukham || ‘Bhisma said: O Son of Prtha, you question me about what the
adhyatma is. I will explain it to you, dear: it is the joy which secures that which is the highest
good’.
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This comparison is also applied to Pariksit, Janamejaya‘s father (MBh 1.45.7)%4,
and to Arjuna (MBh 3.78.20cd-21).2*! Aévaghosa repeats this concept in BC 10.6.

3.2.2 Adaptive reuse of upamanas belonging to a natural semantic domain

It has already been noted that the fifth canto of the BC is quite similar to the Ram
sarga in which Hanuman is astonished at the sight of Ravana’s women (82.1).

Thus, in a series of descriptive details that enrich the upamana, a sleeping
concubine is compared to a river (rnadi-) in the following passage that comes from
the fifth canto (BC 5.49):

vibabhau karalagnavenur anya stanavisrastasitamsuka sayand |

rjusatpadaparktijustapadma jalaphenaprahasattata nadiva ||

‘Another, who lay clutching her flute with her hands?*?, with her white robe descending to her chest,
was like a river, whose aligned lotuses are enjoyed by swarms of insects, and whose bank is smiling
with foam’.

UPAMEYA UPAMANA
anyda | nadt

20 caturvarnyam svadharmastham sa krtva paryaraksata | dharmato dharmavid raja dharmo
vigrahavan iva || ‘After making the four classes based on their own Dharma, he protected [them]
according to the Dharma, as a Dharma-knowing king, like Dharma in bodily form’.

28 na tatha drstapiirvo ‘nyah kascid ugratapa iti || yatha dhanamjayah parthas tapasvi niyatavratah
| munir ekacarak sriman dharmo vigrahavan iva || ‘No one endowed with such terrible ascetic
ardour has ever been seen before like Dhanamjaya son of Prtha, an ascetic of strict vows, a silent
ascetic, wandering alone, glorious like Dharma in bodily form’.

242 The image of a woman asleep with her musical instrument is quite common in Aévaghosa, as
well as in the epics. For instance, in BC 5.56 a woman sleeping with her kettle-drum (pazava-) is
compared to a woman hugging her lover: panavam yuvatir bhujamsadesad avavisramsitacarupasam
anya | savilasaratantatantam irvor vivare kantam ivabhiniya sisye || ‘ Another young woman slept,
having dropped her parava between her thighs, its beautiful strings falling from her shoulder and
arm, like a lover fatigued, at the end of playful sexual enjoyment’. Women are depicted asleep
with their instruments in Ram 5.8.35, 38-41, but it is the lover that returns as an upamana in Ram
5.8.45: atodyani vicitrani parisvajya varastriyah | nipidya ca kucaik suptah kaminyah kamukan iva
|| “Those excellent women, having embraced their colourful musical instruments, and having pressed
them against their breasts, fell asleep, as shy women (embracing) their lovers’.
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Although the rhetorical structure of the upama is quite simple, using an upameya
(anya- ‘another concubine’) and its upamana (nadi- ‘river’), the two bahuvrihi

compounds referring to the upamana add refinement to the syntax:

anya [...] iva nadi- ‘another is [...] like a river’

- ‘whose aligned (rju-) lotuses (padma-) are enjoyed (jusza-) by swarms of
insects (satpada- lit. ‘hexapods)’;

- ‘whose bank (taza-) is smiling (prahasat-) with foam (jalaphena-)’.

Through the use of these compounds, Asvaghosa shifts the focus to two different
idyllic scenes that could be implicitly superimposed on the upameya, so that the
woman is identified with the river; the flute could be the lotuses, and her robe that
reveals her body could be the foam on the riverbank. However, the double meaning
is only speculative as this interpretation is not supported by the text.

In the epics, nadi- as the upamana occurs a total of ten times in the nominative
case. It is often used referring to an army or its factions as an upameya in battle
depictions.

In three instances, however, women are referred to as the upameya, i.e., Krsna
(MBh 3.12.17) and Rambha (Ram 7.26.31), and insects are never involved as
happens in the BC portrayal. The third example is a striking demonstration of
intertextuality, where a woman belonging to Ravana’s harem is compared to a river

by a samastavastuvisaya-riipaka (Ram 5.7.48):

kirkinijalasamkasas ta hemavipulambujah |

bhavagraha yasastirah supta nadya ivababhuh ||

‘Those women, whose little bells resemble nets and whose many golden ornaments are lotuses, being
asleep, shone like rivers, whose crocodiles are their appearance, whose banks are their fame’.

Although there is no mention of insects, a different alamkara is involved here, and
the upameya is in the nominative plural compared to the singular in the BC.
However, the image conveyed is equally detailed, and the technique of focusing on

several elements of the upamana is analogous to that employed by A§vaghosa.
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Thus, although the comparison of the woman with a river is common in the later
Kavya, this is not the case for the epics. Altogether, the comparison shows that
Asvaghosa’s work inherits a less current epic image of the woman as a river and

consecrates it in a comparison that will later become a topos.

Now let us move from the earthly to the heavenly realm.
In BC 10.18 Siddhartha (bodhisattva- i.e., the upameya) is compared to the moon
(sasanka- lit. ‘the hare-marked”) with which it shares the quality of being luminous

(virocamana-):

tatak sma tasyopari srrigabhiitam santendriyam pasyati bodhisattvam |

paryankam asthaya virocamanam sasankam udyantam ivabhrakuiijat ||

‘Then he looked at the Bodhisattva on that (mountain), who became a mountain-top, whose senses
were calmed, staying in the squatting position (of meditation), shining forth like the hare-marked
one rising from the cloud’s bower’.

UPAMEYA UPAMANA SADHARANADHARMA
bodhisattvam (asthaya) | $asarkam (udyantam) virocamanam

Although the common property is the same, nevertheless the state of the upameya
(Siddhartha) and the upamana (the moon) are in opposition: indeed, Siddhartha
shines when he is seated (asthaya) while the moon shines as it is rising
(udyantam).?4®

In the epics, the image is usually of the sun rather than the moon, often expressed
with similar 244 or different®*® sadharanadharmas, although the attributes of the

upamana are subject to change.

In one epic reference the god Siva is the upameya (MBh 13.14.149):

243 perhaps one could interpret this as a kind of vyatireka: while the moon must move in order to
shine — meaning that its splendour is not constant — Siddhartha shines by being motionless. The idea
that the moon is imperfect because it is subject to change or because it has a blemish, i.e, the mark
of the hare, occurs quite frequently and is common in later Sanskrit poetry.

24 The sun as the upameya (MBh 3.218.31), the moon as the upameya (MBh 3.42.14).

2% The upamana is the moon and the sadharanadharma is the act of emerging from something (Ram
2.14.21; MBh 3.198.58; in an upama with a bimbapratibimba relation (App. I, no. 114.402-403 after
MBh 1.212.1cd; MBh 12.243.8; Ram 6.57.77), the moon is covered by the clouds (MBh 4.6.4).
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tesam madhyagato devo rardja bhagavan sivah |

Saradghanavinirmuktah parivista ivamsuman |

tato ‘ham astuvam devam stavenanena suvratam ||

“The blissful god Siva, went among them, shining like the sun surrounded by a halo, freed from
the autumn clouds’.

At first sight, this passage seems to be the only one in the epics that repeats the
same antithesis of the BC: Siva stands among other deities (madhya-gatas), shining
as the sun does (amsumat-) from the clouds (vinirmukta-). In particular, gata- in
fine compositi could be interpreted as ‘situated” which is consistent with
Siddhartha‘s immobility.

In another passage, Draupadi is the upameya (MBh 4.15.37)

Susubhe vadanam tasya rudantyd viratam tada |

meghalekhavinirmuktam diviva Sasimandalam ||

‘At that moment, the resigned face of she who was weeping, shone like the disc of the hare-marked
one in the sky, freed from the horizon of clouds’.

The upamana (= sasimandala- ‘the disc of the hare-marked moon’) and the
common property (Vsubh-) are the same, but there is no contrast with immobility,
since a few verses earlier Draupadi is described as running away.

Overall, Asvaghosa uses an image which is almost a topos and enriches the
comparison by alluding to the moon’s imperfection as compared to Siddhartha’s

perfection, since he can shine even without moving.

In BC 1.37 a young Siddhartha is compared to five upamanas by a malopama. The

five upamanas are listed as being the best of their categories:

yatha hiranyam Suci dhatumadhye merur girinam sarasam samudrah |

tarasu candras tapatam ca siiryah putras tatha te dvipadesu varyah ||

‘As gold is the most resplendent among the elements, Meru among the mountains, the ocean
among the lakes, the moon among the stars, and the sun among things that emanate heat, so
your son is the best among two-legged beings’.

UPAMEYA UPAMANA
hiranyam (a)

meru/ (b)

samudraz (b)

candrah (c)

|
putra/ te (=Siddhartha) }
|
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| siryah (C)

The malopama occupies three padas (a, b, c), namely:
- pada a only involves the comparison with gold (hiranya-);
- pada b contains two upamanas, i.e., Mount Meru and the ocean (samudra-
) in a chiasmic position (upamana + genitive partitive, i.e., mountains /
genitive partitive + upamana, 1.e., lakes);
- pada c contains the moon (candras-) and the sun as upamanas coordinated
by the copulative particle ca, with a variatio compared to the previous

padas.

Asvaghosa uses a malopamd in a similar way in BC 2.20, where Siddhartha’s
upbringing is compared to several upamanas, for instance the sun (pada a), the fire
driven by the wind (pada b), and the kenning taradhipa- ‘the lord of stars = moon’
(pada d). Once again, he reuses epic topoi.

Only twice do they have the same sadharanadharma (\vardh-), such as the wind-
powered fire (MBh 3.225.18), or the fullness of the moon every month (MBh
5.34.53), and he incorporates them into a much more complex alamkara to convey
the sense of Siddhartha’s perfect coming of age.

I managed to find a malopama in the epics in which Bhisma is asked to become
the lord of the army of the Kauravas, just as several upamanas are masters of their
domain. Here, broadly speaking, the idea is similar to that of the BC stanza (MBh
5.153.12-13):

[bhavan [...] nak senapatir bhava 11a]

rasmivatam ivadityo virudham iva candramah |

kubera iva yaksanam marutam iva vasavah ||

parvatanam yatha meruh suparnah patatam iva |

kumara iva bhiitanam vasiunam iva havyavat ||

‘[Your honour [...] be our armies’ lord], as Aditya is of the suns, the moon of the herbs, Kubera of
the Yaksas, Vasava of the Maruts, Mount Meru of the mountains, Suparna of the flying ones,
Kumara of the bhiitas, the Oblation-bearer?* of the Vasus’.

246 Name of Agni.
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UPAMEYA UPAMANA
adityah (12a)

candramah (12b)

kubera/ (12c)

vasavah (12d)

meru/ (13a)

suparpah (13b)

kumarah (13c)

havyavat (13d)

bhavat (=Bhisma)

Let us note the rhetorical structure of the slokas:
sloka 12:
- pada a: genitive partitive (suns) + upamana (sun) / pada b: genitive partitive
(herbs) + upamana (moon), in asyndeton;
- pada c. upamana (Kubera) + genitive partitive (Yaksas) / pada d: genitive
partitive (Maruts) + upamana (Vasava), in a chiasmus;
Sloka 13:
- pada a: genitive partitive (mountains) + upamana (Meru) / pada b: upamana
(Suparna) + genitive partitive (flying entities), in a chiasmus;
- pada c: upamana (Kumara) + genitive partitive (Bhiitas) / pada d: genitive

partitive (Vasus) + upamana (fire), in a chiasmus.

There is a variatio in the composition of the verses which change each time, except
for padas 13cd, whose construction is mirrored in 12cd. As for comparisons, Mount
Meru and the sun are also used, since they are a topos — as was already shown in
Chapter One (88 1.1.3.2-3).

If in the MBh Bhisma is compared to several upamanas, all of whom are leaders
in their field, A§vaghosa goes beyond a mere idea of the leader and compares
Siddhartha to the best of things.

3.2.2.1 ANIMALS AS UPAMANAS

Asvaghosa often uses animals which are recurring upamanas in the epics, for
example snakes and elephants.

For instance, he chooses to use snakes as an upamana to convey different concepts.
That is, he uses it in relation to Iksvaku’s sons to describe how they felt great grief

on seeing their hermitage devoid of the ascetics (SN 1.38):
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tatas tad asramasthanam sunyam taih sianyacetasah |

pasyanto manyund tapta vyala iva nisasvasuh ||

“Then [those] whose minds whose minds were empty,?*’ seeing that place where the asrama was
empty of them (=the ascetics), afflicted with grief, (and) they hissed like vicious serpents®*®
inflamed with rage’.

UPAMEYA UPAMANA SADHARANADHARMA  ALAMKARA
[iksvakavah [...] rajaputrah 18c] the princes | vyalah nisasvasuh upama

The upameyas, i.e., the princes who are lksvaku’s sons are implicit in the verb
ending pasyantah, and the common property which compares them to the vyala-
‘snake’ is the action of hissing (nisasvasuh). Moreover, pdda ¢ contains a
slesopama conveyed by manyuna tapta, which has two meanings: one for the
upameya (manyu- ‘sorrow’) and the other for the upamana (manyu- ‘rage), as the

following chart shows:

MEANING FOR THE UPAMEYA SLESOPAMA MEANING FOR THE UPAMANA
‘afflicted with grief’ \ manyundh taptah ‘inflamed with rage’

As Sharma (1988: 66-69) has noted, the snake in the epics “primarily symbolises
terror” and the most common upameyas for it are arrows. In particular, the word
vyala-, which connotes the snake as a vicious animal, recurs as an upamana for
arrows that suddenly injure heroes, almost with a “deceitful” behaviour, which is
of course like that of a snake.

For instance, the upama vyala iva accompanied by svas- or compounded roots
is often employed as a formula to describe someone being suddenly harmed, (e.g.,
Bhisma MBh 5.185.11)*, but it also occurs in the rhetoric form of a samasopama

combined with the taddhita affix -vat, to convey the image of enraged warriors who

247 Advaghosa often employs words that refer to Buddhist philosophy in a “mundane” sense, to
foreshadow the conversion which every man should undergo. For instance, sinya- is an important
Buddhist word, although in this case it does not have the philosophical sense of emptiness.

248 The word vyala- ‘snake’ also has the meaning of ‘vicious’.

249 sa vaksasi papatograh Saro vyala iva svasan | mahim rajams tatas caham agaccham rudhiravilah
|| “That terrible arrow fell on my chest like a vicious hissing snake, and then, O king, | fell to the
ground filthy with blood’.
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are preparing themselves for action (e.g., the Pandavas MBh 3.253.22)%,
Ultimately, this shows that Asvaghosa often elaborates the epic model and reuses
formulas whose rhetorical structure is frequently altered. In fact, in the SN stanza

he creates a slesopama whereas the epic model only has upamas.

Furthermore, A§vaghosa employs the snake as an upamana for wrong conjectures
(asadvitarka-) that must not be harboured, just as snakes (bhujamga-) must not be

allowed to stay in one’s house (SN 16.82):

te ced alabdhapratipaksabhava naivopasamyeyur asadvitarkah |

muhiirtam apy aprativadhyamana grhe bhujamga iva nadhivasyah ||

‘If these wrong conjectures, to whose existence no opponent can be found, do not cease; one
must not harbour them,?! never ceasing even for a moment to repel them, like snakes in the

house’.
UPAMEYA UPAMANA SADHARANADHARMA
asadvitarkah | bhujamgah na adhivasyah

The word chosen for snake is bhujamga-, whose etymology conveys a more
physical quality, that is the image of a snake crawling on his chest, rather than the
moral idea implied by vyala-. The common property of the upameya and the
upamana is that they cannot be allowed to settle in the intimate sphere of the arman
or in the intimacy of a home.

The main idea of being in a frightening situation is conveyed in the epics by the
image of a snake in the house, as an upamana of a dangerous and harmful thing or
person, or even an enemy. One example is Bharata’s mother Kaikeyi who banished

Rama and plotted to set her son Bharata on the throne (Ram 2.38.3)?%2,

20 yaisampayana uvaca | etavad uktva prayayur hi Sighram tany eva vartmany anuvartamanah |

muhur muhur vyalavad ucchvasanto jyam Viksipantas ca mahadhanurbhyah || Vaisampayana said:
‘After speaking in such a way, indeed (the Pandavas) set off quickly following those chariot ruts,
over and over again hissing as if they were vicious snakes, they drew the string on their great bows’.
251 The root adhi-\vas- lit. means ‘inhabit’, ‘settle down’, which gives rise to the causative
adhivasayati ‘make (somebody) inhabit” or ‘make settle down’, from this the adjective of obligation
adhivasya- lit. ‘to be made to settle down’, or ‘allowed to settle down’ is ultimately formed.

252 Rama’s mother Kaus$alya utters this lament: vivasya ramam subhaga labdhakama samahita |
trasayisyati mam bhiiyo dustahir iva vesmani || ‘ After having exiled Rama, the fortunate (KaikeyT),
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It is a common image and serves as a basis for creating formulas in the locative or
ablative case at the end of pdda b or d.?3

As$vaghosa uses this upama as a comparison for the bad thoughts that must be
banished when one is seeking health. However, he does not retain the formula, as it
is structured differently and does not fill an entire pada. This ultimately shows a

different use in the Mahakavya of something that exists as a formula in the epics.

Instead, the elephant is used as the upamana for Iksvaku’s sons in SN 1.34:

tatah kaddcit te virdas tasmin pratigate munau |

babhramur yauvanoddama gaja iva nirankusah ||

‘Then, at some point, those heroes, after the sage had left, wandered like unbridled young
elephants not spurred by a hook’.

UPAMEYA UPAMANA SADHARANADHARMA
virah | gajah (nirankusah) babhramu

The stanza could initially be interpreted as an upama with a bimbapratibimba
relation. This is because the relationship between (nir)asikusah and the upamana
seems to be mirrored in (pratigate) munau and the upameya.

The parallelism, however, is speculative and not syntactical. In fact, the upameya
is in the locative absolute, whereas the upamana has the function of an adjective.
There is no real bimbapratibimba relation although the logical structure is similar
to that of a bimbapratibimba, because the elements are not in the same case.
Asvaghosa uses the upama to convey the idea of the young princes being lost
without the support of their preceptor, i.e., the ankusa- ‘hook’.

In the epics, the image of an elephant being pierced by a hook is well-known and
often “symbolises the vigour used in wielding a weapon” (Sharma 1988: 63). The

image of an agitated elephant (matta-) being restrained is also common.?>

love-struck, composed, will further frighten me as a dangerous/evil snake in the house (would
frighten me)’.

28 sarpad vesmagatad iva (MBh 3.29.21; 3.222.11; 12.123.16, 12.138.15; 12.254.31; 5.70.60);
sasarpa iva vesmani (MBh 5.38.37; 5.70.60); antaksarpa ivagare (MBh 12.83.50)

254 E.g., MBh 9.10.27; in the sense of taming a wild elephant (MBh 7.116.9; Ram 2.68.28).
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In a cross-reference, there is the same SN image of losing support, that is, the image
of the ksatriyas’ power diminishing without the brahmins, just as an elephant loses
its strength without its mahout (MBh 3.27.15).2%

In SN 18.61 a female elephant is the upamana for Nanda, who is finally
converted and leaves the Buddha. Nanda is freed from his pride as a female elephant

is no longer in heat (vimada-):

ity arhatah paramakarunikasya sastur miirdhnd vacas ca caranau ca samam grhitva |

svasthah prasantahydayo vinivrttakaryah parsvan muneh pratiyayau vimadah kariva ||

‘Thus, having grasped the words in his mind and at the same time the feet of his venerable,
exceedingly compassionate Master, [Nanda] (being) self-reliant, his heart pacified, having fulfilled
his task, departed from his master’s side (free from pride), like a female elephant freed from the
madness of being in heat’.

UPAMEYA UPAMANA SADHARANADHARMA
(Nanda)  kari/karin- vimadah,

It is interesting to note that the sadharanadharma vimada- actually has two
meanings, one for the upameya (Nanda), i.e., ‘free from pride’ and one for the
upamana (the female elephant), i.e., ‘free from being in heat.

| found the same comparison in the epics. However, in this case, the upameya
are clouds and the upamana are elephants, whose gender is not specified (Ram
4.29.24):

nilotpaladalasyamah syamikytva diso dasa |

vimadda iva matamgah santavegah payodharah ||

‘Having darkened the ten directions, the clouds dark like the petals of blue lotuses, whose power is
[now] quenched, are like elephants free from excitement’.

Rama speaks to Laksmana in exile, thinking that Sita is dead. Since the upameya
are the clouds, the second sense of vimada- is lost here, but it is recovered in the

SN stanza.

25 kunjarasyeva samgrame ‘parigrhyankusagraham | brahmanair viprahinasya ksatrasya ksiyate
balam || ‘The strength of the warrior’s power if it is abandoned by the Brahmans goes to ruin, like
(the strength) of an elephant on the battlefield, if it has failed to carry its mahout’.
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This means that Asvaghosa has reworked the ornament and given it a greater
semantic richness through the slesa that is conveyed by vimada-. Here, the
difference between the epic example and the Kavya can be noted. Perhaps for
Asvaghosa, being a Mahakavya writer means having a very good knowledge of the
epics and using this knowledge adaptively at higher level. It is not a matter of
invention, but rather the reuse of an alamkara that is made more ornate, which is

quite remarkable considering that the Ram is actually recognised as the adikavya.

Another animal used by A§vaghosa is the deer, which does not however seem to be
involved in formulas like those for the elephant and the snake.
For instance, in BC 5.41, King Suddhodana is determined to make Siddhartha stay

and thus he surrounds him with concubines:

calakundalacumbitananabhir ghananisvasavikampitastanibhih |

vanitabhir adhiralocanabhir myrgasavabhir ivabhyudiksyamanah ||

‘(Siddhartha) was being observed by the women, whose eyes were confused, like young fawns,
whose faces were kissed by tinkling earrings, whose breasts were shaking with deep sighs’.

UPAMEYA UPAMANA SADHARANADHARMA
vanitabhih ‘ mrgasavabhih adhiralocanabhih

The women (vanita-) are described by Asvaghosa as being young fawns (mrga-
sava-) in the act of curiously watching Siddhartha (adhira-locana-) i.e., the
sadharanadharma.

In the Ram there is one occurrence where Sita is described as a young fawn (Ram
5.15.28):

tam drstva hanuman sitam mrgasavanibheksanam |

mrgakanyam iva trastam viksamanam samantata# || [lebhe 31a]

‘Hanuman, having seen Sita whose gaze was like that of a young fawn, trembling and looking all
around like a small fawn, [caught her]’.

The passage contains the same comparison, albeit expressed with an
upamanasamasa as a bahuvrihi compound referring to sita-, i.e., the object of the
action of the verbal root Vdrs-. In the BC, this action is represented instead by the
present passive of the root abhy-ud-Viks (referring to Siddhartha), that is, the

karman of the passive clause whose kartrs are the women.
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In the Ram, however, the situation is reversed; indeed Hanuman, the karty of the
action is a male character, and the upameya is the object, i.e., Stta — who does not
seem to realise that she is being watched, just as a fawn, as the prey, would not
know if something was watching it. In the BC, however, there is a change: indeed,
the upameyas, i.e., the kartys of the action are females, who not only share the wide-
eyed gaze of fawns but also their curiosity, whereas Siddhartha, the karman is a
male.

Asvaghosa takes the epic model as a reference and then goes beyond it, as the
comparison with the epic source clearly shows. In fact, he adds a detail to the gaze
(tksana-) of the women in the epic sadharanadharma, that is the wide eyes of the
fawns, seemingly conveying the idea of curiosity. This could ultimately lead to a

literary topos.

Another upamana Asvaghosa employs for women as the upameyas is the cow (BC
8.23):

nirtksya ta baspaparitalocand nirasrayam chandakam asvam eva ca |

visannavaktra rurudur varangand vanantare gava iva rsabhojjhitah ||

‘Having seen Chandaka and the horse without shelter, those precious women with beautiful limbs,
whose eyes were filled with tears, whose faces were sorrowful, lamented like cows being left
behind by the bull in the middle of the forest’.

UPAMEYA UPAMANA SADHARANADHARMA
ta | gava rurudur

The women of Kapilavastu without Siddhartha are compared to cows left behind
by the bull (rsabha-ujjhita-). The upama further reinforces the idea that the citizens
are left without support, just as the bull’s presence guarantees the stability of the
herd.

This idea is also present in the epics, particularly in a section of the Ram where
the view of the city of Ayodhya at night without Rama, is compared to various
situations, such as that of a cow left behind by her bull (Ram 2.106.2, 9)
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[ayodhyam bharatah [...] pravivesa 1b | [...] timirabhyahatam 2a)

gosthamadhye sthitam artam acarantim navam trpam |

govrsena parityaktam gavam patnim ivotsukam ||

‘[Bharata entered the city of Ayodhya, [...] affected by the darkness,] (which was) like a restless
cow-wife standing in the middle of the herd, grieving, with no appetite for fresh grass, abandoned
by her bull-husband among the cows’.

The upama takes up the entire sloka and constitutes the only occurrence of this
image in the entire epic corpus. In fact, although we often find the opposite image
of a bull surrounded by cows, one in which the bull abandons the cows is extremely
rare. Nonetheless, in both cases, the context is a city or its citizens being deprived

of their point of reference, i.e., Rama/Siddhartha/the bull.

A female buffalo which has lost her calf is employed as an wupamana for
Siddhartha’s putative mother Gautami (BC 8.24) — an image which Asvaghosa also
repeats in BC 9.26:

tatak sabaspa mahist mahipateh pranastavatsa mahisiva vatsala |

pragriiya bahiu nipapata gautami vilolaparna kadaliva kavicant ||

‘Then, Gautami, the anointed queen of that lord of the earth, with tears, like a loving female buffalo
whose child is lost, after raising her arms, fell down, to the ground like a golden banana tree/plantain
whose leaves are swaying’.

UPAMEYA UPAMANA SADHARANADHARMA
' mahisi sabaspa [...] vatsala
| kadalt -

gautami

The stanza contains a small malopama, that is in pada b, Gautami, having lost her
son who has gone away, is compared to a mahisi- ‘a female buffalo’ who has lost
her calf. Secondly, in pada d, because she is depicted grieving with her arms raised
in waving, she is compared to a tree whose leaves are shaking.

However, since the latter upama has no epic cross-reference, 1 will only discuss
the former here. It can in fact also be interpreted as a slesopama, since
pranastavatsa- has two meanings, one for the upameya, i.e., ‘who has lost her
child’, and one for the upamana ‘who has lost her calf’. Indeed, vatsa- means calf’,

but it is also used as a nickname for a child. This is an etymological mechanism

147



3. Evidence of a medium level of intertextuality: adaptive reuse of uncompounded
upamas and ripakas

peculiar to Asvaghosa’s style, that is he often takes a common word — or a
lexicalised compound — and reactivates its etymological sense.?®

In the epics, a mother without her calf is a common upamana (e.g., gaur iva
nastavatsa 13.90.39; baddhavatsa ida iva MBh 5.134.4). Kausalya having lost
Rama is the upameya in Sita’s words (Ram 6.23.11):

sa svasrir mama kausalya tvaya putrena raghava |

vatseneva yatha dhenur vivatsa vatsala krta ||

‘O Raghava, you deprived my mother-in-law Kausalya of her son, just like a child-loving milk cow
is deprived of her calf’.

It is thus clear that there is an analogy between the mother who has lost her son and
the cow who has lost her calf. The Mahakavya takes the concept of the cow as the

archetype of vatsalya- ‘maternal tenderness’, as suggested by its etymology.

The last two mentions of female animals as upamanas refer to birds, i.e., a kurart
and a cakravaka. Both embody situations of extreme grief suffered by a female
character.

For instance, Gautami grieving over Siddhartha’s departure is compared in BC
8.51 to a kurart ‘osprey’ which has lost her chick (pranaszapota-)?*’, and she will

utter a lament for his leaving later in the text (BC 8.58).2% To the best of my

26 Bréal’s (1897) is one of the first pivotal works on how a word’s double meaning can be realised.
37 visadapariplavalocana tatah pranastapotd kurariva duhkhita | vihdaya dhairyam virurava
gautami tatama caivasrumukhi jagada ca || ‘Then Gautami, whose eyes were agitated with
depression, pained like an osprey whose young (chick) is lost, having abandoned her firmness,
cried and gasped for breath, and so, her face [covered] with tears, she spoke’.

28 Even if this passage does not involve any alamkara,it can still be considered pivotal for the
intertextuality hypothesis, since Gautami’s lamentation for Siddhartha abandoning the pleasures of
the royal life, echoes Draupadi’s as she sees Yudhisthira adjusting to exile in the forest (MBh
3.28.10, 11ab). Moreover, it also resembles Mandodari’s lament over Ravana’s death which appears
in an excised passage (App. I, no. 68, 46-47 after Ram 6.99.20). In this case we find a mention of
the bed on which the hero used to sleep (i.e., sayane BC 8.58a; sayanam MBh 3.28.10a; sayanesu
Ram 47a), which is recurrent in the first pada, followed by the memory of his lost wealth (i.e.,
Siddhartha used to wake up to the sound of musical instruments in verse 58b and Yudhisthira is
sukhocitam in verse 10d), the lament ultimately concludes with the mention of his present condition
which clashes with the hero’s status (i.e., Siddhartha deliberately sits on the ground separated from
the soil only by a pasa- “a cloth’ in verse 58d; Yudhisthira in exile sits on kusabrst ‘a kusa grass’
cushion’ in 11a, and Ravana’s dead body lies dharanyam on the ground in verse 47d).
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knowledge, the image of a female osprey losing her chick does not exist in the epics,
yet the mourning (du/khita-) osprey is indeed a recurring formula, for example, for
Danava women grieving over the destruction of their city (MBh 3.170.55-56)%°,
and especially, to represent the grief of Ravana’s wife (Ram 6.98.26)?%°. Moreover,
the image is also repeated with another sadharanadharma, i.e., the screeching
sound of the kurari (MBh 14.60.24; 15.21.11).

A few stanzas later Yasodhara is compared to the female of a cakravaka bird
when she learns that Siddhartha has gone (BC 8.60)?%!, by 1) a yamaka in pada a
playing on her name (yasodhara-) and the fact that she has fallen to the ground
(dharayam), 2) an anuprasa in pada c that reinforces the image of her grief
(vilalapa/viklava). The word cakravaka for the female of this bird does not seem to
be recorded in the epics, but there are instances where a cakravaki abandoned by
her mate is the upamana, for instance to describe King Janaka’s daughter (Ram
5.14.30)%2,

Finally, Asvaghosa shows that he reuses the rarely found images of female
animals without their mates to better express the idea of female characters deprived
of their partner or son. He even combines the two images of the female bird and the
female elephant in the episode when the chaplain and the minister are trying to
persuade Siddhartha to return to his wife who is actually depicted as both as a goose

29 yidhvaste ‘tha pure tasmin danavesu hatesu ca | vinadantyah striyah sarva nispetur nagarad
bahii || prakirnakesyo vyathitah kurarya iva duhkhitah | petuh putran pitin bhratii Socamana
mabhitale || ‘Then, after the city was destroyed and the Danava were killed, all the women, shouting,
rushed out of the city. With dishevelled hair, trembling like a grieving osprey, they fell to the
ground in violent pain for their sons, fathers and brothers’.

260 vilepur evam dinas ta raksasadhipayositah | kurarya iva dubkharta baspaparydkuleksandh ||
‘Thus the wives of the Raksasas’s king, afflicted, their eyes filled with tears, wailing in pain like
kuraris’.

21 Tato dharayam apatad yasodhara vicakravakeva ratharngasahvaya | Sanais ca tat tad vilalapa
viklava muhur muhur gadgadaruddhaya gira || ‘Then Yasodhara fell to the ground and moaned, like
the bird who is called after a part of the chariot [when] separated from her (fellow) cakravaka,
tenderly, desperately, about this and that, from time to time in broken babbling words’.

22 himahatanaliniva nastasobhd vyasanaparamparaya nipidyamana | sahacararahiteva cakravaki
Jjanakasuta krpanam dasam prapanna || ‘The daughter of King Janaka, whose beauty is lost, being
oppressed by a succession of disasters, like a lotus Killed by winter, has fallen into a miserable
condition like a cakravaki abandoned by her mate’.
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and an elephant without their respective male companions (hamsena hamsim iva

Viprayuktam tyaktam gajeneva vane karepum).

3.2.3 Adaptive reuse of upamanas belonging to the human semantic domain

The various means of transport that Asvaghosa uses as an upamana certainly fall
within the semantic domain of the human world.

For instance, in BC 1.21, the earth is shaken by Siddhartha’s birth, just as a boat is
shaken by the wind.

yasya prasitau girirajakild vatahata naur iva bhiis cacala |

sacandana cotpalapadmagarbha papata vrstir gaganad anabhrat ||

‘Upon his birth, the earth, whose pivot is the king of mountains, trembled like a ship struck by the
wind. A rain of sandalwood and filled with blue water-lilies and lotus flowers, fell from the cloudless
sky’.

UPAMEYA UPAMANA SADHARANADHARMA
bhith | nauh cacala

The upameya shares the common property of trembling (Vcal-) with the upamana
and Asvaghosa uses the upama in this stanza to signify an event so powerful that it
can shake the earth.

There are two instances in the epics of the image of a boat being struck by the
wind, for example in a war scene when the Pandava army is so frightened at the
sight of Bhisma that they start to tremble (MBh 6.45.48):

tam udyatam udiksyatha mahesvasam mahabalam |

samtrasta pandavi sena vatavegahateva nauly ||

‘The Pandava army, having caught sight of (Bhisma), that tall, mighty archer, of mighty strength,
trembled all over, like a ship struck by the wind’.

This sloka has the same sadharanadharma as the BC, i.e., samtrasta- ‘trembling
with fear’. In another passage, Sita, who is being held captive by Ravana’s women,

utters her misery (Ram 5.23.14):

esalpapunya krpana vinasisyamyandathavat |

samudramadhye naul pirna vayuvegair ivahata ||

‘Like this miserable (woman) of little virtue, with nobody to protect me, I shall perish, like a laden
ship in the middle of the ocean overturned by the attacks of wind”’.
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In this case, however, the sadharanadharma is the idea of perishing (Vsis-), and the
overall sense is of being left alone, with no way out in a hostile place, like a ship

stranded in the middle of the ocean (samudramadhya-).?®3

Another image of travel is found in SN 18.41, where Nanda (the upameya)
compares himself to a person (akrtartha- i.e., the upamana) who have dropped out

of the caravan if he had not been rescued by his family:

bhratra tvayd sreyasi daisikena pitra phalasthena tathaiva matra |

hato ‘bhavisyam yadi na vyamoksyam sarthat paribhrasta ivakrtarthah ||

‘I would have been destroyed, had I not been freed by you, who are my brother, a guide toward the
supreme good, by my father, who is in the fruit, and finally by my mother, like an unsuccessful
person falling down from the caravan’.

In the epics,?®* a traveller who has been left behind by his caravan is a common
upamda for the idea of being beyond help (Ram 3.58.31; 4.66.43) or trying to find a
way out of a situation (MBh 9.63.34). A similar idea to that of the SN stanza is
expressed by Kausalya, as she laments over the body of her husband (Ram 2.60.4):

263 Similarly, another occurrence where the ship is the upamana regards a small malopama included
in a passage where Sisupala tells Bhisma that the Kauravas have no chance of winning (MBh 2.38.3):
navi naur iva sambaddha yathandho vandham anviyat | tathabhuta hi kauravya bhisma yesam tvam
agranih || ‘Like a ship attached to another ship, or like a blind man following another blind man,
indeed such is the nature of the Kauravas, 0 Bhisma, of whom you are the leader’. There are two
upamanas that convey the idea of a situation with no way out: first, the abovementioned ship which
is imagined this time in the condition of being unable to move, second, a blind man who cannot be
guided by another blind man. In particular, the latter upamana is matched by BC 9.74, where
Siddhartha is arguing with the minister and the chaplain, who are trying to get him to return to the
palace: na me ksamam Samsayajam hi darsanam grahitum avyaktaparasparahatam | budhah
parapratyayato hi ko vrajej jano ‘ndhakare ‘ndha ivandhadesikah || ‘Indeed, it is not appropriate
for me to accept a doctrine, born of uncertainty, indiscriminately and mutually rendered null. Indeed,
what person awakened by faith could walk from the firm conviction of another into darkness, like a
blind man whose leader is a blind man?’. Asvaghosa seemingly combines two separated upamas
that convey the same image of man’s inability to change the present situation and adapts them
variously for use in his Mahakavya.

264 Feller (2018) recently devoted a study to the notion of travel in the MBh.
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vihdya mam gato ramo bharta ca svargato mama |

vipathe sarthahineva naham jivitum utsahe ||

‘After leaving me, Rama went away and my husband went to heaven, like a person who has been
abandoned by his caravan on a wrong path, | cannot bear to live (any longer)’.

Although the upameya and the upamana are the same, the concept is reversed.
Indeed, if Kausalya is lost because her son is exiled, her husband is dead and no one
can save her, Nanda instead acknowledges the exact opposite, that without his

family and especially his brother, he would have been lost.

In the final example, by comparing a woman’s womb to an unclean lake, the
Buddha reflects on the condition of human beings (BC 14.31):

ime ‘nye narakaprakhye garbhasamjfie ‘sucihrade |

upapannd manusyesu duskham archanti jantava ||

‘These other living beings produced in the impure lake called womb, resembling naraka hell, go
towards pain amongst men’.

UPAMEYA UPAMANA SADHARANADHARMA
' -hrade asuci-
| naraka-

garbha-

The stanza contains an upama in pada b which compares the womb (garbha-), i.e.,
the upameya, to a pool of water (hrada-) i.e., the upamana with which it shares the
property of being impure (asuci-), by means of samjiia- at the end of the compound
— which | interpret as a comparative marker. The upameya is also compared to a
second upamana which is naraka hell (narakaprakhya-).

Although these upamas are not recorded together in the epics, there are separate
occurrences.
For instance, naraka hell is the upamana for the mouth of the demoness Surasa,

who wants to eat Hanuman (Ram 5.1.150):

tad drstva vyaditam tv asyam vayuputrah sa buddhiman |

dirghajihvam surasaya sughoram narakopamam

sa samksipyatmanah kayam jimita iva marutih ||

[(...) babhivangusthamatrakah 151d]

‘But that intelligent Wind’s son (i.e., Hanuman), having seen Surasa’s mouth wide-open, endowed
with a long tongue, most terrible, resembling naraka hell, the Maruti, similar to a cloud,
compressed his own body [(...) becoming the size of a thumb]’.
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Whereas in MBh 13.117.27-28 the womb seems to be considered a repulsive place:

Jjatijanmajaraduhkhe nityam samsarasagare |

jantavah parivartante maranad udvijanti ca ||

garbhavasesu pacyante ksaramlakatukai rasaih |

mitraslesmapurisanam sparsais ca bhrsadarunaih ||

‘Living beings always wander about in that ocean of the samsara and they are frightened by death,
constantly [living] in the sorrow which is birth, existence, old age. They grow to maturity in those
abodes which are wombs, with acidic, salty and pungent liquids, (together) with urine, mucus and
faeces, with frequent and rough caresses’.

Ultimately, Asvaghosa once again combines two images that are not linked in the
epics and creates a new one that enhances an already familiar context, namely the
Buddhist concept of rebirth as a condition to be overturned, a concept that is also

present in Brahmanism.

On the other hand, as regards the human sphere par excellence, i.e., the city, in SN

1.42-43 a samsrsti describes the founding of the city of Kapilavastu:

[puram 41] saridvistirnaparikham spastaricitamahapatham |

Sailakalpamahavapram girivrajam ivaparam ||

pandurattala-sumukham suvibhaktantarapanam |

harmyamalapariksiptam kuksim himagirer iva ||

‘[The heroes founded a city], whose moat is broad like a river,?%® whose highway is fine and
straight,?%6 whose great rampart is equal to a mountain, which looked like another Girivraja, whose
white watchtowers are spectacular, whose market is well-distributed, encircled by a garland of
mansions, like the valley of mount Himalaya.?67

UPAMEYA UPAMANA SADHARANADHARMA ALAMKARA
irivrajam -
uram v.41 ‘ girivrajar . -
[p ] | kuksim himagirer - upama
-vapra Saila- maha-
parikha sarit vistirna- upamanasamasa

265 |t can mean ‘having a river as a vast rampart’- in this case there would be no upama — or ‘having
arampart as vast as a river’ as an upamanasamasa. Since we do not know exactly where Kapilavastu
was located, it is impossible to say whether it was a river that surrounded the city and acted as a
defensive rampart — or whether the river mentioned by Asvaghosa is just an upamana for gauging
the size of the rampart. since there are several upamanas in the stanza, | interpret it as an
upamanasamasa.

26 |ndeed, a city with an intricate but easily distinguishable layout. In particular, spasfa- means
‘open’, ‘blossomed’ with an obvious metaphorical sense, in fact, all words meaning ‘blossomed’ in
Sanskrit can also mean ‘evident’, ‘clear’, and even “distinguishable’.

267 Johnston (1928) and Passi (1895) propose a double sense for this last pada.
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In depicting Kapilavastu, Asvaghosa seems to have been inspired by another
famous description of a city, namely that of Indraprastha (MBh 1.199.29-36):

[pandavas 27a (...) nagaram mapayam asur 28c]

sagarapratiriapabhih parikhabhir alamkytam |

prakarepa ca sampannam divam avrtya tisthata ||

pandurabhra-prakasena hima-rasi-nibhena ca |

Susubhe tat purasrestham nagair bhogavatt yatha ||

dvipaksa-garuda-prakhyair dvarair ghora-pradarsanaih |

guptam abhra-caya-prakhyair gopurair mandaropamai# ||

vividhair ati-nirviddhaik sastropetaih susamvrtaih |

Saktibhis cavrtam tadd hi dvijihvair iva pannagaif |

talpais cabhyasikair yuktam susubhe yodha-raksitam ||

tiksnankusa-sataghnibhir yantra-jalais ca sobhitam |

ayasais ca mahdcakraih susubhe tat purottamam ||

suvibhakta-maha-rathyam devata-badhavarjitam |

virocamanam Vividhaik pandurair bhavanottamais ||

tat trivisrapa-samkasam indraprastham vyarocata |

meghavrndam ivakase vrddham vidyut-samavrtam ||

tatra ramye Subhe dese kauravyasya nivesanam |

Susubhe dhana-sampiirnam dhanadhyaksa-ksayopamam ||

‘[The Pandavas (...) built a city] adorned with moats similar to oceans, endowed with a steady
rampart which covered the sky, shining like white clouds and similar to a mass of snow, that
prominent city appeared to be Bhogavati, it was protected by means of snakes, by two-side gates
that resembled Garuda (with its two wings), by doors with a frightful appearance which looked like
a multitude of clouds, by manifold, extremely isolated town-gates equal to Mount Mandara,
furnished with weapons and kept most secret indeed, that excellent city appeared to be surrounded
by spears like double-tongued snakes and provided with more and more upper storeys, guarded by
warriors resplendent with sharp hooks and sataghnis and with multitudes of devices, (the town-
gates) appeared to be endowed with great wheels made of iron [it was] well-proportioned and fit for
great chariots, excluded from the molestation of deities radiant with manifold white excellent
mansions, this [city] that resembled Trivistapa was as famous as Indraprastha, full-grown like a mass
of clouds in the atmosphere, enveloped by lightning. There, in that splendid region, is where the
dwelling-place of the Kauravas appeared to be, filled with wealth, equal to the abode of the Overseer
of treasure (i.e., god Kubera)’.

Some of the elements in this kulaka, i.e., a combination of slokas that contains a
long sentence, appear to be a topos. For instance, the comparison of the city’s moats
with oceans or rivers, the city wall, or better its size with a mountain.

This comparison provides evidence of an intertextual relationship with the SN
stanza that is both rhetorical and stylistic: rhetorical because of the repetition of

similar alamkaras, and stylistic because of the way the stanza is structured.
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In summary, in this chapter | have attempted to show a more sophisticated level of
intertextual and intratextual dynamics that occurs between AsSvaghosa’s
Mahakavyas and the epic sources. That is, Asvaghosa’s intervention in the
reworking of the epic model involves rhetorical strategies aimed at reusing
asamasta-ripakas and asamasta-upamas that simultaneously explicitly allude to
the epic model while creating something new.

As far as the alamkara is concerned, this regards the upama far more than the
riipaka, since there are significantly more epic cross-references that match the BC
and SN stanzas. Furthermore, the variety of upamanas used in the epics and reused
by Asvaghosa indicates the author’s wide acquaintance with the epic background.
However, | have also tried to show how in some cases there is striking evidence of
rhetorical devices that would not be systematised until much later in the chronology
of the Kavya. This concerns the samsrsti in the context of stylistics, and the
samastavastuvisaya- and paramparita-ripaka- in the context of rhetoric. The
former is in the process of development, while the latter will be almost a millennium
away from recognition and systematisation. Yet, the fact that they are present not
only in the Asvaghosa but even in the epic text is certainly an important indication
of the stage of composition at which rhetorical elaboration may have reached.
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4. The reuse and active manipulation of the
logical structure of the alamkara as a mark

of a high degree of intertextuality

In this chapter I will discuss examples where intertextuality with the epic model is
realised not only in formal terms, but especially in terms of the logical structure of
the alamkara. In particular, | will first distinguish those analogies that are already
present in the epics as upamas or ripakas and which Asvaghosa transforms into
utpreksas®®® or which are elaborated by means of slesas (84.1).

On the other hand, I will discuss those analogies which already existed in the
epics as utpreksas and slesas (84.2).2%° Finally, 1 will discuss the reuse of the logical
structure containing the analogy, namely the upamas with a bimbapratibimba
relation. The latter is crucial and relevant evidence for the intertextuality hypothesis
on which this thesis is grounded (§ 4.3).

Indeed, intertextuality is not just a replica of what the epic had already produced,
but primarily a mechanism, by which the original is reworked. This demonstrates
how the Kavya literary style was actually based on the epic sources and inspired by

them.

268 porcher’s (1978: 101) explanation of the utpreksa is based on the term sambhavana ‘supposition’:
“ Il ne s’agit donc pas, dans I’utpreksa, de décrire seulement un fait linguistique, mais aussi de saisir
le processus psychologique dont il procéde: c’est bien ce qu’implique I’emploi du terme
sambhavana ™.

269 Porcher (1978: 45-46) examined the slesa in particular with regard to the common property that
binds an upamana and an upameya in an upama: *“ Plusieurs upama se caractérisent par la présence
d’un sadharanadharma fondé sur un slesa. En ce cas, la propriété commune n’est pas une qualité
appartenant réellement a I’'upameya et a I’upamana, elle n’existe qu’au niveau du signifiant, porteur
de deux signifiés différents. [...] Les possibilités linguistiques qu’offre le slesa permettent donc au
poete d’étendre le champ de I’upama, sans qu’il lui soit nécessaire de faire preuve d’un extréme
artifice ”. In this case the upama is called upamadaslesa or slesopama.
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4.1 MANIPULATION OF UPAMAS AND RUPAKAS BY MEANS OF SLESAS OR

TO TURN THEM INTO UTPREKSAS

Sometimes A$vaghosa is inspired by the epic model and brings his personal poetic
vision to it, manipulating an upama or a ripaka and turning it into an utpreksa. At
other times, however, he linguistically manipulates the alamkaras present in the
epic model, expanding their meaning by adding a second level of interpretation
where the epic source only had one. He does this by means of the slesa.?”

Since the slesa is a linguistic category, in saying that Asvaghosa elaborates an
ornament when he adds or draws on the slesa, | mean that by drawing on the latter
he is adding a reflective dimension about language itself to the simple analogy.
Indeed, in the Kavya literary style this dimension is a way of experimenting with
language. One of the purposes of Kavya is to make it possible to say things that are
not self-evident by means of language. On the contrary, the slesa is not commonly
found in the epics since the level of linguistic experimentation had yet to come into
being.

For instance, in BC 12.99, before attaining enlightenment, Siddhartha underwent
tremendous penances. These consumed him to the point that his skeleton was
visible (tvagasthisesa-), even though his moral and spiritual depth remained
unaltered (aksinagambhirya-), like the depth of the ocean (samudra-):

tvagasthiseso nihsesair medahpisitasonitaih |

ksino ‘py aksipagambhiryah samudra iva sa vyabhat ||

‘He (i.e., Siddhartha) to whom only his skin and bones were left, because his fat, his flesh and his
blood had disappeared entirely, even though he was diminished, shone like the ocean, both of
undiminished depth’.

UPAMEYA UPAMANA SADHARANADHARMA
sah (Siddhartha) | samudrah aksinagambhiryah

210 For the theoretical and diachronic issues relating to the slesa, | draw primarily on Bronner’s
(2010) comprehensive study of the mechanism of simultaneity “slesa (embrace), a term that
underscores the close merging of two descriptions or narratives in a single poem” (2010: 4). In
particular, he highlights the preliminary experimentation with “slesa-like devices” such as the
yamaka ‘twinning’ undertaken by A§vaghosa and his followers (2010: 21).
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In this stanza there is a slesopama, because gambhirya- has two senses, one of
which is the figurative sense that applies to the upameya, i.e., “depth of
personality”, and the other being the proper sense referring to the upamana, i.e.,
“depth in the physical sense”.
There is another kind of ornament. This is a virodha ‘contradiction’. In fact, the
stanza conveys a contradiction when it says that Siddhartha’s fat, skin, and bones
have diminished, but that his spiritual depth has not in fact diminished at all.

Unfortunately, the same combinations of ornaments are impossible to find in the
epics. In fact, what is a slesopama in the BC stanza appears as a simple upama in
the epic sources, often repeated as a formula in pada c. This is related to prominent
figures such as Bhisma (MBh 6.14.8)?, Drona (MBh 7.166.9), and Rama (Ram
1.1.16).27

The ocean is the common archetype for depth. However, when A§vaghosa uses
this archetype, he substantially reworks it, or rather uses it within the framework of
a very elaborate stanza in terms of Kavya. He plays with the duality of the actual

sense and the figurative sense in particular and achieves a slesa in terms of depth.

Moreover, in SN 4.8, Nanda and Sundari making love are compared with analogous
situations of extreme contentment through three utpreksas:

kandarparatyor iva laksyabhiitam pramodanandyor iva nidabhiitam |

praharsatusgyor iva patrabhiitam dvandvam saharamsta madandhabhiitam ||

‘The couple (i.e., Sundari and Nanda) found delight in each other, as if they were the symbol of
Kandarpa and Rati,?”® as if they were a nest of pleasure and joy, as if they were a cup of extreme
pleasure and satisfaction — they were blind with excitement’.

21 mahendrasadrsah Saurye sthairye ca himavan iva | samudra iva gambhirye sahisputve
dharasamah || [...] *dya paiicalyena nipatitah 9d || ‘[Bhisma] similar to the great Indra in heroism
and steadfastness like the Himalayas, like the ocean in depth, in patience equal to the earth, [...]
today he was struck down by the Paficala (i.e., Drupada)’.

212 sa ca sarvagupopetah kausalyanandavardhanah | samudra iva gambhirye dhairyepa
himavan iva || ‘And he (i.e., Rama), endowed with all qualities, who enhances the joy of (his mother)
Kausalya, is like the ocean in depth, like the Himalayas in steadfastness’.

23 The god Kama and his wife Rati, the embodiment of lust, see Johnston (1928: 20-21 n.8): “I can
find no reference to explain the pairs, Pramoda and Nandi, and Praharsa and Tuisti. The nearest
parallel is MBh. i, 2596-7, of the three sons of Dharma and their wives, Sama and Prapti, Kama and
Rati, Harsa and Nanda. The new Poona edition, i. 60, 32, reads Nandi for Nanda an suggests the
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As we have seen above (83.1), bhiita- at the end of the compound is not a
comparison marker — as it was in Vedic sources. | also read madandhabiita- as an
utpreksa, since iva appears throughout the stanza, except in the last verse, and | thus
interpret it as being implied.

Moreover, there is a parallelism between pramodanandyor iva nidabhiitam and
madandhabhiitam which must be seen as an apposition to dvandvam. In fact,
andha- can refer to one or more people.

In the epics, these compounds are never recorded together. However,
laksyabhiita- and particularly patrabhiita- are followed by the genitive case. For
example, the compound laksyabhiita- appears twice to indicate an animal of prey:
once in a passage in the chapter where Arjuna meets Siva in the form of a kirdta
(MBh 3.40.22), and once when Arjuna shoots a crocodile during the period when
he was one of Drona‘s disciples (MBh 1.123.46).

Instead, patrabhiita- is used to refer to Vi§vamitra on two occasions, first, when

King lksvaku welcomes him (Ram 1.17.34), and second, when Indra showed
himself to him (Ram 1.25.19).
Although there is no evidence of the compound nidabhiita-, | did find an occurrence
of nidhana® in a passage which, from a rhetorical point of view, contains a
malopama. This is a sloka in which Astika praises Janamejaya, i.e., the upameya
(MBh 1.50.15):

[tvam va raja dharmarajo yamo va 11d]

yamo yatha dharmaviniscayajnah Krsno yatha sarvagunopapannal |

Sriyam nivaso ‘si yathd vasiunam nidhanabhiito ‘si tatha kratinam ||

‘[You are king Dharmaraja or Yama], you are like Yama, familiar with the resolution of dharma,
like Krsna you are endowed with every quality, and you are home to prosperity, you are a treasure-
chest of goods as well as rituals’.

possibility that Priti should be substituted for Prapti; these changes bring the parallel closer. Possibly
the three pairs symbolize kama, artha, and dharma respectively, showing the perfection of their
love”. Johnston’s particular reference is to MBh 1.60.32, where Dharma and his three sons are listed.
The passage is part of a larger section in which Vaisampayana tells Janamejaya about the origins of
the gods.
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Here nidhana® can be interpreted as an asamastariipaka which ends the verse after
a series of upamas. In particular, it can be seen how Asvaghosa manipulates a
simple riapaka in the MBh, transforming it into an utpreksa, that is the identification
of Janamejaya with a kind of treasure (nidhana-). Indeed, to compare a prominent
figure with a receptacle or container for something precious is a topos. And what
could be more precious than Nanda and Sundari’s love for each other?

In this way, A$vaghosa succeeds in reviving metaphorical structures already
present in the epics, combining them stylistically into a climax and ultimately

displaying his poetic vision.
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4.2 THE REUSE OF EPIC INSTANCES INTERPRETABLE AS UTPREKSAS,

AND EVIDENCE OF EPIC SLESOPAMAS

The first utpreksa to be considered in this survey is the adverbial compound
vayasyavat, meaning ‘as if to a peer’. It is used in reference to Siddhartha’s horse
Kanthaka in BC 6.54:

jalina svastikankena cakramadhyena panind |

amamarsa kumaras tam babhdse ca vayasyavat ||

‘With his webbed hands, bearing the mark of the swastika and a wheel in the middle, the prince
caressed Kanthaka and spoke to him as if to a peer’.

UPAMEYA UPAMANA SADHARANADHARMA
tam (=Kanthaka) | vayasya- babhase

The masculine noun vyayasya- is the upamana and appears as the first constituent
of the adverbial compound formed with the affix -vat.

Technically speaking, the reading of this compound as an utpreksa or as a
samasopama depends on whether it is considered as referring to the object, i.e.,
Kanthaka, or to the subject, i.e., Siddhartha, respectively. In fact, Johnston (1936:
88 n.54) relates it to the object, noting that “according to tradition Kanthaka was
born on the same day as the Buddha, hence vayasyavat is significant”, and
representative of the friendly behaviour he shows towards the animal. A familiar
relationship, which is further emphasised by the explicit mention of the
sadharanadharma, i.e., babhase ‘[Siddhartha] spoke’ (Vbhds-).

While the Ram does not seem to attest to this ornament, I have been able to find

two instances of it in the MBh.2”* The reference is specifically to Krsna and the

214 yayasyavat occurs once more in the sabha context, where the Pandavas are depicted greeting
each other (MBh 5.46.16), although in this case it means ‘according to X age’ and therefore is not
relevant. Extending the research to the semantic concept ‘friend’ + -vat offers several results, which
record two similar compounds, namely mitravat, regarding prey and predators playing together as
friends (kridanti [...] mitravat MBh 13.14.42), employed as an upama; and sakhivat referring to Sita
diving into the Mandakini river as if it were a friend (sakhivac ca vigahasva Ram 2.89.14), which
Pollock translates as an utpreksa (Goldman 1986: 271). Although these references certainly show
an interesting usage of such a compound, they are however irrelevant to the intertextuality.
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Vrsnis who are bringing a bridal gift to Arjuna and Subhadra’s wedding, and
Yudhisthira who is welcoming them (MBh 1.213.39):

[dharmarajo yudhisthirah 38b]

guruvat pajayam asa kams cit kams cid vayasyavat |

kams cid abhyavadat premna kais cid apy abhivaditah ||

‘[King Dharma Yudhisthira] honoured some [of the Vrsnis] as if they were gurus, others as if they
were peers; he greeted some with affection, and others he greeted with respect’.

Again, the ornament is used to refer to the objects (i.e., kan in anaphoric repetition
in padas a-c). The comparison with the MBh therefore shows that A§vaghosa is
simply reusing this ornament, which appears in the epic sources in official public
contexts in which one’s social role must be displayed.

He also uses it as an attribute of the relationship between Siddhartha and Kanthaka

in an intimate moment rather than a public one, which gives it a deeper meaning.

In the next example, Siddhartha is surrounded by concubines because his father’s
intention is indeed to prevent him from renouncing the kingdom. In particular, a
woman tries to seduce Siddhartha by drawing his attention to different kinds of
attractive trees, in a series of stanzas which include the following passage (BC
4.45):

asoko drsyatam esa kamisokavivardhanah |

ruvanti bhramara yatra dahyamand ivagnind ||

‘Behold this “Not-causing-pain” tree?’® that increases a lover’s pain. There, big black bees buzz as
if they were being burnt by fire’.

The passive imperative in pada a is used anaphorically in its meaning. In fact, \pas-
is used, in stanzas 44 and 47 while \drs- is employed in stanzas 45-46. This is
indeed a variatio of two verbal roots of equivalent meaning, i.e., ‘to behold’, ‘to
see’, which convey an explicit idea of duty that must be done.

As Johnston (1936: 51 n.45) observes, “the last pada refers to the colour of the

flowers, and suggests the fire of love, by which even the bees seem to be burnt”.

215 The Asoka tree. I deliberately chose to translate the indigenous name of the tree to better render
the translation of the etymological play a-sokal/soka, which would have been lost, if the original had
been favoured.
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The same pada occurs in a passage that refers to Karpa, in a war scene where
Yudhisthira is trying to kill him (MBh 7.158.53):

tam drstva sahasa yantam sitaputrajighamsaya |

Sokopahatasamkalpam dahyamanam ivagnina |

abhigamyabravid vyaso dharmaputram yudhisthiram ||

‘After having seen him suddenly move with the intention of killing the sun’s son (i.e., Karna) whose
impulses were affected by pain and was as if he were burnt by fire, after having gone to meet him,
Vyasa spoke to Yudhisthira, Dharma’s son’.

The last part of the verse is the same, namely agni- in the instrumental case. There
is however a difference in the verbal root, i.e., this noun is inflected in the accusative
case instead of in the instrumental.

The sense in which the analogy is used is also different. While the MBh alludes to
the fire of anger to be unleashed in war, the BC alludes to the fire of love — which

for Siddhartha is indeed a war.

In the fifth hymn Siddhartha is surrounded by women who wish to seduce him,
well-known for its similarity to the section of the Ram in which Hanuman enters
Ravana‘s harem.

More specifically, Asvaghosa describes the sleeping women as if they were dead
(gatasukalpa- BC 5.60):

vyapaviddhavibhiisanasrajo ‘nya visrtagranthanavasaso visamjiah |

animilitasuklaniscalaksyo na virejuh sayita gatasukalpah ||

‘Some did not look well, with their jewellery and garlands cast aside, the knots in their robes untied,
lying as if their breath had been taken away, their eyes unmoving and with their white showing’.

The interpretation of gatasukalpa as an utpreksa may be a matter of debate. Indeed,
according to the literary theoreticians, kalpa- at the end of the compound is a mark
of comparison, and thus technically recognised as proper to the upama, as noted (8§
2.1). This seems to be an inconsistency.

In truth, the interpretation depends on the nature of garasu-: if it is understood as
an adjective, then it is a utpreksa (i.e., ‘as if they were dead’); if instead it is
understood as a noun, then it is a comparison (i.e., gatasu-: ‘a being whose life has

passed away’). In this context, gatasu- can actually be analysed as an adjective.
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In the epics, this utpreksa occurs twice: once in the MBh summary of the Ram
mentioned above, when Rama rejects Sita since he doubts her chastity seeing that
she had been abducted by Ravana (MBh 3.275.16):

tatas te harayah sarve tac chrutva ramabhasitam |

gatasukalpa niscesta babhiivuh sahalaksmanah ||

“Then all the monkeys, having heard Rama’s speech, together with Laksmana became motionless,
as if their breath had been taken away’.

There is also a time when Sita, who had been abducted and now finds herself in

Ravana’s harem, is amazed by the sight of Hanuman (Ram 5.30.3):

sa tam samiksyaiva bhysam visamjia gatasukalpeva babhiiva sitd |

cirena samjiiam pratilabhya caiva vicintayamdsa visalanetra ||

‘Indeed, Sita, having noticed him, fell nearly unconscious as if her breath had been taken away
and after a long time, having recovered consciousness, indeed, (she), whose eyes were large, started
pondering’.

It is noticeable that this expression is repeated throughout the epics, mainly to
express surprise, freezing the character for a moment and making him/her almost
stop breathing for a moment as if he or she were dead. In some cases, this may be
due to negative emotions such as those felt by Laksmana and the monkeys on
hearing of Sita‘s disgrace. In other cases, it may be due to positive feelings — as in
the case of Sita herself when she unexpectedly sees Hanuman’s kind face.
However Asvaghosa does more than this: in the case of the BC, it is the act of
sleeping, and thus of being unconscious, that makes the women resemble a dead

body,?’® more than any negative or positive emotions.

SN 4.41 depicts moments of marital intimacy between Nanda and Sundari before
he leaves her to embark on his path of conversion and once again provides us with

a description of a female body, which in this case is a pleasing one:

278 This is strikingly reminiscent of Brhadaranyaka Upanisad chapter four, where there is a debate
about whether being asleep is the same as being dead. This suggests that A§vaghosa may indeed
have been acquainted with such topics.

165



4. The reuse and active manipulation of the logical structure of the alamkara as a mark of
a high degree of intertextuality

chatodarim pinapayodharorum sa sundarim rukmadarim ivadreh |

kaksena pasyan na tatarpa nandah pibann ivaikena jalam karena ||

‘He glanced at SundarT who was like a golden mountain crevice, whose belly <interior> is flat,
with plentiful breasts and thighs <heavy like plentiful clouds>, Nanda was not satisfied as [one is
not satisfied] drinking water with just one hand’.

UPAMEYA UPAMANA
sundarim -darim rukmadarim

The stanza is a difficult and somewhat puzzling one. It actually contains a
slesopama in which there is a different meaning in the upameya (Sundari) and in

the upamana for the former and the other for the latter, as can be seen below:

MEANINGS FOR EPITHETS MEANINGS FOR THE SADHARANADHARMA
THE UPAMEYA UPAMANA

‘belly’ | udarim ‘cavity’/’interior’ chata-

‘breasts’ | payodhara- ‘cloud’ _

‘thigh’ | wrum / urum ‘large/spacious’ pwna

Since there is a slesopama conveyed by the alliteration (anuprasa) of the syllables
-dara/dari-, the compounds have two meanings, one for Sundari, the other for the
mountain crevice.
In this case, the general meaning is as follows:

(1) Sundari: ‘with plentiful breasts and thighs (iru-)’;

(2) crevice: ‘made heavy (uru-) by plentiful clouds’.

Although there is no evidence that they were combined in the epics, the two
ornaments are found separately.

Another commonly occurring image is the idea of the satisfaction gained from
drinking expressed by an utpreksa. In one passage, for example, Angiras can drink
water as if it were milk, but he never feels satisfied (MBh 13.138.3b-4).2"’

217 [...] apibat tejasa hy apah svayam evangirah pura || sa tah piban Ksiram iva natrpyata
mahatapah | apirayan mahaughena mahim sarvam ca parthiva || ‘[...] Once upon a time Angiras
drank the waters by his (ascetic) splendour. That great ascetic, as if drinking milk, was not satiated
with them. O ruler, he filled the whole earth with a great stream of water’.
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Even more important, however, there is an example that repeats the same idea
of dissatisfaction conveyed by the utpreksa in the SN. It is actually Samtanu who

delights in observing Ganga, and feels incredibly attracted to her (MBh 1.92.28):

tam drstva hrstaromabhid vismito rapasampada |

pibann iva ca netrabhyam natrpyata naradhipah ||

*After seeing Ganga, Samtanu‘s body hair stood on end, amazed by the perfection of her form, and
as if he were feasting on [her perfection] with his eyes, that king of men was not satisfied’.

The same verbal construction of the negation na accompanied by the verbal root
trp- returns, although the idea is slightly different in the SN. Both men are attracted
to their respective partners. In Nanda’s case, the utpreksa is more specific and
evocative because his dissatisfaction is equivalent to drinking water with just one
hand, whereas in MBh it is more of than a hyperbolic remark.

Nevertheless, A§vaghosa uses the same utpreksa as a formula in BC 4.3 (with the
root \pd- conjugated in the present indicative) and in BC 12.4, showing that he is
aware of the image of feasting on a woman’s perfection with the eyes to express
dissatisfaction.

The praise of women’s breasts or thighs found in the slesopama is common in
poetry. What might be more striking evidence of intertextuality is an upama
between breasts and thighs as the upameya and a crevice in the mountain as the
upamana. In actual fact, this upama is original and does not appear in the epic
sources.

However, in a verse excised from the MBh Critical Edition, in Draupadi’s
description, there is a similarly constructed slesopama, but the upamana here is a
lotus instead of a mountain (MBh 1.155.41-42):

kumari capi pancalt vedimadhyat samutthita |

subhaga darsaniyangi vedimadhya manorama ||

Syama padmapalasakst nilakuficitamirdhaja |

< tamratunganakht subhris carupinapayodhara | > *1697.1 after 1.155.42

manusam Vvigraham Krtva saksad amaravarnini ||

‘And (Draupadi) the princess of the Paficalas, rose from the centre of the vedi?’®. She was beautiful,
with marvellous limbs, with the centre (of her body i.e., the waist) like the vedi, attractive, dark-
complexioned, whose eyes are lotus petals, whose hair is [wavy like] a curved lotus, <whose nails

278 Name of the sacrificial altar.

167



4. The reuse and active manipulation of the logical structure of the alamkara as a mark of
a high degree of intertextuality

are red and long < are the long [petals of] a red lotus>, with beautiful eyebrows, with plentiful
breasts >, with the appearance of an immortal, having manifestly rendered her human form’.

Draupadi’s physical appearance is alluded to in both slokas, the first of which even
has a lafanuprasa:

- In pada 41b the tatpurusa compound vedi-madhyat in the ablative has the
function of a complement of location, that is ‘from the centre of the vedi
(i.e., the altar)’;

- In pada 41d the same compound vedimadhya is now employed as a
karmadharaya hence it is a bahuvrihi in relation to parcalr, i.e., ‘having a
waist similar to the vedi’.

In the translation | have tried to do justice to the ornament by making use of the
same words.

In conclusion, A§vaghosa once again demonstrates a certain knowledge of the

epic model by reworking complex ornaments in terms of the logic of the context,

and implicit or explicit double meanings.

Let us now turn to the description in BC 8.37 of the women’s apartments in the
palace. Here the grief at Siddhartha’s departure is translated into the women’s
weeping and wailing. It echoes through the rooms as if the palace itself had a voice

(nisvana-):

imas ca viksiptavigankabahavah prasaktaparavatadirghanisvanah |

vinakrtds tena sahavarodhanair bhrsam rudantiva vimanaparnktayah ||

‘And these rows of palaces, casting up arms which were their pinnacles, emitting a long lament
which was that of doves in love, deprived of him, were as if they were weeping, together with the
women of the inner apartments’.

The image of mourning is embodied in the building that comes to life as if it were
a person in mourning. Indeed, the pinnacles of the palaces are identified with the
raised arms of a bereaved person (viksiptavirankabahavah), and the overall
impression is that of tears echoing through the rooms, as if the entire palace itself
were crying (\rud-). It is obvious that only living beings have a voice, but the
illusion that buildings can make themselves heard is created by the crying of the

women inside.
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The same utpreksa occurs in the epics. It is often associated with the sounds of
animals (rudantiva MBh 5.136.22), or with pleading for the mercy of an opposing
military faction (rudann iva MBh 12.103.34). On one occasion it is used to describe
Bhima’s irrational behaviour in seeking revenge in the face of possible war (MBh
5.73.10).

But in only two instances is it used in contexts similar to that of the BC: in the
first of these, the exiled Rama speaks to Saumitri while they are standing on the
banks of the Tamasa, (Ram 2.41.3):

pasya sinyany aranyani rudantiva Samantatas |

yathanilayam ayadbhir nilinani mrgadvijaif ||

‘Look (Saumitri) at the empty forests, as if they were weeping all around, with animals and birds,
each in its own nest’.

In the second and most relevant example, Sita has vanished and Rama is looking

around in bewilderment (Ram 3.58.6):

[dadarsa parnasalam 5a]

rudantam iva vyksais ca mlanapuspamyrgadvijam |

Sriya vihinam vidhvastam samtyaktavanadaivatam ||

‘[(Rama) saw the dwelling] (which was) as if it were weeping with its (rustling) trees, with its
vanished birds, animals and flowers, deprived of splendour, it was falling apart, the forest deities
had abandoned it’.

Both examples are relevant to intertextuality because they contain an utpreksa
conveying the image of the forest, that is, an inanimate object that appears to be
crying and is capable of feeling in exactly the same way as a living being does.

Thus, Aévaghosa reuses an idea that was already present in the epics.?’

Let us now turn to the verses devoted to Nanda’s lamentations as he struggles to

adjust to his conversion (SN 7.49):

YO nikSrtas ca na ca nihSrtakamaragah kagayam udvahati yo na ca nigskasayal |

patram bibharti ca gunair na ca patrabhito lingam vahann api sa naiva grhi na bhiksuh ||
‘And he who has departed but whose desire and passion have not departed (from him), he who
wears the brown robe but is not free from the robe of impurities, and he who carries the

279 This is consistent with the logical aspect of the alamkara: the secondary denotation (laksana
Gerow 1971: 44) is imposed when direct denotation (abidha Ingalls 1990: 13) is made impossible.
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vessel but has not become a vessel with virtues (inside it), even if he bears the mark, he is neither
a householder nor a beggar’.

This is a lexicalisation of the moral sense of kasaya-. In fact, all the words that mean
‘dirt’ also mean ‘moral impurity’, ‘vice’, ‘passion’. Here it is likely that the two
meanings are actualised by means of a slesa.

But the most important point lies elsewhere: in fact, the word kasaya-, whose
first meaning is ‘yellowish and red’, i.e., the colour of ascetic garments, is
synonymous with the adjective kasaya — here used as a noun. Thus, pada b could
be read as ‘[he who] wears the yellow and red garment and is not without the
[colour] yellow and red’, but since this would be a repetition, the reader is obliged
to look for another sense of the word kasaya in nis-kasayah.?%°

In fact, only one epic passage contains the same s/esa as the one found in the SN
verse, although kasaya occurs eleven times in the MBh and twice in the Ram. This
is a passage which has been recognised (Brockington 1998: 241) as containing

references to the sannyasin, i.e., the renunciant ascetic (MBh 12.18.33):

aniskasaye kasayam thartham iti viddhi tat |

dharmadhvajanam mupdanam vrttyartham iti me mati? ||

‘Know that the brown robe on (a person) unfree from impurities, in this case it is his purpose: it
is for the sake of livelihood of those bald people, who use dharma as their banner — this is my
thought’.

Here Arjuna uses the same pun on the word kasaya- to warn Yudhisthira not to
accept Janaka’s misconduct.

Grammatically speaking, kasaya- is in the accusative case here as it is in the SN
stanza, while the noun aniskasaya- is used in the locative case. The two terms occur

in pada a, while in SN they occurs in pada b.

20 One could use Anandavardhana‘s more recent concepts of slesopanitdlamkara and
Sabdasaktimitladhvani, which concern the descriptive model that makes it possible to describe the
etymological pun. So, we could also add that in these verses there is a virodhadhvani — which is only
implied since there is no api — based on a slesa.

170



4. The reuse and active manipulation of the logical structure of the alamkara as a mark of
a high degree of intertextuality

This clearly indicates that A$vaghosa was referring directly to this passage,®!
reusing the same ornamentation in the same context: Nanda must consider ridding
himself of all moral impurity before he puts on the brown robe, that is, before he
becomes an ascetic. In a similar way, before Yudhisthira can conquer the heavenly

worlds (MBh 12.18.34), he must conquer his senses.

In the next example, Siddhartha is about to leave the hermitage which causes
confusion among the ascetics. Sensing his ascetic power, they want him to stay with
them (BC 7.38):

tvayy agate pirpa ivasramo ‘bhit sampadyate sanya eva prayate |

tasmad imam Narhasi tata hatum jijivisor deham ivestam ayuh ||

‘After you arrived, the hermitage became as if it were full 22 indeed after you left it will turn into
a desert.?® Therefore, O dear one, please do not abandon it, no more than desired life [abandons]
the body of one who is eager to live’.

UPAMEYA UPAMANA SADHARANADHARMA
(tvam) (=Siddhartha) | ayuh na arhasi hatum
imam (= asramam) | jijivisor deham -

From a rhetorical point of view, the stanza contains an wupama with a
bimbapratibimba relation that regards a comparison between Siddhartha, who must
not leave the hermitage, and life (ayuk), which must not abandon the body of
someone who wishes to live (jijivisor deham). However, there are no epic
attestations of this upama.

Instead, the same concept expressed by utpreksa also appears, albeit in a

different form, in the cosmogonic text known as the Sukanuprasna (Brockington

281 |nterestingly, Tokunaga (2006: 139) cites MBh 12.18.29-33 as a passage that corresponds to BC
9.18cd, for both deal with the motif of how being a sramana “is a fake”, under the broader
perspective of objections to Sramanism that are common to both the BC and the MBh (cf. also
footnotes 36, 73, 153, 194).

282 The passage indicates that Siddhartha has not yet left, and so the words are spoken in an attempt
to persuade him not to go. Thus, the aorist abhiit is contrasted with the present sampadyate.

283 Because it is an adjective, sinya- cannot be considered an upamana. Perhaps it could be an
atisayokti, not in the sense of metaphor in absentia, but in the sense of exaggeration, i.e., a hyperbole.
However, this meaning is only suggested, since the hermitage is not really sinya-, for there are other
ascetics there.
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1998: 306), when Vyasa is teaching his son Suka about the qualities of a Brahmin
(MBh 12.237.11):

yena pirpam ivakasam bhavaty ekena sarvada |

Sianyam yena janakirnam tam deva brahmanam viduf ||

“The one through whom, alone, an empty space always seems as if it were full (and) through
whom a place full of people is made to seem as if it were empty, the gods recognise him as a
Brahmin’.

Reading sunyam as an attribute ‘making a place full of people seem empty’ is
central to the parallelism of this sloka with the BC. That is, just as in the BC the
asrama after Siddhartha’s departure seems to be deserted even though it is inhabited
by hermits, when the Brahmin leaves a place that is full of people that place seems
empty. This obviously states exactly the opposite of the BC, but the idea is still the
same: the sense of the pada is that a place full of people is empty and vice versa.
Once again, Asvaghosa makes use of a pre-existing epic utpreksa, this time

inverting the two central concepts to better suit his rhetoric.
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4.3 EVIDENCE OF THE BIMBAPRATIBIMBA RELATION IN THE ADAPTIVE

REUSE OF THE LOGICAL STRUCTURE OF THE UPAMA

Let us now concentrate on the main argument of the intertextuality hypothesis, that
is, on the bimbapratibimba relation as it is applied to the upamas. This concept,
which focuses primarily on the sadharanadharma shared by an upameya and an
upamana, was developed by Mammata and analysed in depth by Porcher (1978:
35-38). That is, the common property involves an implicit analogy whereby the
property of a pair of upamanas (bimba, ‘reflected object’) is linked to that of their
counterpart, i.e., a pair of upameyas (pratibimba, ‘reflected image’).?®* Indeed, it is
this implied and not explicitly stated relation that constitutes the actual
sadharanadharma.

Given this necessary technical premise, | will proceed by reviewing the selected
examples from A$vaghosa’s Mahakavyas in which such a relation is involved, and

which can also be found in the epic cross-references.

4.3.1 upamanas belonging to the human semantic domain

In this first example, Chandaka, Siddhartha’s charioteer, tries to persuade him to
return to the palace. He appeals to Siddhartha’s feelings for his own mother, who
would be deeply saddened to learn of his departure (BC 6.32):

284 See Porcher (1978: 35): « Cette double formulation du sadharanadharma explique la
dénomination bimbapratibimba attribuée a cette relation (« de reflet a chose reflétée »). Aucun terme
explicite ne met en rapport les référents auxquels renvoient les deux expressions. Cependant,
I’analogie implicite qu’elles font surgir a I’esprit vient renforcer, au méme titre qu’une propriété
commune formulée univoquement [...] .
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samvardhanaparisrantam dvitiyam tam ca mataram |

devim narhasi vismartum Krtaghna iva satkriyam ||

‘Please do not forget the queen, your second mother, who exhausted [all her energy] in raising you,
just as an ingrate [forgets] those who have treated him kindly’.

UPAMEYA SADHARANADHARMA UPAMANA
(Siddhartha) \ vismartum krtaghna
devim | satkriyam

The syntactic relationship that links the upameyas, namely Siddhartha as the kartr
and his mother, the queen, as the object, is perfectly mirrored in the upamanas. The
two upameyas and the upamanas, in fact linked by the common property that is the
command narhasi vismartum ‘do not forget’: at the same time, Siddhartha should
not forget his mother, just as an ungrateful person (krtaghna-) should not forget the
kind treatment (satkriya-) he or she has received.

Similarly in the epic model, in a passage where Sugriva comforts the grieving

Rama, the same relation appears once again (Ram 6.2.2):

Kim tvam samtapyase vira yathanyah prakrtastatha |

maivam bhiis tyaja samtapam Krtaghna iva sauhrdam ||

‘Why are you afflicted, o hero, like an ordinary peasant? Do not be like that! Abandon affliction,
just as an ingrate [abandons] friendship’.

UPAMEYA SADHARANADHARMA UPAMANA
tvam (=Rama) \ . krtaghna
b tyaja
samtapam \ sauhydam

The first thing to note is that the formula occupies the same position in pada d in
the Ram as it does in the BC, with a variation concerning the word sauhrda-
“friendship’ instead of satkriya- ‘good action’. However, the same metrical rhythm
(i.e., anusrubh) and, above all, the same syntactic relationship are maintained.

In fact, both passages contain an admonition: in the Ram, Rama is exhorted to
abandon (Vtyaj-) sorrow, while in the BC, Siddhartha is warned not to forget (vi-
smpr-) his mother.

In both cases, they are being compared to an ungrateful person, even though the
rhetorical result is the opposite. Indeed, while the BC comparison has a negative
connotation, i.e., undesirable conduct that must not be imitated (= Siddhartha must
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not act like an ingrate), the Ram comparison is positive, i.e., negative behaviour
that must be imitated (= Rama must act like an ingrate).

Indeed, an ingrate is a rather inappropriate upamana for Siddhartha. But a
Buddhist reader will certainly be aware of Siddhartha’s future enlightenment.
Chandaka, as a character, cannot possibly have been aware of this at this point in
the text. It is therefore possible that A§vaghosa borrowed this image from the epics

and turned it into a positive reminder of what is worth emulating in an ingrate.

Siddhartha responds to Chandaka’s concerns a few stanzas later in the text. He is
patient in his explanation of why he has no intention of changing his mind (BC
9.39):

rajyam mumuksur mayi yac ca raja tad apy udaram sadrsam pitus ca |

pratigrahitum mama na ksamam tu lobhad apathyannam ivaturasya ||

‘And the fact that the king is eager to hand over the kingdom to me, this is also a noble thing and fit
for a father, but it is not permissible for me to accept (it) due to cupidity, like food unsuitable for a
sick person’.

UPAMEYA SADHARANADHARMA UPAMANA
rajyam ‘ apathyannam
mama (=Siddhartha) ‘ aturasya

pratigrahitum

The main idea conveyed by this comparison is that Siddhartha clearly states that he
cannot accept the kingdom just as a sick person cannot accept food that is not
healthy (apathya annam lit. ‘non-edible food’). This is achieved through the
bimbapratibimba relation between the reflected image, i.e., the pratibimba as the
pair of upameyas (Siddhartha and the kingdom) and the reflected object (bimba)
conveyed by the pair of upamanas (a sick person and improper food), established
through the action of not accepting something (prati-Vgrah-)?.

In the MBh, in a passage where Vidura explains to the Pandavas how his
message to Dhrtarastra did not have the desired effect, there is a similar upama with
the bimbapratibimba relation (MBh 3.6.14):

285 For the intricacies associated with the semantics of acceptance and gift, see Candotti, Pontillo’s
(2016; 2019) excursus, which focuses on tracing the ancient Vedic matrix of pratigraha-.
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param sreyah pandaveya mayoktam na me tac ca Srutavan ambikeyah |
yathaturasyeva hi pathyam annam na rocate smasya tad ucyamanam ||
‘O sons of Pandu, I said what is the best, and Ambika’s son did not listen to me. Indeed, just as
proper food is not pleasing to a sick (person), neither were these words of mine (pleasing) to him’.

UPAMEYA SADHARANADHARMA UPAMANA
tad ucyamanam \ pathyam annam
na rocate _
asya ‘ aturasya

The focus of the upama is that Vidura‘s words did not please Dhrtarastra, just as
healthy (pathya-) food does not please (\ruc-) a sick person.

So, the idea in the MBh is based on the concept of something that, albeit
unpalatable, could be effective if consumed, whereas the notion voiced in the BC
verse is slightly different: no matter how desirable the kingdom is, Siddhartha
cannot accept it, just as a sick person cannot succumb to eating something which
might harm him or her (a-pathya- lit. ‘unsuitable’).

Once again, Asvaghosa reuses the same bimbapratibimba relation by repeating
its logical and syntactic structure. However, he changes the basic idea by shifting
the semantics of the action conveyed by the verbal roots, i.e., (na) Vruc- > (na)
prati-Vgrah-, and by denying the notion conveyed by the objects, i.e., pathya-> a-
pathya-.

Moreover, in the following passage, a monk instructs Nanda about the different
types of intoxication that affect human beings. The monk employs examples of

mythical characters and the challenges they faced (SN 9.18):

kva tad balam kamsavikarsino hares turangarajasya putavabhedinah |

yam ekabanena nijaghnivan jarah kramagata ripam ivottamam jara ||

‘Where is this power of Hari, the slayer of Kamsa,?® the destroyer of the horse-king’s hooves, whom
Jaras struck with a single arrow, just as gradually coming old-age [strikes] the utmost beauty?’

UPAMEYA SADHARANADHARMA UPAMANA
Jjarah (pada c) ‘ niiaehnivan jarah (pada d)
yam (Krsna) \ /a8 rupam

286 Son of Ugrasena, king of Mathura, enemy of Krsna.
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The monk states that Krsna’s power proved ephemeral when he faced the hunter
Jara. He did indeed strike Krsna, just as age (jara-) eventually destroys (ni-Vian-)
beauty (ripa-). The hunter’s name and the word used for ‘age’ form a lazanuprasa.
This effectively concludes the verse.

Almost the same formulation is found in a passage in the MBh where Vidura
and Dhrtarastra are talking about Dharma and Artha (MBh 5.34.12):

na rajyam praptam ity eva vartitavyam asampratam |

Sriyam hy avinayo hanti jara rapam ivottamam ||

‘In fact, one should not have the improper thought that “the dominion is attained”; indeed, modesty
strikes glory as old age strikes the greatest beauty’.

UPAMEYA SADHARANADHARMA UPAMANA
avinaya . jarda
.. y ‘ hanti Jarah
Srivam \ rupam

In this passage the pairs of MBh upameyas are conceptually similar to the upameyas
in the BC stanza. Even the sadharanadharma is the same, namely the verbal root
(vhan-). The idea that nothing is certain and lasts forever is implicit in the logical
relationship that links the pratibimba, the reflected image (i.e., the upameyas) to
the bimba, the reflected object (i.e., upamanas). The comparison between the two
texts, is also facilitated by a similar word order that is mainly due to prosody since
Asvaghosa composed his stanza in a different metre.

Ultimately, the use of the juxtaposition of age and beauty in both passages points
to the same basic idea of temporary power that cannot be maintained, be it that of a
warrior (i.e., hari- Krsna) or that of glory (i.e., s7i-). This is Siddhartha’s final
response to Chandaka’s previous arguments. Overall, one might hypothesise that
Asvaghosa would have been familiar with such didactic sections of the MBh, since

Vidura is the one speaking in both epic cross-references.

4.3.2 Deities employed as the upamanas

Let us now move from the domain of human semantics to that of the gods. In this

case, the first example is a bimbapratibimba relations that intervenes between the
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minister and the chaplain — both of whom are trying to get Siddhartha to return —
and the gods Indra, Sukra and Brhaspati (angirasa-), in BC 9.10:

tav arcayam asatur arhatas tam diviva sukrangirasau mahendram |

pratyarcayam dasa sa carhatas tau diviva sukrangirasau mahendraf ||

“Those two (i.e., the king’s minister and the chaplain) honoured him (Siddhartha) appropriately, as
in heaven Sukra and Angirasa [honour appropriately] great Indra and he greeted appropriately
as in heaven great Indra [honours appropriately] Sukra and Angirasa’.

UPAMEYA SADHARANADHARMA UPAMANA
padasab | tau (= the minister and the chaplain) arcayam asatur Sukrangirasau
| tam (= Siddhartha) mahendram
padascd | sah pratyarcayam asa mahendra’
| tau Sukrangirasau

The structure of the stanza is both symmetrical and mirrored:
1. There is symmetry in terms of the stylistic architecture of the padas. Indeed,
a and c contain the verb and the subjects (albeit chiastically) while b and d
contain the wupama. This is perfectly reflected in the position of the
upamanas, which remain the same even though the syntax is different;
2. From alogical-rhetorical point of view, the image conveyed is specular. This
is due to the relation between the upameyas and the upamanas in the padas

ab, which is reversed in the padas cd.

Thanks to the mention of the locative divi ‘in the sky’, the similarity is also spatial,
albeit implicit. Indeed, the analysis of the BC upama is enabled through the double
parallel of the two images, which reflect one another in the ratio of 2:1/1:2:
- padas ab (ratio 2:1) = the minister and the chaplain/Sukra and Brhaspati
honour Siddhartha/lndra;
- padas cd (ratio 1:2) = Siddhartha/Indra honours the minister and the
chaplain/Sukra and Brhaspati.

A survey of the epic instances of such a comparison has shown that Indra is rarely
associated with the pairing Sukra and Brhaspati. In two instances, however, the
pairing (i.e., Sukra and Brhaspati) occurs in a similar comparison actualising the

bimbapratibimba relation. In the first example, Arjuna and Krsna’s battle against
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Aévatthaman is compared to Sukra and Brhaspati as planets “battling” (i.e.,
orbiting) the star (MBh 8.12.48)

tatak samabhavad yuddham sukrangirasavarcasof |

naksatram abhito vyomni sukrangirasayor iva ||

“Then, [around Aévatthaman] those whose splendour was like that of Sukra and Angirasa, fought a
battle which resembled that [fought by] Sukra and Angirasa in the sky around the asterism’.

UPAMEYA SADHARANADHARMA UPAMANA
Sukrangirasavarcasol ' samabhavad yuddham Sukrangirasayor

The relationship here is reciprocal, with the upameyas, expressed by the dvandva
compound, sharing the action of fighting with the upamanas, also expressed by a
dvandva. The sadharanadharma also applies figuratively to the upamanas, often
identified with the planets Venus (Sukra) and Jupiter (Brhaspati) as they orbit
around the sun.?®” Furthermore, as in the BC, the locative vyomni ‘in the sky’
establishes an implicit spatial comparison.

The second example, on the other hand, concerns a context that is very similar
to that of the BC, namely Rama and Satrughna’s meeting with Sumantra and Guha
in the forest (Ram 2.93.40):

tatak sumantrena guhena caiva samiyati rajasutav aranye |

divakaras caiva nisakaras ca yathambare Sukrabrhaspatibhyam ||

‘The two king’s sons met with Sumantra and Guha in the forest just as the day-maker and the
night-maker 2[meet] Sukra and Brhaspati in the sky’.

UPAMEYA SADHARANADHARMA UPAMANA
sumantrepa guhena ca \ Sukrabrhaspatibhyam
rajasutav (= Rama and Satrughna) samiyati divakaras ca nisakaras ca
aranye ambare

287 Surprisingly, there may be a scientific basis for this kind of antagonism echoed by the
comparison. Indeed, according to contemporary astronomical studies about orbital resonance i.e.,
the dynamic by which orbiting bodies interact gravitationally, Jupiter’s entry into the solar system
may have affected Venus’ ability to support life. (See KANE, Stephen R. et al. 2020, “Could the
Migration of Jupiter Have Accelerated the Atmospheric Evolution of Venus?”, The Planetary
Science Journal 1(2), 1-10, https://iopscience.iop.org/article/10.3847/PSJ/abae63 last access 26
January 2023).

288 Epithets for the sun and moon.
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In this comparison, the sun (divakara-) and moon (nisakara-) meeting Sukra and
Brhaspati in the sky mirrors the image of Rama and Satrughna meeting Sumantra
and Guha in the forest.?°

There is indeed a perfect parallelism in the 2:2 ratio between the upameyas and the
corresponding upamanas. In this case it is completed by the third parallelism
between the two locatives (aranye : ambare), which is absent in the previous
passage and in the BC stanza.

In summary, A$vaghosa first elaborated an established solar image, namely the
brightness of Sukra and Brhaspati, and added the much more rare and virtually
absent Indra to the equation. If we then consider both the MBh and Ram passages,
he then worked out the logical relationship between these upamas and improved
them from the standpoint of the stanza’s architecture.

A similar parallel is at the heart of the next passage: after exchanging
pleasantries, the minister and the chaplain explain their presence to Siddhartha (BC
9.12):

tam vrksamiilastham abhijvalantam purohito rajasutam babhase |

yathopavistam divi parijate brhaspatih sakrasutam jayantam ||

“The chaplain talked to the king’s son who was sitting, blazing forth, at the root of the tree, just as
in heaven Brhaspati [talked to] the mighty one’s son Jayanta who was sitting by the parijata
tree’.

UPAMEYA SADHARANADHARMA UPAMANA
purohitak babhase brhaspatii
rajasutam (=Siddhartha) -stham upavistam Sakrasutam jayantam
rdja- (=Suddhodana) \ Sakra-
vrksa-miila- ‘ i parijate

In this stanza, the bimbapratibimba relation between purohita- and brhaspati-,
centres on the act of speaking (Vbhds-): i.e., the chaplain addresses Siddhartha in
the same way as Brhaspati spoke to Indra’s son Jayanta. Similarly, the action of
sitting at the foot of a tree (i.e., stha- in fine compositi, and upavisza- both in the

accusative case) is shared by Siddhartha and Jayanta.

289 Sukra and Angirasa’s luminosity is a common epic upamana. Brhaspati in particular is mentioned
in MBh 1.214.8; 2.37.1c-2; 3.278.15; Ram 2.5.21.
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Although Jayanta is also addressed directly by his name, both are referred to by
means of two bahuvrihi compounds. These are formed by suta- ‘son’ as the second
constituent of the compound, together with the appellative father (i.e., raja- in
reference to Suddhodana and sakra- for Indra) as the first constituent.

In fact, another secondary comparison could be identified in the image of
Suddhodana and Indra together, along with the mention of the tree under which
Siddhartha sits and the parijata tree that refers to Jayanta. However, since they do
not share a common property, this is not foreseen within the bimbapratibimba
relation.

In the epic sources, the pairing of Brhaspati and Indra are common upamanas in

passages where a relationship can indeed be deduced, although not all the cases |
was able to find are directly comparable and relevant to intertextuality.
For instance, Sukra appeals to Sarmistha’s father VVrsaparvan to give his daughter
to Devayani as a slave (MBh 1.75.9)%®. However, there is no mention of Jayanta,
nor any other concordance, even if Sukra just like Brhaspati is a chaplain (the
prototypical purohita- as can be deduced from a passage in which Vasistha is the
upameya MBh 1.164.10ab-112°).

The same relation can be inferred from a passage in the Ram in which the seer

Pulastya arrives at the court of Arjuna Kartavirya (Ram 7.33.7):

purohito ‘sya grhyarghyam madhuparkam tathaiva ca |

purastat prayayau rajia indrasyeva brhaspatik ||

‘After taking water and honey, milk to be offered to the guest, the purohita advanced in presence of
the king like Brhaspati [in the presence of] Indra’.

UPAMEYA SADHARANADHARMA UPAMANA

purohita/ \ ) brhaspatik
rijia ‘ purastat prayayau indrasya

20 prasadyatam devayani jivitam hy atra me sthitam | yogaksemakaras te ‘ham indrasyeva
brhaspati/ || ‘Therefore let Devayani be pleased, my life is in her, | am the author of war and peace
just as Brhaspati is the author of Indra’s peace and war’.

21 purohitavaram prapya vasistham rsisattamam | [...] sa hi tan ydjayam asa sarvan nrpatisattaman
| brahmarsis pandavasrestha brhaspatir ivamaran || ‘After obtaining as an excellent purohita the
best of the rsi Vasistha, [...] that rsi brahman performed the rites for all those excellent sovereigns,
o excellent Pandava, as Brhaspati for the immortals’.
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In fact, it is the context that is similar this time, although the syntactic relationship
between the upameyas and the upamanas makes this example different from the
passage from the BC. In fact, the situation regards a purohita- approaching a king,
as Brhaspati would do in Indra’s presence.

In summary, it can be said that A§vaghosa adopts a well-established relationship
in which various situations revolve around the couple Brhaspati and Indra. They are
often employed as reflected objects (bimba) of situations often involving a king and
his court (i.e., the reflected image, pratibimba). He also strengthens the epic image
by establishing the logical parallel between Siddhartha and Jayanta as the upamana,
which is a rare occurrence in the epic. All in all, this gives the BC stanza an image

of even greater solemnity than that portrayed in the epic model.

Moreover, in SN 1.62 Suddhodana parivrta- ‘surrounded’ by his brothers, is

compared to Indra (samkrandana- lit. ‘the roaring one’) and is similarly anusrta-

“followed’ by the Maruts.?%2

dcaravan vinayavan nayavan kriyavan dharmaya nendriyasukhaya dhrtatapatrah |

tadbhratybhih parivrtah sa jugopa rastram samkrandano divam ivanusrto marudbhik ||

‘Being virtuous, well-behaved, versed in politics, achieving rites, holding the (royal) umbrella for
the Dharma not to gratify his senses, he (i.e., Suddhodana) protected the kingdom surrounded by his
brothers, like the roaring [Indra] followed by the Maruts [protected] heaven.

The logical structure can be represented as follows:
1. sah (= Suddhodana) upameya / samkrandana’ (=Indra) upamana = agents

(kartrs) of the action conveyed by the verbal form jugopa ‘protect’;

292 Similarly, the city abandoned by Siddhartha is likened by means of an upama with a
bimbapratibimba relation in BC 8.13. idam puram tena vivarjitam vanam vanam ca tat tena
samanvitam puram | na Sobhate tena hi no vina puram marutvata vrtravadhe yatha divam || ‘This
city abandoned by him, is a forest, and this forest frequented by him, is a city. Indeed, without him
our city no longer shines, like heaven without the One accompanied by the Maruts, at the time
of the slaying of Vrtra’. However, no relevant cross-references for this upama were found in the
epic sources, except for the rigpakas in padas ab, that is in a Ram passage in which the citizens of
Ayodhya watch Rama as he leaves (Ram 2.30.19): vanam nagaram evdstu yena gacchati raghavah
| asmabhis ca parityaktam puram sampadyatam vanam || ‘Let the forest in whose direction Raghava
goes become, indeed, a city, and let the city abandoned by us be absorbed into a forest’.

182



4. The reuse and active manipulation of the logical structure of the alamkara as a mark of
a high degree of intertextuality

2. bhratrbhih (= Suddhodana’s brothers) upameya / marudbhi’ upamana =
agents (kartys) of the action respectively conveyed by the past passive
participles parivrta- ‘surrounded’ and anusrta- ‘followed’;

3. rastram ‘kingdom’ upameya / divam ‘heaven’ upamana = objects (karman)
of the action conveyed by the verbal form jugopa.

The sadharanadharma is explicitly stated and regards the fact that both upameyas
‘protect’ Vgup- the kingdom and the heaven respectively.?

Although one occurrence where Arjuna is surrounded by brahmins and hermits in
the forest could be at first glance relevant to the SN example (MBh 1.206.4),2% the
situation is not the same and, even more importantly, the sadharanadharma is
different. In fact, it regards the action of arriving in their midst and does not concern
the protection of something.

As we have seen (81.1.3.1), being compared to Indra is a topos for heroes. There
are numerous upamas with a bimbapratibimba relationship, in which the reflected
image (pratibimba) concerns heroes surrounded by comrades and where the
Indra/Maruts trio assumes the logical role of reflected object (bimba) in the stylistic

form of a formula: for instance, Duryodhana surrounded by the Kurus in a

2% One could say that even parivrta- and anusrta- could be interpreted as common properties,
however, A§vaghosa employs two different past passive participles which convey a slightly different
idea. In fact, the participle parivrta- ‘surrounded’ places Suddhodhana (the upameya) on the same
level as his brothers, whereas anusyta- ‘followed’ referred to Indra (the upamana) implies that the
Maruts are subordinate to the god. Asvaghosa thus alludes to the idea that although the upameya
and the upamana are on the same level, Suddhodana in the end is above his brother because he will
inherit the kingdom. Obviously, these are considerations only alluded to by the text, and could even
be seen as far-fetched.

2% etais canyais ca bahubhih sahdyaih pandunandanah | vrtah slaksnakathaik prayan marudbhir
iva vasavah || ‘Surrounded by them and other companions with their polished stories, Pandu’s son
(i.e., Arjuna) came near, like the chief of the Vasus (Indra) [surrounded] by the Maruts®.
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malopama (MBh 3.226.10)?%°; Rama by the Vrsnis (MBh 5.154.17)?%%; Rama by
his subjects (Ram 2.98.63)%7, and Ravana by his advisers (Ram 3.30.4)%%,

But there is one specific epic instance that matches this example and even has
the same logical structure. That is, a passage describing Yudhisthira on his chariot
surrounded by his brothers just as Indra was surrounded by the Maruts (MBh
3.34.81):

[sa bhavan [...] abhiniryatu 80]

vacayitva dvijasresthan adyaiva gajasahvayam |

astravidbhi? parivrto bhratrbhir drdhadhanvibhi? |

asmvisasamair virair marudbhir iva vrtraha ||

‘After causing the best of the twice-born to speak Your honour [...] may you drive out towards the
City of Elephants, surrounded by your brothers who are skilled in shooting, with their strong bows,
heroes resembling venomous snakes, like the slayer of Vrtra [surrounded] by the Maruts’.

UPAMEYA SADHARANADHARMA UPAMANA
sah bhavan ‘ parivrtah Vrtraha
bhratrbhir \ e marudbhir

In terms of style, we note that the epithet chosen to denote Indra, vrtrahan-
’destroyer of Vrtra’, is a variation on the more common vasava-, even though it still
maintains its position at the end of the verse.

Furthermore, the common property linking the pair of the upameyas to that of
the upamanas is parivrta-, just as it is in the SN, and the syntactic relationship
between the karmans (i.e., Yudhisthira/ Suddhodhana > Indra) and the kartrs (i.e.,

Yudhisthira’s and Suddhodana’s brothers > Maruts) is also the same.

25 rudrair iva yamo raja marudbhir iva vasavah | kurubhis tvam vrto rajan bhasi naksatrarad iva
|| ‘Like Yama [surrounded] by the Rudras, like the chief of the Vasus [surrounded] by the Maruts,
you, o Chieftain, surrounded by the Kurus are resplendent like the king of the asterisms (moon)”’.
26 vpspimukhyair abhigatair vyaghrair iva balotkataih | abhigupto mahabahur marudbhir iva
vasavah || ‘The long-armed [Rama] protected by the chiefs of the Vrsnis who reached him, who
were like tigers richly endowed with strength, was like the chief of the Vasus [protected] by the
Maruts’. This has the same root \gup-, but with the prefix abhi-, which gives the verbal root the
meaning of ‘x protected by y’, so Rama is the karman, not the karty, as in the SN example.

27 abhisiktas tvam asmabhir ayodhyam palane vraja | vijitya tarasa lokan marudbhir iva vasavah
|| “After being anointed king by us move towards Ayodhya in order to protect it, after quickly
winning the worlds, like the chief of the Vasus [anointed] by the Maruts’.

28 sa dadarsa vimanagre ravanam diptatejasam | upopavistam sacivair marudbhir iva vasavam ||
‘She (i.e., Sarpanakha) saw Ravana on top of his palace, radiant with glory, surrounded by his
advisers sitting down near him, like the chief of the Vasus [surrounded] by the Maruts’.
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Given the high frequency of this ornament and the same logical relationship
linking the rhetorical elements involved, it can therefore be argued that ASvaghosa
certainly draws on the epic background,

Furthermore, as an experienced poet, he manipulates the epic image and goes
beyond it, adopting the syntactic, lexical, and rhetorical subtleties that make the
logical structure of his upamas more complex and refined than the simple epic

formula.

Moreover, Suddhodana is once again compared to Indra in another upama with the
bimbapratibimba relation (BC 1.87):

puram atha puratai pravesya patnim sthavirajananugatam apatyandtham |

Nrpatir api jagama paurasamghair divam amarair maghavan ivarcyamanah ||

‘After causing the queen to go into the city in front of him, followed by aged women and keeping
her son with her, with her son always by her side, the king also entered [the city], praised by
multitudes of citizens like the Munificent [Indra]®*® [entering] heaven [was praised by] the
immortals’.

UPAMEYA SADHARANADHARMA UPAMANA
nrpatih \ maghavat
puram \ divam
paurasamghaih arcyamanah amaraih

jagama

In particular, the stanza describes how Suddhodana’s entrance into his court is
compared to Indra‘s regal entrance into heaven, surrounded by the royal court of
immortals (the reflected object, i.e., the bimba).

The God is referred to with the Vedic epithet maghavat - ‘the bountiful one’,
introducing a variation on the supposed epic model where the qualifier is another
well-known Vedic epithet, vajrapazi-. In fact, | was able to find two examples
which show a ruler — Yudhisthira (MBh 1.134.4) and Bharata (Ram 2.75.13) — that
figures as the upameya entering his court while Indra is the upamana.

In the first example from the MBh, the Pandavas, especially Yudhisthira, are

welcomed to Varanavata, where the Kauravas have prepared their ambush. They

29 Vedic Epithet.
185



4. The reuse and active manipulation of the logical structure of the alamkara as a mark of
a high degree of intertextuality

plan to kill their cousins by setting fire to and burning down their wooden house
(MBh 1.134.4):

tair vrtah purusavyaghro dharmarajo yudhisthirah |

vibabhau devasamkaso vajrapanir ivamaraih ||

‘That tiger of a man, Yudhisthira the Dharma King, surrounded by them (i.e., the citizens of
Varanavata) appeared resembling a god, like the thunderbolt-wielding Indra [surrounded by]
the immortals’.

UPAMEYA SADHARANADHARMA UPAMANA
yudhisthirah ‘ vrah vajrapanih
tai/ (= the citizens) \ e amaraih

The upama found at the end of the last pada of the sloka is constructed with Indra’s
name vajrapani- inflected in the nominative masculine singular used as the
upamana, together with the comitative instrumental plural of amara-.

Compared to the more basic sloka found in the MBh, the BC verse seems to present
a much deeper concept. In fact, ASvaghosa retains the same comparative particle
iva.

The BC, however, shows a variatio using a different epithet (maghavat),
whereas the MBh simply alludes to the god through the epithet used as a tatpurusa
compound. It also reinforces the concept through the verb conjugated in the present
participle arcyamanah, whereas the MBh mentions the action only once by means
of the verb vibabhau — used as an apokoinou for both grammatical subjects, i.e.,
yudhiszhira- and vajrapani-. The upama also appears to be formulaic, for it is
repeated once more at the end of the pada, particularly in a sloka describing Atikaya
as he stands on his chariot (Ram 6.57.27).

Moreover, in slokas of various contexts, where prominent chieftains as the
upameyas are always greeted by their own group of companions in a celebration of
sodality and to strengthen community bonds, similar comparisons in which Indra
appears as the upamana are made.>® For instance, Krsna is bidden farewell in a
similar manner (MBh 2.2.9):

300 Moreover, as far as other eminent persons are concerned, Krsna’s presence is longed for just as
Indra is desired in heaven (MBh 5.92.9); Rama’s departure is greeted by a mupigara ‘multitude of
sages’ in the same way as the immortals bid farewell to Indra (Ram 7.73.15). Like Indra, Yudhisthira
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bhratin abhyagamad dhiman parthena sahito balr |

bhratrbhih paficabhif krsno vrtah Sakra ivamaraih ||

“The wise and strong (hero), accompanied by the Partha [Arjuna], approached his brothers. Krsna
was surrounded by the five brothers just as Sakra was by the immortals’.

UPAMEYA SADHARANADHARMA UPAMANA
krsnah ‘ vrtah Sakrah
bhratrbhih paficabhih \ T amaraih

One can see how Asvaghosa has enriched what appears to be a formulaic repetition.
Indeed, we often find the formula vajrapani- or sakra- ivamara- at the end of the
pada. As the following diagram shows, the formulaic upama in all these references

shows a pattern whose profile is morphologically interchangeable yet fixed:

Table 7 Epic instances of the grammatical cases of the epithet for the god Indra

EPITHET NOUN INSTANCES TEXT REFERENCES
Ram 6.57.27; MBh 1.134.4; 2.2.9; 3.235.25; 6.79.55

Nominative Instrumental 5
Ram 2.75.13; 4.25.20; 7.73.15; MBh 5.92.9; 2.42.58; 3.89.2;
Accusative 9 6.19.11; 6.58.54

Nominative

Genitive 1 MBh 6.93.25

It seems that the preferred syntactic construction for the upamana is Indra’s epithet

in the accusative case which acts as the object, while the immortal gods appear in

is extolled as a nourisher of his subjects (Yupa-jiv lit. ‘to exist upon [food]’ but also ‘to live under
[someone]’ in a figurative sense MBh 2.42.58) and he is hailed by the ascetics (MBh 3.235.25). The
rsi Lomasa is greeted upon entering the Pandava court as he was by Indra divi ‘in heaven’ (MBh
3.89.2); Bhima (MBh 6.19.11); Pandavas (MBh 6.58.54); Arjuna and Krsna (MBh 6.79.55; 6.93.25).
A syntactic variatio in the formula appears in a passage in which the monkey chieftain Sugriva is
consecrated (Vabhi-sic) by his friends (suhyd-) in the same way as the Thousand-eyed Indra
(sahasraksa-) is anointed by the immortals (Ram 4.25.20): pravisya tv abhiniskrantam sugrivam
vanararsabham | abhyasificanta suhydah sahasraksam ivamarah || ‘After going into [those
women’s quarters], [his] friends consecrated Sugriva, that bull of a monkey, who was going out, just
as the immortals [consecrated] the Thousand-eyed [Indra]’. The verbal root Vabhi-sic whose
literal meaning is ‘to sprinkle water [in order to anoint someone]” often occurs in the epics (79 times
in the Ram, 137 times in the MBh) and it is also commonly found in the brahmana texts (94 times
in the Satapathabrahmana, 67 times in the Aitareyabrahmana). Even though the syntax is different
and upameyas are the friends while the upamanas are the immortals, the context is quite similar.
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the nominative case as the subject. Finally, Indra occurring in the genitive case is
attested only once.

Second, we have the passive construction in which Indra returns in the
nominative, that is, the karman, the recipient of the action, whereas the immortals
are in the instrumental case, that is, the kartys.

Surprisingly, Asvaghosa seems to combine the two constructions. In fact, Indra
is first mentioned in the accusative, as the object of the action of being greeted by
the immortals, who are the kartys. However, the present participle in the nominative
case (arcyamanah) gives Indra the grammatical status of subject of the action of
entering in the court, so that the centrality and agency of the god is restored at the

end of the pada. The god is not a passive recipient of greetings but an active agent.

Furthermore, royal couples, such as Siddhartha —depicted as both a royal
bridegroom and a great ascetic — and his wife enjoying themselves, are compared

to Indra and Saci in an upama with a bimbapratibimba relation (BC 2.27):

vidyotamano vapusa parena sanatkumarapratimah kumarah |

sardham taya Sakyanarendravadhva sacya sahasraksa ivabhireme ||

“The prince radiant with his wonderful figure, having the appearance of Sanatkumara,** was pleased
in the company of this Sakya King’s302 daughter-in-law just as the thousand-eyed Indra was with
Saci’.3%

UPAMEYA SADHARANADHARMA UPAMANA
kumarah (=Siddhartha) ‘ abhireme sahasraksah (=Indra)
Sakyanarendravadhva (=Y asodhara) ‘ sacya

%1 The beauty (vapus-) of Siddhartha is compared to Sanatkumara’s beauty by means of a
samasopama of the bahuvrihi type. Sanatkumara occurs 25 times in the MBh and only 3 in the Ram.
However, in only one instance is the upamana. That is, in a long asamastaripaka where Siva is
compared to many characters and gods as the upameya (MBh 13.141.59): samavedas ca vedanam
yajusam Satarudrivam | sanatkumaro yoginam samkhyanam kapilo hy asi || “You (Siva) are the
Samaveda among the Vedas and the Satarudriya hymn among the Yajurveda prayers, [you are]
Sanatkumara among the Yogins, and indeed Kapila among the Samkhya teachers’. This example,
however, is not relevant. Although the same rare upamana sanatkumarah is present, the structure is
completely different and no reference is made to Sanatkumara’s beauty.

302 Lit. “that Indra of a man’.

303 1t seems that Asvaghosa is making a pun on the paronomasia sakya-/$acya. To the best of my
knowledge, this does not seem to correspond to any alamkara.
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The pair of upamanas reflects the syntactic relationship between the upameyas (i.e.,
the kartrs Siddhartha/Indra + Yasodhard/Saci in the instrumental case), both of
which are bound in a logical relationship by the action expressed by the verbal root
(abhi-Vram-).

| was able to find two relevant cross-references in the epics that show the same
bimbapratibimba relationship when comparing royal couples to Indra and Saci (i.e.,
the reflected object, bimba), among several other occurrences.®®* For example,
Arjuna and Subhadra are mentioned in a passage excised from the Critical Edition
(App. 1, n0.114.296-298, 381 after 1.212.1):

< parthah subhadrasahito viraraja maharathah |

parthasyeva pita Sakro yatha sacya samanvitah | >

‘The great warrior, the son of Prtha (i.e., Arjuna) together with subhadra shone like Prtha’s son’s
father, like Sakra accompanied by Saci’.

UPAMEYA SADHARANADHARMA UPAMANA
parthah (=Arjuna) ‘ N Sakrah
- viraraja , -
subhadra- ‘ sacya

The common quality of being radiant, conveyed by the verbal root vi-\rgj-, is
shared by the reflected image (i.e., the pratibimba expressed by the upameyas) and
the reflected object (i.e., the bimba expressed by the upamanas). In terms of
syntactic similarity with the BC stanza, this is most evident in the upamanas.

The second relevant passage concerns the couple, Nala and Damayanti (MBh
3.54.34):

avapya nariratnam tat pupyasloko ‘pi parthivah |

reme saha taya raja sacyeva balavrtraha ||

‘Even the earth-lord Punyasloka, after obtaining that jewel of a woman, that king was delighted with
her like the slayer of Bala and Vrtra with Saci‘.

UPAMEYA SADHARANADHARMA UPAMANA
rajah (=Nala) ‘ reme balavrtrahan
taya (=Damayanti) ‘ sacyd

304 Reference is made to Ravana abducting Sita just as Indra had left Saci (Ram 3.38.17): apakrante
ca kakutsthe laksmane ca yathasukham | anayisyami vaidehim sahasraksah sactm iva || “While
Kakutstha and Laksmana are away, | shall abduct the princess of Videhas at will just as the thousand-
eyed Indra [abducted] Saci’.
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It is here that the comparison with the BC stanza is certainly more effective. Indeed,
the same verbal root expressed in a simple form is shared by the upameyas (i.e.,
Siddhartha-Yasodhara in the BC / Nala-Damayanti in the MBh) and the upamanas.

This is a striking piece of evidence for intertextuality, supporting the hypothesis
that Asvaghosa was indeed following the epic model when it came to comparing
royal couples. This is particularly true in the first few cantos of the BC, when

Siddhartha has yet to renounce the fulfilment of his ksatriya-dharma.

4.3.2 upamanas belonging to the natural semantic domain

Having given an overview of the examples that belong to the divine semantic
domain, let us now focus on upamas with a bimbapratibimba relation, which belong
to the natural semantic domain.

For instance, in the first example in SN 15.4 Nanda is taught to rid himself of

intrusive thoughts:

yady api pratisamkhyanat kaman utsrstavan asi |

tamamsiva prakasena pratipaksena tan jahi ||

‘Even if you have let go of pleasures through your awareness, abandon them [completely] by means
of the opposite side, as (one abandons) darkness by means of light’.

UPAMEYA SADHARANADHARMA UPAMANA
kaman ‘ iahi tamamsi
pratipaksena \ J prakasena

The exhortation refers to the fact that just as Nanda could abandon darkness by
using a light, he must abandon pleasure (kama-) by practising its opposite
(pratipaksa-), i.e., a restraint —which is only implied here.

In fact, both tamas- and prakasa- together suggest a secondary meaning, that is,
someone’s ignorance being dispelled by something that is explained and made clear

(see also SN 15.13 prakasatamasor iva).
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The epics express the same idea of darkness as ignorance to be dispelled with
the same logical structure. Namely, in a passage which recounts a conversation

between the seer Visvamitra and an outcast man (candala-) (MBh 12.139.63):

jivan dharmam carisyami pranotsyamy asubhani ca |

tapobhir vidyaya caiva jyotimsiva mahat tamah ||

(1, Visvamitra) while alive, will observe the Dharma and repel the bad things (about me) just
through tapas and knowledge, as the stars (repel) the great darkness’.

UPAMEYA SADHARANADHARMA UPAMANA
(Vi$vamitra) \ . Jyotimsi
; _ . ranotsyami .
asubhani ‘ pranotsy mahat tamas

The idea is the same, except that in the MBh the instruments of liberation are ascetic
ardour (tapas) and knowledge (vidya-), and not the light we find in A$vaghosa.

Moreover, in the SN, with Nanda as kartr of the action expressed by the verb,
the logical parallelism of the relation is achieved by a syntactic structure involving
two accusatives (i.e., kama-/tamas-) and two instrumentals (i.e., pratipaksa-
Iprakasa-). Instead, the bimbapratibimba in the MBh revolves around a promise
Visvamitra makes to himself to repel bad things, just as the stars do with darkness.
The syntax therefore concerns two kartys — one of which, Visvamitra, is implied in
the verb ending — correlated with two accusatives (i.e., asubha-ltamas-).

In the end, reference is made to the tamas in both passages, but A§vaghosa uses
it with a different syntactic role.

Similarly, the sun is also used as the preferred upamana to compare something that
dispels darkness in BC 13.59:

yo niscayo hy asya parakramas ca tejas ca yad ya ca daya prajasu |

aprapya notthdsyati tattvam esa tamamsy ahatveva sahasrarasmih ||

‘Indeed, such is his conviction and heroism, such is his splendour, and such is his compassion for
the people, that this one (i.e., Siddhartha) will not rise without having attained the truth, like the
thousand-rayed sun without having dispelled the darkness of ignorance’.

UPAMEYA SADHARANADHARMA UPAMANA
esa (Siddhartha _ .
sa( - ) | utthasyati
tattvam prap- ‘

sahasrarasmih
tamamsi han-
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The conceptual focus of the verse is primarily the comparison between tattvam
prap- and tamamsi han-. This emphasises the implied meaning of the last action
that binds the first pair of upameya and the upamana, i.e., Siddhartha and the sun
(sahasra-rasmi-): indeed, in one of its two possible meanings, tattvam prap-
becomes almost semantically related with tamamsi han-. This shows Asvaghosa’s
rhetorical mastery, since he repeats the same upama in SN 2.29 again with the
bimbapratibimba relation.3%

There are two cases in the epics that can be compared to the BC stanza. In the
first example, Bhisma is praised for having driven away his enemies in the same

way as the sun drives away darkness (MBh 6.15.7):

yas tamo ’rka ivapohan parasainyam amitraha |

sahasrarasmipratimah paresam bhayam adadhat |

akarod duskaram karma rane kauravasasandt ||

‘[Bhisma] destroyer of foes, who, like the sun repels darkness, (repelled) the army of enemies, he
who is the image of the thousand-rays, instilled fear in the enemies, achieved an arduous feat in war,
due to the command of the Kauravas’.

UPAMEYA SADHARANADHARMA UPAMANA
yah (=Bhisma) \ arkah
- apohan
parasainyam \ tama

Secondly, Rama’s prowess in battle in repulsing his enemies, is likened to the sun

dispersing darkness (Ram 7.61.38):

ekesupatena bhayam nihatya lokatrayas yasya raghupravirah |

vinirbabhav udyatacapabanas tamah prapudyeva sahasrarasmih ||

‘The prince of the Raghus, having struck the fear into these three worlds by shooting a single arrow,
shone, bow and arrow raised, like the thousand-rays after repelling the darkness’.

UPAMEYA SADHARANADHARMA UPAMANA

raghupravirah | vinirbabhau
bhayam nihatya \

sahasrarasmih
tama/ prapudya

35 kulam rajarsivrttena yasogandham avivapat | dipty@ tama ivadityas tejasarin avivapat ||
“Through his behaviour as a king-seer, (Suddhodana) sowed his family whose fragrance is glory. As
the sun (scatters) darkness with its light, he scattered enemies with his radiance’. A note on the
verbal root \vap-. It is clear from Agvaghosa’s usus scribendi and from translations in circulation
that the preferred sense of this verb is ‘to sow/spread’, which are logically similar: indeed, sowing
presupposes that seeds are randomly scattered on the ground and certainly not precisely placed.
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Both examples are from war scenes, and it has already been mentioned that the sun
IS a common upamana for heroes. Moreover, in one instance the same epithet for
the sun (sahasra-rasmi-) is used in the same way in Asvaghosa’s example. In both
cases, however, and especially in the Ram, the parallelism is focused on the
repulsion and rejection of something that endangers one’s life.

Asvaghosa, on the other hand, takes the image of war to the conceptual level.
Moreover, he amplifies the logical level of the bimbapratibimba relation through
the semantic level, conveyed by the double sense of light-clarity/darkness-
ignorance.

To sum up, there is undoubtedly an analogical matrix: tamamsi + vhan- (or other
verb of the same sense) / satriin (or other noun) + Vhan- > the hero (vira-) / (siirya-
). The enemies are the senses or ignorance in the moral or philosophical sphere.
This idea can be found in many types of texts, as well as in later inscriptions of a
panegyric nature. Asvaghosa would however be the first poet to have reworked the

matrix in this way.

Moreover, Kapilavastu without Siddhartha is like the sky deprived of the sun (BC
8.5):

tato vihinam kapilavhayam puram mahatmana tena jagaddhitatmand |

kramena tau sunyam ivopajagmatur divakareneva vinakytam nabhah ||

‘Then they (Chandaka and Kanthaka) came successively to the city named after Kapila, which was
as if it were empty, abandoned by that noble soul, whose soul was destined for the world, like the
sky deprived of the sun.3%-

UPAMEYA SADHARANADHARMA UPAMANA
kapilavhayam puram | vihinam nabhas
mahatmand tena (Siddhartha) ‘ vinakrtam divakarena

The city of Kapilavastu, abandoned by Siddhartha (i.e., the upameyas), is like the
nabhas- ‘sky’ deprived of the divakara- ‘sun’ (i.e., the wupamanas). The

grammatical structure goes hand in hand with the logical one. In fact, both pairs of

306 Ljterally, ‘the day’s maker.
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upameya/upamana, Kapilavastu/sky and Siddhartha/sun are neuter gender, the
latter pair in the instrumental case.

Although the sadharanadharma conveys a similar idea because of the prefix vi-
, it is the only variatio and bestows a slightly different syntactic relation on the
second pair of upameya/upamana. In fact, in pada a vihina- implies Siddhartha‘s
determination to leave the city, hence mahatamanda tena is the karty ‘agent’. Instead,
in pada d, vinakrta-, as an attribute of nabhas-, has the complement of deprivation
expressed by divakarena.

As far as the epics are concerned, both the sky and the sun are well attested
upamanas. However, the comparison between Ayodhya without Rama and the sky
or a starry night without the sun or stars (Ram 2.60.18) is the only one that matches
the BC stanza:

gataprabhda dyaur iva bhaskaram vina vyapetanaksatraganeva sarvari |

puri babhase rahita mahatmana na casrakanthakulamargacatvara ||

‘Like the sky whose splendour disappeared without the sun, like the starry night whose multitude
of stars disappeared, the city appeared deserted without (Rama), noble soul, and there was not a
street square that was not filled with voices and tears’.

UPAMEYA SADHARANADHARMA UPAMANA
- | rahita, gataprabha dyauh
p | vyapeta- Sarvari
_ e - bhaskaram
mahatmand (Rama) | i naksatragaa-

There are a striking number of intertextual relationships in this stanza. Logically,
the alamkara involved is a malopama with a bimbapratibimba relation, since
Ayodhya (puri) is the main upameya, compared to two upamanas, i.e., div- ‘sky’
and sarvari- ‘star-studded night’, and Rama — alluded to with the same noun as the
BC, i.e., mahatman- — is the secondary upameya. He is compared to the sun
(bhaskara-) and the multitude of stars (naksatra-gana-) respectively.

As for the sadharanadharma, it generally seems to suggest the idea of the
deprivation of something, though here the complement of deprivation is constructed
in pada a with the preposition vina + ‘sun’ in the accusative, and in pada b by a

tatpurusa compound with vy-apeta at the beginning of the compound. The same
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prefix vi- appears in the epic model, and A§vaghosa seems to be reintroducing the

same idea, but with a more complex syntax.

Let us now look at examples in which the moon is the upamana.
For instance, Siddhartha is followed on the road by his entourage and is likened to

the moon which has the stars as its followers (BC 3.9):

[sa 8a] tatah prakirnojjvalapuspajalam visaktamalyam pracalatpatakam

margam prapede sadrsanuyatras candrah sanaksatra ivantartksam

‘Then he advanced on the road, which was strewn with sparkling flowers, hanging garlands,
waving flags, followed by a proper retinue, like the moon with the stars in the sky’.

UPAMEYA SADHARANADHARMA UPAMANA
sa/ (=Siddhartha) \ candrah
-anuyatra \ prakirna- -naksatrah
margam ‘ antartksam

The verse is structured using multiple epithets for the upameya and only one for the
upamana. Thus, only padas cd contain an upama. Here anuyatra (one of the
upameyas) is directly related to naksatra in a bimbapratibimba relation. In fact, the
stars are the moon’s companions (i.e., the reflected object), just as Siddhartha is
accompanied by his servants (i.e., the reflected image).

A similar representation can be found in the epics. For example, Arjuna is
described as standing on his chariot that is so radiant with brilliant jewels that it
resembles the moon in the sky (MBh 7.15.52):

masaragalvarkasuvarnaripyair vajrapravalasphatikais ca mukhyaih |

citre rathe pandusuto babhase naKsatracitre viyativa candrah ||

‘[Standing] in his chariot bright-coloured with sapphires, crystals, gold and silver diamonds, corals,
and quartz on the front, Pandu’s son (i.e., Arjuna) shone like the moon in the sky whose stars are
bright-coloured’.

Or Yudhisthira who shines with royal majesty amidst the kings in the assembly,
like the moon surrounded by stars (MBh 9.33.17):
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sa babhau rajamadhyastho nilavasah sitaprabha |

diviva naksatraganaih parikirno nisakarah ||

‘(Yudhisthira), white-complexioned, blue-robed shone standing amongst the kings, like the
night-maker in the sky surrounded by hosts of stars’.

Finally, in an example similar to the one appearing in the BC (Ram 4.43.15),
Hanuman leading his army of monkeys is likened to the moon in the star-studded

sky:

sa tat prakarsan harigam balam mahad babhiva virah pavanatmajah kapih |

gatambude vyomni visuddhamandalah sasiva naksatraganopasobhitah ||

‘That hero, the Wind’s son, the ape (i.e., Hanuman), leading his great army of monkeys, appeared
like the hare-moon, whose disc is perfectly pure, adorned by hosts of stars, in the sky whose
clouds have disappeared’.

All the examples show that the moon with its following of stars is a well-established
bimba, i.e., reflected object, for any situation involving a king or a prince with his
army or retinue, i.e., the pratibimba, reflected image. This is well attested in the
epics and especially with the same bimbapratibimba relation.

But Asvaghosa goes further and even extends this relation to the spatial
dimension, namely establishing a logical link between the road and the sky as its

upamana.

Again, when the minister and the chaplain go to visit Siddhartha to try and get him
to return, the moon is employed as an upamana since they are compared to the two

Punarvasii stars in conjunction with the Moon (BC 9.11):

krtabhyanujiiav abhitas tatas tau nisedatuh sakyakuladhvajasya |

virejatus tasya ca samnikarse punarvasii yogagatav ivendoh ||

“Then those two, being granted authorisation, sat down near that banner of the Sakya family (i.e.,
Siddhartha) and they shone forth in his proximity, like the two Punarvasis in conjunction with
the moon’.

UPAMEYA SADHARANADHARMA UPAMANA
tasya (=Siddhartha) \ vireiatus indo/
tau (=the Purohita and the chaplain) | g punarvasi (yogagatau)

In the logical structure of this upama, there is no explicit mention of Siddhartha,
who is only indicated by the epithet ‘banner of the Sakya’ in pada b and the genitive

pronoun in pada c. Instead, the sadharanadharma is identified with the quality of
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being luminous (vi-Vrdj-), which thus associates the chaplain and the minister with
the two Punarvasus.

There is a striking instance in the epic where the two Punarvasas near the moon
are mentioned as the upamanas (i.e., the reflected object) for Arjuna and Krsna (i.e.,
the reflected image). They are both standing near the chariot on either side of
Yudhisthira (MBh 8.33.16):

tav ubhau dharmardjasya pravirau pariparsvatah |

rathabhyase cakdasete candrasyeva punarvasi ||

‘Both of those two heroes on either side of Dharma‘s King, near the chariot shone like the two
Punarvasiis (near) the moon’.

UPAMEYA SADHARANADHARMA UPAMANA
dharmarajasya _, candrasya
_ yasya. ‘ cakasete Y _
tav ubhau pravirau ‘ punarvasii

The bimbapratibimba relation is perfectly mirrored here, both syntactically and
logically. More importantly, the common property is the same, namely the fact that
being near to the hero makes them shine (pariparsvatah cakasete), just as stars do
when they are in the vicinity of the moon.

It is undeniable that Asvaghosa is alluding to such a passage.

In the last example of the moon as the upamana, the chaplain and the minister
appeal to Siddhartha’s feelings for his son Rahula in order to persuade him to return
home (BC 9.28):

ekam sutam balam anarhaduhkham samtapam antargatam udvahantam |

tam rahulam moksaya bandhusokad rahiipasargad eva pirpacandram ||

‘Free Rahula, your only son, young, unworthy of pain, who carries on a secret burning pain, from
the pain-fire for his kinsmen, exactly as the full moon is freed from the eclipse caused by
Rahuw’ 37

UPAMEYA SADHARANADHARMA UPAMANA
rahula \ pirnacandram
- moksaya o -
bandhusokat ‘ rahiipasargat

307 There is a paronomasia on rahula-, the name of Siddhartha’s son, and rahu-, the entity who
caused the eclipse.
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The ability to free someone from something (moksaya) is the common property that
binds the pair of upameya to the pair of upamanas. Namely, the two objects (i.e.,
rahula- and parpacandra-) must be considered as the recipients of the action
performed by an implicit external agent, that is Siddhartha.

In the epics there are two passages in particular where a similar comparison is
made. These are two slokas from the first canto of Sundarakanda, which describe
two moments in which Hanuman was swallowed by the demoness Surasa (5.1.176)

and then freed (5.1.154):

Ram 5.1.176 Ram 5.1.154

asye tasya nimajjantam tam drstva vadananmuktam
dadrsuh siddhacaranah | candram rahumukhad iva |
grasyamanam yathd candram abravit surasa devi
purnam parvani rahund || svena riipena vanaram ||

‘Siddhas and celestial singers saw [Hanuman] ‘The goddess Surasa, having seen him (i.e.,
drowning in her (i.e., Surasa’s) mouth, as the Hanuman) released from her mouth, just as
full moon is grasped by Rahu at the proper the moon (is released) from Rahu’s mouth,
time’. spoke to the monkey in her own form’.

Both passages are relevant and a comparison with the stanza from the Mahakavya
shows that Asvaghosa employs the myth of Rahu swallowing the moon as an
archetype. Thus, by focusing on the wupama and consequently on the
bimbapratibimba relation involving the liberation of the moon as the reflected
object (bimba), that is, the state that comes after the eclipse, the poet goes beyond

the concept expressed in the epic model.

In the first canto, when Maya, Suddhodana’s queen, is pregnant with Siddhartha,
the brahmins at the court prophesy his glorious future life (BC 1.36):

moksaya ced va vanam eva gacchet tattvena samyak sa vijitya sarvan |

matan prthivyam bahumanam etah rajeta Sailegu yatha sumeruh ||

‘Or indeed if he were to go to the forest for liberation, after having correctly conquered all doctrines
with his essence, having won esteem on earth, he would shine as the Sumeru [shines] over the
mountains’.

UPAMEYA SADHARANADHARMA UPAMANA
sak (= Siddhartha) " bahumanam etah sumeruh
prthivyam ‘ rajeta Sailesu
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The verse can be interpreted as a slesopama since Vraj- means ‘to rule’ in the case
of the upameya and ‘to shine’ in the case of the upamana. Indeed, the sense of
ruling also applies to Meru — called Sumeru, or excellent Meru.

In the epics, as has already been mentioned (8§ 1.1.3.3), Mount Meru is a
common upamana, but the emphasis on the sadharanadharmas is different here.
Notably, a similar bimbapratibimba relation appears in a passage comparing
Atikaya and his shining jewellery to Mount Meru (Ram 6.57.26):

sa kaficanavicitrena kiritena virajata |

bhisanais ca babhau meruh prabhabhir iva bhasvarah ||

‘He (Atikaya) shone with his blazing gold variegated tiara and with his jewels like the brilliant
Meru [shone] by means of its lights’.

UPAMEYA SADHARANADHARMA UPAMANA
sah (=Atikaya meruj
_;( ) .y) . | babhau .
karicanavicitrena kiritena | prabhabhir

Although the context is different and the idea of ruling over the world is absent, the
common property babhau is semantically identical to the BC stanza, a fact that
makes this passage particularly relevant.

However, the differences can be attributed to Mahakavya’s way of reusing epic
imagery through more sophisticated alamkaras (i.e., the slesopama), a style that

Asvaghosa had skilfully mastered.

The subject of the next example is the image of an elephant surrounded by female
elephants (i.e., the reflected object), which is mirrored in the image of Siddhartha

surrounded by women (i.e., the reflected image) in BC 4.27:

atha narijanavrtah kumaro vyacarad vanam |

vasitayuthasahitah kariva himavadvanam ||

‘The prince now traversed the grove, surrounded by the women, as an elephant the forest at the
foot of Himalaya, escorted by a flock of female elephants’.

UPAMEYA SADHARANADHARMA UPAMANA
kumarah . karin
L ‘ -vrtah [ -sahitah o
nari-jana- ‘ vasita-yitha-
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Asvaghosa once again employs the elephant as the upamana for Siddhartha in BC
3.2, where his life inside the palace makes him like an elephant antargrhe ‘inside a
house’. 308

In the epics, there is a common comparative matrix between a hero and his
woman, and the bull-elephant and its female companion. For instance, some women

spontaneously surround Ravana in his harem (Ram 5.9.9):

sa raksasendrah susubhe tabhih parivrtah svayam |

karenubhir yatharanye parikirno mahadvipah ||

‘That Indra of a raksasa (i.e., Ravana) shone, surrounded by those women voluntarily, like a mighty
elephant surrounded by female elephants’.

UPAMEYA SADHARANADHARMA UPAMANA

sa raksasendrah \ . o mahadvipah
(abhih ‘ parivrtah / parikirnah Karenubhif

Here there is a double common property connecting the bimba, i.e., the reflected
object expressed by the upamanas, to the pratibimba, i.e., the image reflected onto
the upameyas.

In a passage from the MBh, instead, Draupadi shows her jealousy to Bhima by
informing him that she saw her husband Arjuna surrounded by women (MBh
4.18.20d-21):

[arjunam 20b]

kanyaparivrtam drstva bhima sidati me manah 20d]

yada hy enam parivrtam kanyabhir devaripinam |

prabhinnam iva matangam parikirnam karepubhih ||

‘O Bhima, after seeing (Arjuna) surrounded by maidens, my mind sinks into agitation; indeed when
[I see] him who has the appearance of a god surrounded by maidens, like an elephant exuding
(ichor) surrounded by female elephants’.

UPAMEYA SADHARANADHARMA UPAMANA
enam (=Arjuna) | . . matangam
. arivrtam / parikirnam ",
kanyabhih ‘ parvr p ’ karenubhik

Once again, the sadharanadharmas is repeated, which shows that it conveys a

common formulaic image.

308 However, there are no attestations in the epics of such an image which has been originally crafted
by Asvaghosa.
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The comparison with the epic occurrences clearly shows the existence of a
comparative matrix in which a hero surrounded by women is compared to a bull-
elephant with its cows. Moreover, this is favoured by the application of the
bimbapratibimba relation that is almost symmetrical in the BC stanza, especially as

far as the sadharanadharma vrta- ‘surrounded’ is concerned.

Fire is the upamana in the last two examples in this survey. The first case regards
the application of the bimbapratibimba relation to the idea of the dissatisfaction that

comes from desire (SN 9.43):

na kamabhoga hi bhavanti typtaye havimsi diptasya vibhavasor iva |

yatha yathd kamasukhesu vartate tatha tatheccha visayesu vardhate ||

‘Because the gratification of desires does not lead to satiety, just as oblations [do not lead to
satiety] of the blazing fire the more one indulges in the pleasures of passions, the more the desire
for the object of senses grows’.

UPAMEYA SADHARANADHARMA UPAMANA
*kama- (implicit) ‘ diptasya vibhavasoh
kamabhogah ‘ TEN PR havimsi

The genitive held by trptaye gives the general meaning of the satisfaction given by
the burning fire which does not lead to satiety.

Most of the epic examples simply demonstrate the fact that fire fuelled by
offerings is a common upamana for something brilliant, but what is interesting
about Asvaghosa’s example is the fact that feeding does not cause the cessation of
either kama- or agni-.

The idea that enmity gives rise to enmity, just as the sacrificial butter gives rise to
fire is expressed in MBh 5.70.63:

na capi vairam vairena kesava vyupasamyati |

havisagnir yatha Krsna bhitya evabhivardhate ||

‘Nor is hostility calmed by more hostility, o Ke$ava it rather grows stronger more and more just as
a fire [grows stronger] due to oblations, o Krsna’.

In the SN, pleasure breeds desire and does not satisfy it. This process is ultimately
likened to the fire that becomes more intense with the sacrifices offered to it.

Moreover, Asvagosa repeats the same image in SN 5.23:
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sadharandat svapnanibhad asaral lolam manah kamasukhan niyaccha |

havyair ivagneh pavaneritasya lokasya kamair na hi typtir asti ||

‘Restrain your unsteady mind from the pleasure of desire,®® which is common, without strength,
similar to sleep, men cannot reach satisfaction by means of the object of desire®, like [the
satisfaction] of a fire, excited by the wind, by means of oblations’.

UPAMEYA SADHARANADHARMA UPAMANA
lokasya \ agneh
kamaih \ havyai/

na trptia

Here the upama implicitly states that desire is increased and not decreased by
desired objects (na typti/ asti). Therefore, recourse to the metaphorical matrix helps
the reader to understand the true meaning of the upama, since it is not explicitly
stated that they do not fuel fire/desire.

In conclusion, in this chapter | have attempted to show that the use of the
metaphorical matrix is functional to the understanding of the upama. Indeed, in
presenting the selected examples and in analysing the Mahakavya, I have observed
the way in which the Kavya style is elaborated on the basis of the epics, i.e., the
literature known at the time. Indeed, it is through the paradigmatic and theoretical
criterion of intertextuality that the reworking of the Kavya style can be
demonstrated in this thesis.

For example, he sometimes uses archetypal images, reworking them greatly, or
using them within the framework of a very elaborate stanza: he then achieves a
slesa by playing with the duality of the actual sense and the figurative sense (e.g.,
BC 12.99). Finally, Asvaghosa demonstrates a good degree of awareness of the epic
model. He reworks complex ornaments in terms of situational logic and implicit or
explicit double meaning.

Moreover, as an experienced poet, he manipulates and transcends epic imagery,
adopting syntactic (e.g., BC 8.5), lexical, and rhetorical subtleties that make the

logical structure of his upamas more complex and refined than the simple epic

309 kamasukha-: ‘love and pleasure’ if one interprets it as a dvandva compound, otherwise ‘the
pleasure of love’ if it is interpreted as a sasthitatpurusa. Both are possible, but pada cd’s explanation
is more convincing if understood as sasthitatpurusa.

310 kama- here means ‘object of desire’ rather than ‘love’ properly speaking.
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formula. This is ultimately demonstrated by a thorough comparison of cross-
references between the epic sources and the Mahakavya regarding the use of the
bimbapratibimba relation. Although the latter process would not be formally
elaborated for almost a millennium after A§vaghosa, it was still naively employed
and well established in the epics. It was therefore reused by Asvaghosa in the
Mahakavya and skilfully contextualised, sometimes deliberately echoing the epic
model.

He sometimes works out an established image and adds another element to the
equation (e.g., BC 9.10). He also reuses the logical relationship of these upamas
and improves them from the point of view of verse architecture. In fact, the structure
of the stanza in terms of cross-reference is both symmetrical and mirrored: indeed,
there is symmetry in terms of the padas’ stylistic architecture and mirroring from a

logical and rhetorical point of view.
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I. FINAL CONSIDERATIONS

As stated in the research premise (81.1.1), this dissertation has postulated and
sought to demonstrate the intertextual relationship between Asvaghosa's
Mahakavyas and the epic poems of the Itihasa genre. In fact, the present study has
been an attempt to outline some of the major problems that one encounters when
attempting to carry out a literary analysis of A§vaghosa’s Mahakavyas. That is to
say, the fact that A§vaghosa’s contribution to pre-systematic®!! patterns of analogy
is so often underestimated by scholars or, indeed, even little considered.

In particular, | refer to the extent to which Asvaghosa was acquainted with some
kinds of written versions of the epics, a fact that scholars have frequently and
strongly rejected or dismissed as unstable ground for research due to the massive
and complex philological background that underlies the epics and especially the
MBh.

This thesis has shown how it is possible to reconstruct three main levels of
intertextuality through a systematic comparison between Asvaghosa’s Mahakavyas
and the epic sources. This has also proved fruitful in restoring a certain pattern in
his rhetorical, stylistic, and narrative approach, ultimately showing that he was
familiar with some parts of the texts as we now know them. And he was certainly
acquainted with other parts too, which have now been omitted from the main
Critical Editions. This could eventually lead to a further reconsideration of the
philological question of the real unity of the nucleus of the epic sources in the very
first two centuries CE.

For instance, | have outlined how the reuse of the analogical matrices is

functional to the understanding of how the upamas and ripakas work in the

311 | am referring to the evident and repeated use of linguistic processes long before they have been
the subject of theoretical description (see the Introduction § L.I).
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Mahakavya. In fact, although the analogical matrices belong to a broad
metaphorical background that obviously goes beyond the MBh and the Ram, and
maybe, in numerous cases, to the Vedas, I have demonstrated how A$vaghosa’s
mechanism of intertextual reuse works in the Mahakavyas. Moreover, the direct
references he makes to the texts in his Mahakavyas have revealed his first-hand
knowledge of the epic sources. This serves the purpose of highlighting the
differences and similarities between the contexts of epics and that of Mahakavya in
its earliest development. That is to say, the presentation of the selected examples
and the analysis of the Mahakavya has shown how the Kavya style was elaborated
on the basis of the epics. This has allowed us to begin to imagine the processes that
led to the development of this genre.

Secondly, | have demonstrated a primary level of intertextuality that can be
deduced from the use of compound alamkaras. Asvaghosa’s use of such ornaments
across a spectrum of simple and/or adaptive reuse proves that he had a certain
amount of experience in navigating the rhetorical tools at his disposal. In addition,
a more sophisticated level of intertextual and intratextual dynamics occurs between
Asvaghosa’s Mahakavyas and the epic sources.

Furthermore, Asvaghosa’s intervention in the reworking of the epic model
involves rhetorical strategies aimed at the reuse of (mainly asamasta-) ripakas and
upamas that immediately and explicitly allude to the epic model and generate
something original. As far as the alamkaras are concerned, this applies to a greater
extent to the upama than to the rippaka, since the number of epic cross-references
that match the BC and SN stanzas is significantly greater. Furthermore, the author’s
extensive acquaintance with the epic background is indicated by the variety of
upamanas used in the epics that he then reuses.

In several instances there is striking evidence of rhetorical devices that are not
systematised until much later in the chronology of the Kavya. These are a) the
samsrstis, which can be critically interpreted in Western terms as a stylistic device,

being a kind of “ornaments-catalyser3!2; b) the samastavastuvisaya-ripaka and the

312 With this expression | mean to emphasise the purpose of the samsrsti, which is to bind together
several other alamkaras in a sequence of stanzas, so as to capture the reader’s attention almost in a
whirl of rhetorical virtuosity within the framework of the poetic work.
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paramparita-ripaka as expressions of rhetorical virtuosity, again using Western
categories of interpretation.®® As far as these last two devices are concerned, the
samastavastuvisaya-ripaka is in the throes of development in A$vaghosa’s time,
while the paramparita-ripaka is at least a millennium away from being recognised
and systematised. Nevertheless, their presence, not only in Asvaghosa’s work but
even in the epic texts, is certainly a significant indication of the stage of composition
that rhetorical elaboration may have attained in that period of time.

This is ultimately evident from a thorough comparison of the cross-references
between the epics and the Mahakavya regarding the use of bimbapratibimba
relation. This is a process that will not be formally elaborated until almost a
millennium after A§vaghosa. Nevertheless, it was naively used and well established
in the epics. Naively, in the sense that it is done in a natural rather than a sastric
way. In fact, what this study has attempted to show is that A$vaghosa used
procedures that appear to reflect a contemporary practice that would not become
normative until many centuries later. In the case of the bimbapratibimba relation,
for example, there is a recurrent use of the linguistic and logically grounded process,
even though it is a descriptive concept that, as far as we know, did not exist in
Asvaghosa’s time. That is, in this case, the process by which not only two upameyas
and two upamanas can be analysed and compared in the structure of the examples,
but more importantly the logical relationship between a pair of upameyas and a pair
of upamanas within the upama (cf. the structure of the Aristotelian analogon). It
was, therefore, reused by Asvaghosa in his Mahakavya and skilfully contextualised,
at times even as a deliberate echo of the epic model.

The present thesis thus aims to locate itself in the direction already indicated by
Eltschinger’s (2013ab; 2019) studies of Asvaghosa’s canonical sources, by
advocating and substantiating the hypothesis of intertextuality between
Asvaghosa’s Mahakavyas and the epic sources, but it does so on the level of the

stylistic elaboration. Certainly, further exploration of these perspectives may

313 The point is that only in the Western concept is there a difference between stylistics, rhetoric, and
poetics.
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contribute to our understanding of the poet’s compositional process, including his

extensive other text sources.

Il. FUTURE PERSPECTIVES

In this concluding section | would like to give a few examples of how much more
the intertextual approach still has to offer us. That is, evidence of how systematic
comparison with epic sources has revealed rhetorical and stylistic dynamics that
seem unique to Asvaghosa, or that he may have borrowed from another source.

This methodology is a kind of “approach by elimination”. In other words, if there
is no intertextual relationship between a particular passage in the Mahakavyas and
in the epics, this ultimately leads to the discovery of something much greater: the
true extent of A§vaghosa’s creativity as a kavi, someone who is capable of actively
manipulating his sources and the language.

In the first chapter (81.2), | argued that the different stylistic dynamics that
Asvaghosa seemed to adopt in his compositional process were also evidence that
he was working independently as a kavi composing Mahakavya. This was the case
with a number of alamkara patterns with a more articulated structure, which I have
tentatively grouped into two main categories. In the present thesis | have indeed
dealt extensively with analogical matrices belonging to the divine and nature-based
semantic domains. Instead, | will leave to future studies a discussion of those
alamkaras that can be classified according to their logical dynamics, i.e., (1a)
alamkaras for which the epic registers a different sadharanadharma; (1b)
alamkaras that involve a reversal of ideas, and, as regards alamkaras classified
according to the adaptation of epic matrices (2a), those that convey religious and
Buddhist themes. 1 argue that ASvaghosa has been extremely innovative with
respect to the epic model. For instance, he modifies the idea — perhaps an analogical
matrix — of being plunged into a dead-end situation (i.e., SN 17.72) suggesting that
Buddhism allows a way out of seemingly unresolvable situations, such as,

precisely, an elephant (a large heavy animal) that can be pulled out from the mud
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(which is an unpleasant and seemingly insurmountable situation). He employs an
often-expressed idea and applies it to the Buddhist context.

In addition, there is still a great deal of research to be done on Asvaghosa’s use
of alamkaras not yet described in the sastras. As a matter of fact, the treatises do
provide descriptive concepts, which are expected to be effective in the description
of the functioning of the ornaments not only as devices to be used in poetical
practice. In other words, the same ornaments can be described in terms of different
concepts, including concepts that were apparently not in existence at the time of the
work under analysis, in the form they would have several centuries later. However,
it the process is repeated in the examples, and if it always has the same structure,
then it can be said to have been consciously used by the poet, even if there is no
evidence that he had the concept to describe it. Finally, much remains to be done,
not only with regard to Asvaghosa, but also with regard to the Kavya in general,
such as using the available data to create some sort of typology of the alamkaras,

with the aim of extending the comparison between the epic and the Kavya.
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There are a total of 211 passages omitted from the BC. These are listed in the

following table:

© ®©® N o a

11.
12.

13.

14.

15.

16.

17.

LOCI
1.1-3

1.10

1.11

1.13

1.14
1.16
1.27
1.29
1.35
1.60
1.69

1.72

1.73

1.74

1.75

1.88

1.89

ALAMKARA

upama

malopama

utpreksa

samasopama

samasopama
upamanasamasa
utpreksa

upama

upama + bpb
upamanasamasa

riipaka

samastaripaka; upama

samastaripaka; upama

samastavastuvisayaripaka

samastaripaka

upama

upama + bpb

Legenda: bpb = bimbapratibimba relation

OMISSION REASON

Not retained in the Sanskrit text = retroversion

Epic reference not found

The references in the epics are upamas and
Asvaghosa changes the idea

The idea is adapted: the epic sources attest

similar compound ‘sun’+-vat

Epic reference not found

Aévaghosa reuses an epic topos

Asvaghosa applies epic matrices and changes

them to conveys Buddhist themes

Testimony of Asvaghosa’s knowledge of the

epics and its mythology
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18.

19.
20.
21.
22.

23.
24.

25.

26.

27.

28.

29.
30.

31.
32.

33.
34.

35.
36.
37.
38.

39.

40.
41.

42.

43.

2.1

2.9
2.13
2.15

2.18

2.20

2.27

2.29

2.30

2.32

2.34

2.37

2.40

2.45

2.50

2.51

2.52

3.2
3.10
3.16

3.19

3.20

3.22
3.24

3.26

3.34

upama + bpb

utpreksa
utpreksa
upama + bpb

upamanasamasa

malopama

samdasopama ; upama + bpb

upamanasamasa ; upama

samasopama x2

upama + bpb

samdsopama ; samastaripaka
samastaripaka
samastariipaka X2

utpreksa

upama

upama

upama

upama
utpreksa

upamanasamasa

samastaripaka ; upamd + bpb

upama + bpb

utpreksa

upama

upama

upama

Irrelevant to intertextuality: sindhu- is attested

as upamana but the idea is different

Epic reference not found

Irrelevant to intertextuality: rsi- is attested as
upamana but always in upamas Asvaghosa is

original
Epic topos
Epic reference not found; epic topos

irrelevant to intertextuality: autumn clouds are a

common upamana

Epic topos

Epic reference not found

Epic topos
Epic reference not found

Epic topos

Epic reference not found

Different sadharanadharma

Asvaghosa changes the idea
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44,

45.
46.
47.
48.

49.

50.
51.
52.
53.
54.
55.
56.

57.

58.

59.

60.
61.

62.

63.
64.
65.
66.
67.
68.

69.

70.

71.

72.

73.

74.

75.

3.45

3.64
3.65
41

4.28

4.30

4.33
4.40
4.44
4.45
4.46
4.47
4.49

4.50

4.60

4.70

4.89
4.98

4.103

5.1
5.3
54
5.5
5.9
5.21

5.22

5.23

5.26

5.27

5.29

5.34

5.37

upama

Slesopama ; upama
upama + bpb
utpreksa

upama + bpb

rupaka

upama
samastaripaka
utpreksa
utpreksa
upama + bpb
utpreksa
upama + bpb

samasopama

utpreksa
upama + bpb

upama
utpreksa
upama

upama

upama
utpreksa
utpreksa
samastaripaka
samasopama
samdsopama (al); samastaripaka
(@2)

upama

hetiipama

samadasopama ; upama + bpb

upamda ; samasopama
upamanasamasa

Slesopama

Epic reference not found

Aévaghosa enriches the image

Irrelevant to intertextuality

Epic reference not found

Asvaghosa changes the idea

Epic reference not found
Aévaghosa reverses the idea

Epic reference not found

lirrelevant to intertextuality

Different sadharanadharma

Epic reference not found

Irrelevant to intertextuality

Epic reference not found

Irrelevant to intertextuality

Epic reference not found
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76. 5.42 upamanasamasa Irrelevant to intertextuality
Epic reference not found; irrelevant to
7. 5.43 Slesopama , upama , upama + bpb . .
intertextuality
78. 5.45 samdsopama ; upama + bpb
Irrelevant to intertextuality
79. 5.50 samdasopama ; upamanasamasa
80. 5.52 upama + bpb
Epic reference not found:
81. 5.53 samastaripaka ; upama
82. 5.57 upama + bpb Asvaghosa changes the idea
83. 5.58 upama
84. 5.62 upama
85. 5.74 samadasopama ; utpreksa

Utpreksa ; upamanasamasa ; Epic reference not found

86. 5.79
upama

87. 5.81 samasopama (b1); utpreksa (b2)

88. 5.86 upama

89. 5.87 samdsopama ; utpreksa ) )
Irrelevant to intertextuality

90. 6.13 upama

91. 6.19 samdasopama

92. 6.31 upama + bpb

. . a + .

9 6.33 upama -+ bpb Epic reference not found

94. 6.34 upama + bpb

95. 6.35 ripaka

96. 6.36 upama + bpb . .
Irrelevant to intertextuality

97. 6.38 upama

98. 6.46 upama + bpb (ab)
Epic reference not found

99. 6.47 upama + bpb (ab)
Asvaghosa employs an upamana well-

100. 6.56 utpreksa g ' P -y P
established only in upamas
Epic reference not found; Asvaghosa transforms

101. 6.57 upamanasamdasa ; utpreksa

an upama into an utpreksa
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102.
103.

104.

105.

106.

107.

108.

109.

110.

111.

112.

113.

114.

115.

116.

117.

118.

110.

120.

121.

122.

123.

124.

125.

126.

127.

128.

6.65
7.1

7.2

7.5

7.6

7.8

7.9

7.17

7.27

7.33

7.34

7.35

7.53

8.3

8.6

8.16

8.20

8.21

8.22

8.25

8.26

8.28

8.29

8.36

8.38

8.45

8.46

upama

upama

upamanasamasa ; samasopama

utpreksa ; upamanasamasa

upama

samastaripaka, upama

samdasopama

upamda , upamanasamasa
samasopama

utpreksa

samdasopama

utpreksa

upama

utpreksa

samasopama

utpreksa

upama

upama

utpreksa

utpreksa

upamd + bpb

samasopama , upama

upama + bpb

samasopama , upama

samasopama

utpreksa x2 (b,c)

utpreksa

Irrelevant to intertextuality

Irrelevant to intertextuality: only occurrence of
mrgacarin (MBh 131439)

Irrelevant to intertextuality

Irrelevant to intertextuality; epic reference not

found
Irrelevant to intertextuality

Different sadharanadharma

Epic reference not found

Irrelevant to intertextuality
Epic reference not found
Irrelevant to intertextuality
Epic reference not found
Irrelevant to intertextuality

Epic reference not found

Irrelevant to intertextuality

Aégvaghosa changes the idea

Epic reference not found

Irrelevant to intertextuality

Epic reference not found

Irrelevant to intertextuality

Epic reference not found
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129.

130.

131.

132.

133.

134.

135.

136.

137.

138.

139.

140.

141.

142.

143.

144.

145.

146.

147.

148.

149.

150.

151.

152.

153.

154.

8.71

8.72

8.76

8.77

8.86

9.5

9.8

9.14

9.15

9.29

9.35

9.41

9.43

9.49

9.72

10.2

10.19

10.21

10.31

10.37

11.3

11.9

11.10

11.12

11.19

11.22

upama

upama

upama + bpb

upama

upama

samasopama x2

upama

samasopama (d1), samastaripaka

(d2)

samdsopama, upama + bpb

samastavastuvisayaripaka

upama

malopama
upama x2 (a,d)

upama

riipaka

upama + bpb

upama ; upama + bpb

upamanasamasa
upamanasamasa

utpreksa

upama

ripaka ; samasopama
upama + bpb

upama + bpb

upama

samasopama

Irrelevant to intertextuality

Epic reference not found

Irrelevant to intertextuality

Epic reference not found

Epic reference not found; Irrelevant to
intertextuality (Ram 6504)

Irrelevant to intertextuality (MBh 9.44.93)

Irrelevant to intertextuality

Epic reference not found

Irrelevant to intertextuality

Epic reference not found
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155.

156.

157.

158.

159.

160.

161.

162.

163.

164.

165.

166.

167.

168.

169.

170.

171.

172.

173.

174.

175.

176.

177.

11.23

11.24

11.25

11.26

11.27

11.28

11.29

11.30

11.31

11.33

11.45

11.57

11.62

11.68

11.70

11.71

12.6

12.13

12.64

12.72

12.92

12.93

12.98

samasopama

samasopama

upama ; samasopama

samasopama

samasopama

samdasopama

samasopama

samdasopama

samasopama

samdasopama

samasopama

samastaripaka

samastavastuvisayaripaka

upama

upamanasamasa x2

upama ~+ bpb (ab)

upama

malopama + bpb

malopama

upama

upama + bpb

upama + bpb

upama

Aévaghosa adapts the idea

Epic reference not found

Aévaghosa adapts the idea

Epic reference not found

Irrelevant to intertextuality (MBh 94117)

Epic reference not found

Irrelevant to intertextuality (MBh 742-3; 367)

Epic reference not found

Asvaghosa adapts the idea

217



Appendix |

178.

179.

180.

181.

182.

183.

184.
185.

186.

187.

188.

189.

190.

191.

192.

193.

194.

195.

196.

197.

198.

199.

200.

201.

202.

12.110

12.117

12.120

13.4

135

13.6

13.8
13.23

13.26

13.33

13.35

13.36

13.37

13.39

13.40

13.41

13.43

13.46

13.47

13.48

13.49

13.50

13.51

13.53

13.54

upama + bpb

utpreksa ; samasopama

upamanasamasa

samastavastuvisayaripaka

upama

upama + bpb

samastaripaka

upamanasamasa (a,b)
samasopama

upama

upamanasamasa x2 (b,c)

utpreksa

upamd +bpb

upama

upamanasamasa

upama ; upama + bpb

upama

utpreksa

upamd + bpb

upama

upamanasamasa ; upama

samdsopama ; upama +bpb

upamd + bpb

utpreksa

upama

Epic reference not found

Different sadharanadharma

Irrelevant to intertextuality (MBh 515025-27)

Aévaghosa is original

Irrelevant to intertextuality (MBh 83629-32)

Epic reference not found

Asvaghosa adapts the idea
Idea reversion

Aévaghosa adapts the idea; epic reference not
found

Epic reference not found

Irrelevant to intertextuality

Aévaghosa enriches the image

Epic reference not found

Irrelevant to intertextuality

Epic reference not found

Irrelevant to intertextuality
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203.

204.

205.

206.

207.

208.

209.

210.

211

13.57

13.61

13.64

13.71

14.6

14.8

14.15

14.16

14.20

upama + bpb

riipaka

rupaka

upama

upamanasamasa

upama

upama

samdasopama

utpreksa

Aésvaghosa enriches the image (MBh 515815-
16)

Epic reference not found

Irrelevant to intertextuality

Epic reference not found
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There are a total of 273 passages that have been omitted from the SN. These are

LOCI

listed below:

1. 1.6

2, 1.7

3. 1.8

4. 1.9

5, 1.12
6. 1.13
7. 1.14
8. 1.17
9. 1.37
10. 1.48
11. 1.53
12. 1.58
13. 1.59
14. 1.60
15. 2.7

16. 2.11
17. 2.14
18. 2.19
19. 2.22
20. 2.30
21. 2.36
22. 2.39
23. 2.50
24, 2.52
25, 2.53
26. 2.57
27. 2.59
28. 2.65
29. 3.7

ALAMKARA

upama

utpreksa
utpreksa
upama

utpreksa
utpreksa
utpreksa
utpreksa

upama

Slesopama
malopama

upama

samasopama , upama

upama + bpb

utpreksa
utpreksa
upama

upamd + bpb
upamax2

upamd + bpb

upamanasamdsa + ripaka

samastaripaka

upamanasamasa

upama
utpreksa

upamd + bpb
malopama

upamd + bpb

upama

OMISSION REASON

Different sadharanadharma

Epic reference not found

Irrelevant to intertextuality

Epic reference not found

Irrelevant to intertextuality

Idea reversion

Epic reference not found

Different sadharanadharma; the idea is adapted
Different sadharanadharma

Epic reference not found

Irrelevant to intertextuality

The idea is adapted
The idea may be adapted (MBh 314627)
Analogical matrix

Irrelevant to intertextuality

Epic reference not found
Analogical matrix
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30.
31.
32.
33.
34.

35.

36.

37.
38.
39.
40.
41.
42.

43.
44,
45.

46.
47.
48.
49.
50.

51.

52.
53.
54.
55.
56.
57.
58.
59.
60.
61.
62.
63.
64.
65.
66.
67.
68.
69.
70.
71.
72.

3.11
3.12
3.14
3.17
3.25

3.28

3.31

4.2
4.4
4.7
4.10
4.18
4.23

4.28
4.30
431

4.39
4.40
4.42
4.44
5.3

5.30

5.31
5.32
5.39
541
5.42
5.47
5.48
5.52
5.53
6.9

6.11
6.17
6.22
6.24
6.25
6.28
6.30
6.32
6.36
6.37
6.40

samastavastuvisayaripaka
rupaka
samastavastuvisayaripaka
utpreksa

upama

upama

upamad

upamd + bpb
samastavastuvisayaripaka
upama
upama
utpreksa
utpreksa
upama
utpreksa
upama
upama + bpb
upama + bpb
upama
upama
upama + bpb

samastavastuvisayaripaka
+ upama

upama
utpreksa
utpreksa
riupaka
utpreksa
upama + bpb
upama + bpb
utpreksa
upama
upama
upama
utpreksa
upama
upama
upama
utpreksa
upama
utpreksa
upama
utpreksa

utpreksa

Epic reference not found

The idea is adapted

Irrelevant to intertextuality

Epic reference not found

The idea is adapted
Irrelevant to intertextuality

Epic reference not found

Irrelevant to intertextuality
The idea is adapted

Epic reference not found

The idea is adapted

Epic reference not found

The idea is adapted

Epic reference not found

Irrelevant to intertextuality

Epic reference not found
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73.
74.
75.
76.
77.
78.
79.
80.
81.
82.
83.

84.

85.
86.
87.
88.
89.
90.
91.
92.
93.
94.
95.
96.
97.
98.
99.

100.
101.
102.
103.
104.
105.
106.
107.
108.
100.
110.
111.
112.
113.
114.
115.
116.
117.

6.45
7.3
7.4
7.5
7.6
7.9
7.10
7.12
7.16
7.17
7.28

7.29

7.30
7.39
7.41
7.42
7.48
8.13
8.27
8.29
8.31
8.37
8.38
8.41
8.52
8.58
8.59
8.61
8.62
9.8

9.10
9.12
9.25
9.27
9.31
9.32
9.36
9.38
9.39
9.41
9.42
9.44
9.45
9.46
9.48

upamd + bpb

upamanasamasa

upama

Slesopama

upamanasamasa

upamd + utpreksa

upama

samastavastuvisayaripaka

utpreksa

upama Irrelevant to intertextuality
upama Analogical matrix

samastaripaka Irrelevant to intertextuality (MBh 120216)

upama
upama
upama
rupaka .
_ Epic reference not found
upama
upama
utpreksa
riupaka + utpreksa
upama Irrelevant to intertextuality
upama
utpreksa
upamd + bpb
samasopama
upamd + bpb .
wtpreksi Epic reference not found
upamd + bpb
samasopama
upama
upamd + bpb
upama Different sadharanadharma
upama Epic reference not found
samasopama The idea may be adapted (MBh 21713)
upama + bpb
upamd + bpb
rupaka
upamd + bpb
upama + bpb Epic reference not found
upama

rupaka + upama

upamd + bpb

utpreksa

upama The idea is adapted
upama + bpb Epic reference not found
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118.
119.
120.
121.
122.
123.

124.

125.
126.
127.
128.
129.

130.

131.

132.
133.

134.

135.

136.

137.

138.

139.

140.
141.
142.
143.
144.
145.

146.

147.
148.
149.
150.
151.
152.
153.

154.
155.

9.50
10.3
10.8
10.9
10.11
10.12

10.13

10.15
10.21
10.22
10.27
10.28

10.34

10.38

10.41
10.42

10.43

10.44

10.52

10.53

10.57

10.58

10.64
115
111
11.2
11.24
11.25

11.26

11.27
11.28
11.29
11.39
11.59
11.60
12.6

12.9-10
12.11

upama

upamd + ripaka
upama

upama

upamd + bpb
utpreksa

upama

upamanasamasa
utpreksa

rupaka

rupaka

samasopama

samasopama

upama

samastaripaka

upama

upama

upama
upama
samastaripaka + upama
upama
upama

upama
upama
samastaripaka
upama
upama

upama
upama

upama
upama
upama
upama
upama
upama
upama
upama

Slesopama

The idea is adapted

Epic reference not found

Irrelevant to intertextuality

Epic reference not found

Irrelevant to intertextuality (Ram 52424)

Irrelevant to intertextuality

Epic reference not found

Irrelevant to intertextuality

Epic reference not found
Irrelevant to intertextuality
Epic reference not found

Irrelevant to intertextuality

Epic reference not found

Irrelevant to intertextuality

Epic reference not found

These upamas are based on grammatical context

Irrelevant to intertextuality
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156.
157.

158.

159.

160.

161.

162.

163.

164.

165.
166.
167.
168.
169.
170.
171.
172.
173.

174.

175.

176.
177.
178.
179.
180.
181.
182.

183.

184.

185.

186.
187.
188.
189.
190.
191.
192.

12.19
12.27

12.28

12.29

12.41

12.43

13.4-6

13.35-37

13.39

13.40
13.48
13.50
14.1
14.11
14.12
14.13
14.16-17
14.18-19

14.29

14.30

14.36
14.37
14.38
14.47
14.48
14.49
145

14.50

14.52

14.7

15.12
15.14
15.25
15.26
15.27
15.28
15.29

upamd + bpb
upamd + bpb

upamd + bpb

upama + bpb
upama

samastaripaka

malopama

samastavastuvisayaripaka

upama

upamd + bpb
upama

upamd + bpb
rupaka

upamd + bpb
upamd + bpb
upamd + bpb
upamd + bpb
upamd + bpb

ripaka + upama

upama

upamd + bpb
upama
upamd + bpb
utprkesa
upamd + bpb
upamd + bpb

upama

upama

upama

upama

upamd + bpb
upama + bpb
utprkesa
upama
utprkesa
utprkesda

upama

Epic reference not found

Irrelevant to intertextuality (Ram 34920; 51422)

Irrelevant to intertextuality (MBh 64448)

Epic reference not found

Asvaghosa reworks a pre-existing idea
(brahmavrksa- MBh 127414; 144713; 142716)

Irrelevant to intertextuality (MBh 3232)
Epic reference not found
Irrelevant to intertextuality (MBh 57070-72)

Idea reversion

Epic reference not found

Irrelevant to intertextuality

Irrelevant to intertextuality (Ram 25119)

Epic reference not found

Idea reversion (MBh 7697)
Epic reference not found

Irrelevant to intertextuality

Epic reference not found
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193.
194.

195.

196.
197.
198.
199.
200.
201.
202.
203.
204.
205.
206.
207.
208.

209.

210.
211.
212.

213.

214.
215.
216.
217.
218.
219.
220.
221.
222.
223.
224,
225.
226.
227.

228.

229.
230.
231.
232.
233.
234.

15.33
15.34

15.35

15.39
15.52
15.53
15.55
15.56
15.59
15.6
15.65
15.66-67
15.68
15.69
15.7
15.8

16.11

16.15
16.28-29
16.34

16.53

16.54
16.55
16.56
16.57
16.58
16.59
16.60
16.61
16.62
16.63-64
16.69
16.71
16.72
16.73

16.74

16.76
16.79
16.80
16.81
16.85
16.9

upama

upama
samasopama

upama
upama
upama
rupaka
upama
upamd + bpb
upama
upama
upamd + bpb
upamd + bpb
upamd + bpb
upama

upama
malopama

upamd + bpb
upamd + bpb
upamd + bpb

upama + bpb

upama
upama
upama
upamd + bpb
upama
upamd + bpb
upama
upamd + bpb
upamd + bpb
utpreksa
upama
samastaripaka
upamd + bpb

upama
upama

utpreksa
utpreksa
upama
upama
Slesopama

upamd + bpb

Irrelevant to intertextuality (MBh 313533)
Epic reference not found
The idea may be adapted (MBh 32644)

Epic reference not found

The idea may be adapted (MBh 1217915)

Epic reference not found

Different sadharanadharma

The idea may be adapted (MBh 75740; 1217517,
121878; 94612)

Epic reference not found

The idea is expressed differently (MBh 136437)

Irrelevant to intertextuality

The idea may be adapted (MBh 717219)

Epic reference not found

The idea may be adapted (MBh 1039)

Epic reference not found

The idea may be adapted (Ram 28222; 54922)

Epic reference not found
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235.
236.
237.
238.
239.
240.
241.
242.
243.
244,
245,
246.
247.
248.
249,
250.

251.

252.

253.
254.
255.
256.
257.
258.
259.
260.

261.

262.
263.
264.
265.
266.
267.
268.
269.
270.
271.
272.
273.

16.93
17.10
17.17
17.22-23
17.25
17.26
17.3
17.33-34
17.38-39
17.40
17.43
17.45
17.46
17.56
17.58
17.60

17.65

17.66

17.68-70
17.8
17.9
18.1
18.11
18.13
18.20
18.25

18.27

18.28
18.29
18.40
18.48
185
18.50
18.51
18.63
18.64
18.7
18.8
18.9

upama

utpreksa

rupaka

upamd + bpb

rupaka

rupaka

samastaripaka

upamd + bpb
samastavastuvisayaripaka
upamd + bpb
samastaripaka + upama
riupaka + upama

upamd + bpb

utpreksa

riupaka + upama

rupaka
samastaripaka

ripaka + upama +
utpreksa (= samkara)

utpreksa

utpreksa

utpreksa

malopama + bpb
samastavastuvisayaripaka
utpreksa

utpreksa

utpreksa
upama

upama

samastaripaka
samastaripaka
samastaripaka + upama
upamanasamasa + utpreksa
utpreksa

riupaka + upama
utpreksa

upamd + bpb

rupaka

upamd + bpb

rupaka + upama

Different sadharanadharma

Epic reference not found

The idea is adapted

The idea is adapted (vaksalya-; bhaya°- are
attested)

Epic reference not found

Irrelevant to intertextuality

Epic reference not found

The idea is adapted
Different sadharanadharma

Epic reference not found
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What follows is an alphabetical glossary of all the alamkaras studied and included
in this thesis. Each ornament is followed by its technical definition, mainly from
Mammata’s Kavyaprakasa (KP), which is here taken as the reference
alamkarasastra in accordance with the Indian alamkarikas themselves. In addition,
the technical definition is clarified by an example taken from As$vaghosa’s
Mahakavyas chosen among those discussed in the thesis.?** This choice to refer to
Mammata also follows Porcher (1978),%° and is consistent with the methodological

approach preferred here, which is not diachronically oriented.

314 | am grateful to Prof. Sylvain Brocquet for his valuable insights into the translation of Mammata’s
sutras and examples.

315 See (1978: 10-11): “ Nous nous appuyons surtout sur le Kavyaprakasa de Mammata (brahmane
kasmirien de la fin du xI® siecle) : c’est & lui que nous empruntons définitions et exemples pour
I’analyse de chaque figure. [...] Tout en adoptant les théses des théoriciens du dhvani, dont il rend
compte systématiquement, il reprend les débats et les conclusions des alamkarika plus anciens ; sa
conception de la poésie, voisine de la leur, le conduit a accorder une place importante aux figures
dont il livre une analyse détaillée dans les ullagsa IX et X : il y traite successivement des
sabdalamkara et des arthalamkara [...], suivant une distinction traditionnellement reconnue.
L’ouvrage de Mammata ne se signale pas par I’originalité des vues qu’il développe, mais par la
clarté et la concision dont il fait preuve en rassemblant I’essentiel des doctrines précédemment
enseignées : des principales spéculations qui ont marqué I’histoire de la poétique sanskrite, il fournit
donc une synthése aisément accessible .
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ALAMKARA TECHNICAL DEFINITION AND EXAMPLES

KP 10.125

sadharmya upama bhede ||

“The upama consists of the identity of properties [of the upameya and
the upamana), when they are different’.316

Example:
UPAMA
BC 8.73
nisamya ca chandakakanthakav ubhau sutasya samsrutya ca niscayam
sthiram |

papata sokabhihato mahipatih Sacipater vytta ivotsave dhvajah ||

‘After perceiving both Chandaka and Kanthaka and hearing the firm
conviction of his son, the lord of the earth fell down stricken with pain,
like the flagstaff of SacP’s lord (i.e., Indra) at the end of the festival’.

This concept focuses primarily on the sadharanadharma shared by an
upameya and an upamana. That is, the common property involves an
implicit analogy whereby the property of a pair of upamanas (bimba,
‘reflected object’) is linked to that of their counterpart, i.e., a pair of
upameyas (pratibimba, ‘reflected image”). Indeed, it is this implied and
not explicitly stated relation that constitutes the actual
sadharanadharma.’’
upama with bimbapratibimba
relation Example:

SN 9.18

kva tad balam kamsavikarsino hares turangarajasya putavabhedinah |
yam ekabanena nijaghnivan jarah kramagata riapam ivottamam jard ||
‘Where is this power of Hari, the slayer of Kamsa, the destroyer of the
horse-king’s hooves, whom Jaras struck with a single arrow, just as
gradually coming old-age [strikes] the utmost beauty?’.

The samasopama is a simile, i.e., upama, in compound form. However,
it is important to distinguish between different types of compounds,
which may or may not contain upameya (see Porcher 1978: 48-51):

samdasopama | b1) The compound contains only the upamdana.
Ex.: devakalpa- (BC 10.7, see p.75-76) ‘godlike’.

b2) The compound contains both the upamana and the upameya.
Ex: candramukha- ‘moonlike face’.

316 See also Porcher’s (1978: 23) translation: “ L’upama (consiste) en une identité de propriétés alors
qu’il y a différence (entre le comparant et le comparé) .

317 However, a definition of this concept is not found in Mammata, but in Vis$vanatha,
Sahityadarpana, X, 662 and Appayyadiksita's Kuvalayananda. See Porcher (1978: 35): “ Cette
double formulation du sadharanadharma explique la dénomination bimbapratibimba attribuée a
cette relation (« de reflet a chose reflétée »). Aucun terme explicite ne met en rapport les référents
auxquels renvoient les deux expressions. Cependant, 1’analogie implicite qu’elles font surgir a
I’esprit vient renforcer, au méme titre qu’une propriété commune formulée univoquement [...] ”.
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b3) The compound also contains the sadharapadharma.
EXx.: saridvistirnaparikha- (SN 1.42 cf p. 158) ‘moat [which is]
broad like a river’.

UTPREKSA

KP ullasa 10 satra 137

sambhavanamathotpreksa prakrtasya samena yat |

‘Representing the described object by means of another [object] is the
utpreksa’.

Example:38

BC 4.45

asoko drsyatam esa kamisokavivardhanah |

ruvanti bhramara yatra dahyamanda ivagnina ||

‘Behold this “Not-causing-pain” tree®!® that increases a lover’s pain.
There, big black bees buzz as if they were being burnt by fire’.

RUPAKA

KP 10.139

tad ripakam abhedo ya upamanopameyayoh |

“The rapaka consists in the non-difference between the object and the
subject of comparison’.

There are two main types of metaphor: the uncompounded ripaka
(asamasta-) and the compounded one (samasta-). Since the corpus of
selected references from Asvaghosa in this thesis does not include cases
of the former type except those with -bhzta- as the second member of
the compound, only the latter will be sampled.

samastaripaka

Dandin, DKA 2.66-68:

upamaiva tirobhiitabheda riipakam ucyate |

yatha bahulata papipadmam carapapallavaz ||

angulyah pallavany asan kusumani nakharcisah |

bahii late vasantasris tvam nah pratyaksacarini ||

ity etad asamastakhyam samastam pirvaripakam |

smitam mukhendor jyotsnety samastavyastaripakam ||

“The simile where the differences are set aside is called ripaka, such as
‘arms/creepers’, ‘hand/lotus’, ‘foot/sprout’; your fingers were sprouts
indeed, the rays from your finger-nails, flowers. ‘Your arms are two
creepers’ “Your magnificent appearance is Spring which walks under
our eyes’. Thus, this latter [ripaka] is called asamasta and the former
one is called samasta. [When you say] ‘A smile of a moon which is
indeed a face is a moonlit night’ this is a Samastavyastaripakam.” (tr.
Candotti, Pontillo 2017: 353).320

Example:

SN 12.20

318 See also Mammata’s (KP 10.416d) example: lagna manye lalita-tanu te padayoh padma-laksmih
| ‘O woman with a charming body, the beauty of lotuses, methink, is sticking to your feet!”.

319 The Asoka tree, see fn. 265.

320 See also Porcher (1978: 70): “ Le ripaka est soit samasta ( en compose ), soit asamasta ( hors
compose ). Dandin distingue formellement les deux possibilités [n.d.r. DKA 2.68] : Le samasta-
rilpaka parait étre la forme par excellence de la figure ™.
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ciram unmargavihrto lolair indriyavajibhih |

avatirno ‘si panthanam distya drstyavimidhaya ||

‘So long having been made to stray from the right path by the restless
senses which are stallions, you have [now] descended the [right] road
through the direction, with unconfused gaze’.

Bhamaha, BhKA 2.22

samastavastuvisayam ekadesavivartim ca |

dvidha ripakam uddistam etat taccocyate yatha ||

‘And what is taught in two ways, i.e., that which concerns all things
taken as a compounded entity’ and ‘that which only involves one part’.
(tr. Boccali, Pontillo 2010: 110).

Moreover, Dandin (DKA 2.69-70) acknowledges a sakalariapaka a total
riipaka’ which consists in a superimposition (@ropya-) of the nature of
the upamana upon that of the upameya.3?

Example:3?

SN 10.55

samastavastuvisaya-riipaka | anarthabhogena vighatadystina pramadadamstrena tamovisagnina |
aham hi dasto hrdi manmathahina vidhatsva tasmad agadam
mahabhisak ||

‘For I am bitten to the heart by the snake that is the god of love — whose
coils are wickedness, whose sight is destruction, whose fangs are
madness, whose poisonous fire is mental darkness — therefore O great
physician grant me an antidote’.

List of the samastaripakas:

manmatha-ahi- ‘snake [that is] the god of love’;
anartha-bhoga- ‘coils [which are] wickedness’;
vighata-drsti- ‘sight [that is] destruction’;
pramada-damstra- ‘fangs [which are] madness’;
tamas-visagni- ‘poisonous fire [that is] mental darkness’.

Ol B IVE S

paramparita-rigpaka | KP 10.145
niyataropanopayah syad aropah parasya yah |

321 On this matter see also Gerow (1971: 241), and Porcher (1978: 75): *“ Les objets surimposés sont
directement compris par ’audition ( exprimés ) ”.
322 See also Mammata’s (KP, ulldsa 10.421) example : yatha jyotsnabhasmacchuranadavala
bibhrati tarakasthi nyantardhanavyasanarasika ratrikapalikiyam | dvipaddvipam bhramati dadhati
candarmudrakapale nyastam siddhanjanaparimalam lanichanasya cchalena || ‘Whitened with this
ash-ointment that is the moonlight, wearing these bones that are the stars, savouring this deed,
making the world invisible, this Kapaliki ascetic that is the night is wandering from continent to
continent, carrying, laid in this skull, her emblem, that is the moon, the magic balsam in the guise
of a blemish’. List of the samastaripakas: (1) jyotsna-bhasmac-churana. ‘ash-ointment [that is] the
moonlight’; (2) taraka-asthi- ‘bones [that are] the stars’; (3) ratri-kapaliki- ‘a Kapaliki ascetic [that
is] the night’; (4) candra-kapala- ‘skull [that is] the moon’.
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“The superimposition of another object may be a means of effecting the
intended superimposition’.3%

Example:

BC 12.9

tad vijiiatum imam dharmam paramam bhajanam bhavan |
Jjianaplavam adhisthaya sighram duhkharpnavam tara ||

‘Therefore, your honour is a perfect vessel for understanding this very
dharma. After boarding the boat of knowledge, you must quickly cross
the ocean of suffering!’.

SLESA

Mammata gives two definitions of slesa, one from the point of view of
Sabdalamkara, Viz:

KP 9.119

vacya-bhedena bhinna yad yugapad bhasana-sprsah |

Slisyanti sabdah sleso’ sav aksaradibhir astadha ||

‘The fact that words differing by their intended meanings be
amalgamated, because they are united in one and the same utterance, is
the slesa, which is eightfold, based upon syllables, etc’.

The other is defined according to arthalamkara:

KP 10.147
Slesah sa vakya ekasmin yatranekarthata bhavet |
‘There is a slesa when one sentence conveys several meanings’.

He does, however, provide an example that sums up both definitions:

KP 9.378

stokena unnatim ayati stokena ayaty adhogatim |

aho susadrsi vrttis tulakoteh khalasya ca ||

‘For little does he rise, for little does he stoop: Ahh, quite similar are the
behaviour of the scale and that of the deceitful!’.

Example from Asvaghosa:

SN 4.41

chatodarim pinapayodharorum sa sundarim rukmadarim ivadreh |
kaksena pasyan na tatarpa nandah pibann ivaikena jalam karepa ||
‘He glanced at SundarT who was like a golden mountain crevice, whose
belly <interior> is flat, with plentiful breasts and thighs <heavy like
plentiful clouds>, Nanda was not satisfied as [one is not satisfied]
drinking water with just one hand’.

List of epithets:

323 See also Porcher’s (1978: 75) definition: “ La ressemblance exprimée par le ripaka peut étre
construite plutét que simplement percue: nous avons alors affaire au paramparitarizpaka. Selon la
définition de Mammata, « la surimposition d’un autre (objet) peut étre le moyen (d’opérer) la
surimposition recherchée » .
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1. udara- meanings for the upameya: ‘belly / meanings for the
upamana: ‘cavity’ or ‘interior’;

2. payodhara- ‘breasts’ / ‘cloud’;

3. aru- ‘thigh’ / uru- ‘large’ or ‘spacious’.

Bhamaha, BhKA 3.49-50

vara vibhiisa samsrstir bahvalamkarayogatah |

racita ratnamaleva sa caivam udita yatha ||

‘The alamkara known as samsrsti (mixture) is superior among

alamkaras [...], is described as being the result of stringing many

alamkaras, like a necklace of gems; thus:” (tr. Sastry 1970: 70)
Examples of Bhamaha:3?*

Example 1:

BhKA 3.50

gambhiryalaghavavator yuvayoh prajyaratnayoh |

sukhasevyo jananam tvam dustagraho ‘mbhasam patih ||

‘Between you two who are both distinguished by dignity (depth) and
dexterity (lightness and possessed of gems in abundance you are easy to
serve (approach) while the ocean is full of frightful alligators’. (tr. Sastry
1970: 70)

In the first example, the padas ab contain adjectives with two senses,
describing both the qualities of the king to whom the stanza is addressed
and of the ocean, and another adjective which refers to both of them by
one and the same meaning. So, there is the alamkara siesa and an upama
(suggested). In the padas cd there is a vyatireka. These ornaments are
SAMSRSTI clearly distinguishable, as they are represented by different words.

Example 2:

BhKA 3.52

analamkrtakantam te vadanam vanajadyuti |

nisa kytam prakrtyaiva caroh ka vasty alamkytih ||

‘Your face has the beauty of the lotus, is attractive though not
ornamented. Turmeric is of no use. What can be an ornament to that
which is beautiful by its own nature?’. (tr. Sastry 1970: 71)

In the second example the same occurs, but more distinctly, because of
the absence of the slesa. The padas ab contain a vibhavana (i.e., a
negative description, praising an object by saying that it does not possess
a specific quality) and an wupama. Finally, padas cd contain an
arthantaranyasa (i.e., the fact of referring to a parallel situation).

Example from As$vaghosa (see p. 58):
SN 6.33
sa sundari $vasacalodari hi vajragnisambhinnadariguheva |
Sokagninantarhrdi dahyamana vibhrantacitteva tada babhiiva ||

‘Indeed Sundari, whose belly was trembling because she was panting,
like a cave whose entrance is split by the bolt of fire, burning in her

324 Another example of the samsrsti is given by Anandavardhana 2.16, ad karika 19.
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Appendix Il

heart because of that fire that is pain, at that moment became as if her
mind was confused’.

List of alamkaras:
1.  Upama (33ab);

2. Samastaripaka (33c);
3. Utpreksa (33d).
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