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PREFACE

Sanskrit literature is a never-failing source of inspiration for the proper under-
standing of Indian cuiture of which tangible representations are found in sculpture
and painting. o a study of both literature and art as mirrors of a country’s culture
is & useful way of approaching the rich and fragrant blossoms in the garden of its
civilization. As a beginning Has already been made by me in my books on Kalidisa
I thought this time I should choose a wider field and have touched on s few interesting
themes to suggest the unlimited scope of this fascinating subject. I shall be mare than
amply rewarded for my task if scholars feel that the approach is worthwhile pursuing
further. I recall with pleasure and gratitude the kind enquiries of Dr. F. H, Gravely and
Sir Mortimer Wheeler about my literary work which have in no small measure helped me
in my progress in this. I take this opportunity of thanking Dr. Suniti Kumar Chatterji
for his never-failing interest in my work which has acted as a great stimulus and also
Mr. Chhotelal Jain but for whose constant urging this book would not have been
finished early.

Even after writing it, its publication was delayed for several reasons, and early in
1952, it was abuut to be sent to the journal of a Research Society that had accepted
to get it out as one of its publications when Pandit Madho Sarup Vats, the then Director
General of Archaeology in India, evinced interest in it and very kindly agreed to get it
published in the Memoirs Series of the Archaealogical Survey of India for which I am
most grateful to him. To Mr. A. Ghosh, the present Director General of Archaeology, I
am equally grateful as the expeditious publication of this Memoir is entirely due to the
interest evinced in it by him. To the Department of Archaeology in India, the
Archaeological Departments of Ceylon, Hyderabad, Mysore, Gwalior and Travancore-
Cochin, the British Museum, the Indian Museum, the Madras Government Museum and
the Museums of Mathura and Lucknow, Dr. A. J. Bernet Kempers and the Dinas
Purbakala of Java and Mr. Martin Hiirliman I am most thankful for kind permission to
illustrate the photographs accompanying this paper. The Index has been very kindly
prepared by Mr. Asoke Kumar Bhattacharyya to whom my grateful thanks are due.

CaLcuTTa,

the 30th April, 1954.

C. SIVARAMAMURTI
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Sanskrit Literature and Art
—Mirrors of Indian Culture

I. INTRODUCTORY

The culture of a nation is judged by its literature and art. And these serve as a mirror
of the glory of the nation to which they belong. The understanding of a forgotten past
is made possible and what is left unexplained or vague by one-is explained and made clear
by the other, as art and literature act as real mirrors, but of a peculiar type in that they
reflect images that no longer exist. This reminds us of the famous verse of Dandin in his

EKavyadaréa :

b i

Sanskrit literature is a mine of information for the studeat of Indian culture: Indian
sculpture is similarly useful. For proper understanding of the one the other acts as a
supplement. :

II. SALABHANJIKA

We can take for example the word Salabhaiijikd itself. Salabhaiijikd as used in the
title of the drama Viddhadalabhaiijikd means a portrait statue.. To understand how the
term $alabhaijikd came to mean & statue we have to see the earliest representations and
the connotations of the word itself. During the time of Panini the terms Salabhanjika,
uddalakapushpabhaijikd and afokapuskpaprachayika connoted games in which girls used
to gather different flowers from the branches of trees like éala and adoka. These games
were depicted in sculpture and the earliest iepresentations are contemporaneous with
the great grammarian. Gradually the importance was taken up more by sculpture and
the game as such went into the background though the motif of the woman beside the
tree continued during the centuries, and slowly any sculptural figure came to be styled
dalabhanjika irrespective of the presence or absence of the dala tree and the sex of the
figure sculptured. By the time of Aévaghosha in the 2nd century A.D., the caryatides,
specially the flanking ones on a forana gateway, came to be called torapadilabhanjika
and here the &alabhaiijikd was still a woman beside the &ilz tree as the tree-motif continued
and it became an architectural term. The bent position of the torapafilabhaijiki was
particularly carefully depicted, and the comparison thut Asvaghosha draws to the women
pear the window watching Siddhirtha and the resemblance to the forapafdlabhanjika
is appropriately based on this:

gamed  TaTETEATeaT  ofgar  smiEypEEEie: )
facaw fasfeemgra T drommaEst=asqa n
Buddhacharita, V. 52,%

ViLook ! The image of fame of eatly kings reflected in the mirror of literature does not disappear even
now even in their abssnce

t i Another damsel, holding to the side of a window and with her body floxed beautifully like & bow and
with her pearl nocklace dangling, looked like & carved decorative figure on the lorapa gateway.'



literature dalabhafijikd just connotes a statue and nothing more and even its derivation
is forgotten. Professor Vogel has done a real service to the study of Sanskrit. by drawing
attention to this rare usage of the term toranasialabhaiijikd, of which the. finest examples
are from the gateways from Sanchi (pl. I, 1). Other toranafalabhasijikas occur in the rich
collection of early sculpture round about the Christian era in the Mathurd Museum.
ITI. THAMRIGA
The term ihdmriga occurring in the Ramayana in the description of the magnificient

Pushpaia palace of Ravana :

ST st |

TEaE e st g faar

Ramdyana, V. 9. 13

cannot be understood by us properly without actual examples of such fancy animals,
And what is connoted by the term can be realised only when we turn to early sculpture
which abounds in such fantastic creations of human imagination (fig. 1). In the Ramayana

Fig, 1. Hiwlgu-—gqmﬂm;hda
from the Amarfvat] rail—Satay
2nd century A. D, Madras Govern.
ment Mussum, Madras

and the Mahabhirata there are descriptions and even special names for these fantastio
animals. A particular example like minavdji or gajavakirajhasha described in the verses :
AU EE L2 it e Con) ST B
HraTfararrort

Mahabhdrata, 111. 173. 50-51,%

faq  wwesmen s o TR |
THEAaqH @t A
Ramayana, V1. 51. 27-289

are from the large group of ihamrigas or fancy animals. Not only are these elephants
and horses provided with the hind quarters of fish with lovely scales, but they are also
depicted sometimes with wings. This fish-elephant is called mdtaiganakra by Kalidasg -

and

' “{The paluce) shone with splendour being provided with silver and golden pillars well fashioned and
decorated with motifs of amimals of fanoy.*

**Of fish with elephant's head, of owls and of thoss resembling fish-horse

! *Those excellent demons, unassailable like tigers, went by (cars to which were yoked) mules with feling and
lesnine faces, having trappings of gold."

* Look at the foam of the sea #plit asnnder by the elephant-fish suddenly springing np,
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The Ramdyana does not show how these motifs are arranged in beautifying the building
and their position can be judged only from sculpture. And it is interesting to find that
when they occur on pillars and pilasters the winged ikdmprigas are on top nearer the capital
and those that are half-fish are shown near the base suggesting terrestrial and aquatio
spheres respectively and very appropriately.

IV. SWAN FRIEZE
The other motif of swans in rows carrying lotus-stalks and full-blown flowers in their
beaks is also repeated in early architecture and helps us to understand and appreciate
fully the line of Valmiki :
FAMaRfE  ATRATY
Rimayana, V. 7.7}

FATAATGATIONTAT: G T ATA ot TRrae: |
sy gy wifw o gar faggm gEEn goem o
Ramayapa, V. 7. 13.2
An excellant example comes from Amardvati, and other examples frequently occur at
Ghantaéala, Nagarjunakonda, etc. As for rows of geese there is no better example than
the Asokan pillar. But the geese with the lotus-stalk are the subject under consideration,
and they do oceur quite commonly and in mediaeval sculptures as at Beliir and Halebid,
(pl. 1, 2) and in the Vijayanagar temples the motif is often repeated. It is this delightful
theme that Kalidasa describes in his Meghadiita in the line :
CILRIENFGIE LR e Le e i
gyeeg  AWG  Wadl  TeEAn 8
Meghadita, 1. 112

and

V. ATLANTES CARYATIDES

Among other caryatid motifs should be mentioned the huge Yakshas and Rakshasas
supporting the base of the structure. Valmiki in his description of the Pushpaka palace
says that night-prowlers or Rikshasas wearing kundalas to adorn their face carry the palace :

agfr @ FuEEwItWaTEAT  wErEAr  sEEa R
Rimayana, V. 8. 7.3
The significance of this description can be understood only when we see the Nasik cave
where the base is supported by large caryatid figures answering the literary description
(pl. I, 8). Such fat dwarfish caryatid figures on the base occur also at Bharhut where
they support the structure.

ViBorne by excellent swans.’

2 “The birds were so executed with excellant bills and wings that with their wings of coral and gold flowers
sportingly expanded into & curve they looked the very wings of Cupid.'

* *You will have as companions in the sky up to Mount Kailisa swans with bita of lotus shoots as their fond
for the way.'

** Which (i.e., th- palace) is supported by demons (lit. night-prowlers) whose faces sre decorated with
kupdals ear ornaments.’
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VI. STAMBHAPUTTALIKA OR DAMSELS ON PILLARS
Pillars adorned with lovely representations of women as described by Kaliddsa in

his verse :
Y Aifee e s AR T |
mamdattn  wafa agiwiegn st
Raghuvam fa, XVI.17,}
and in Valmiki's verse ;
Fafa Ay
e Ramayana, V.1.7°

stressing the nature of the caryatid function can best be understood only when the figures
that abound on the pillars and pilasters from Jaggayyapeta and Mathurd, specially the
Bhiitesar pillars showing the fine Yakshis, are studied along with these verses as their

commentary. :

VIL. CHAITYA-WINDOWS WITH HUMAN FACE DECORATION

The chaitya-windows so often carved as architectural motifs where they are not actual
windows have representations of human faces very charmingly delineated often with
feminine grace, and some fine examples occur at Mahabalipuram (pl. I, 4), but the feature
is & common one in early architecture all over India reminding us of the lines of Kalidasa :

i1 Ffesgfa et ofr avaw §E aE
SETEAAEAE AT AAEd (A
Raghu., V1.243
and
TAETAeEa A SargEstfagar  faafy
fadferas  Frfrageefafsgayamea a0
Raghu., XV1.20.4

The suggestion of fair damsels looking on from the windows is a charming architectural
motif.
VIII. PORNAGHATA

The parnaghata on either side of the doorway, as the most auspicious object and
symbol of plenty, inviting the visitor which survives to this day, is beautifully alluded
to by Kilidisa in the verse :

aerfepreged: .  wfaet  grgrafzfafrafmagrsemg |
wat wpfafafe: & FEwwt qeweefr g s o
Raghu., V.635 |

+ The ﬂ;ﬂ'énvm abandoned by snakes appear like the npper garment covering the breasts of the figures
nfltinmf.e!n on the pillars (of the palaces at Ayodhyd), sppearing faded owing to the loss of their original bright
colour,

*' Bhining as it wers with beautiful fomale statuettes.'

** If you desire to have your hand held (in wedlook) by this excellent prince, then, on your entry (in his
town), please do give a feast for the eyes of the damsels of Pushpapura all guthered at the windows of the
mansions (thers).’

© *' The windows, without the light of lamp by night and the splendour of the beautiful face of damsels by
day, are choked by cobwabs in the absence of perfume smoke issuing therefrom.”

*' Being guided thoreto respectfully by the officers (of the Vidarbha ki , the heir of Raghn occupied
the beautiful new tent with auspicious overflowing pots placed at the mmni}nm a4 Cupid occupies the
stage next to boyhood.' x
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A fine picture of fancy of pirnaghafas and wreath of blue lotuses in the pair of breasts
and lovely dark eyes of the damsel at the gate is given in the verse :

and a similar one in the Gdthasaptadati :

TaTEEeeTET AW A1 qfesgm oee

sfufeef@ off fr agewwdfd a gwfg o

[ CAEIATATAT At AT SEEE WA |

srfafgamat  grammfy  wgAwEELAAE RO 1 ]

Gathasaptasati, 11.40.2

The flanking piirnaghatas near the Amarivati Stiipa entrance and the numerous Chélu-
kyan temples besides others are excellent examples. As at Polonaruwa in Ceylon these
pirnaghatas are sometimes shown carried by human figures or Nagarijas gracefully stand-
ing in tribhanga like Dvirapalakas on either side of the entrance (pl. I1, 5). Tt is this
idea of pitrnaghatas that ultimately took the shape of nadidevatds, specially Gangd and
Yamuni on either side of the gateway. Originally even nadidevalds should have been
represented symbolically by pirnaghatas, as even today, both for Varuna-piji and Nadi-
piijd, the latter done every day before bath, rivers are invoked in the vessel full of water ;
and even when the rivers came to be represented in human form the water vessel still
persisted to be shown in their hands. In the earlier representations of rivers as human
beings as at Amardvati, Gangd is taken as the ideal and the crocodile is shown beneath
the river on either side but slowly the tortoise also came into vogue distinguishing Yamuni
from Ganga (pl. I, 6). That is why, Kilidasa specifically says that the rivers Ganga
and Yamuni in actual human form flanked Siva to attend on him with chauries in their

hands :
T4 T TETEMA  AEel sAmy  dawaaera |
Kumarasambhava, VI1.42.3

The word miirte is very significant as it points to the earlier tradition of symbolic repre-
sentation by means of the piirnaghata. But the symbolic representation as in the case of
Buddha did not actually go out of use and the simplest representation being the symbol
piirnaghata has always adorned the entrance on all auspicious oceasions and the motif
is a favourite in religious architecture.

IX. BIRD-DECORATION ON ROOF-LINE
In describing the beautiful houses in Dviraki, Magha in his Sisupdlavadha refers to
live cats crouching motionless to catch carved doves on the kapotapali mistaking them
for live ones and both in their turn admired by spectators in the street as products of

Y Thar damsel, standimg at the gate for celebrating the festival of his return with her pair of very high
hreasts and tremulous long eyes, achieves, as it were, the auspicious purpose of filled water pitcher: and o
garland of blue lotuses.’

** With her blue lotus-likn eyes ranning to the road, she sees you come, with her pair of breasts like two
suspicious water pitchers placed at the doorway.’

¥ (adgi and Yomuni personified then attended on the Lord with chawries.'

6 DOA
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the artist’s chisel approaching so near the original by the dexterity of the hand :

fagmmr  ghrafarssd:  somaey  frdaarn o

TeAAEAfEATy At 9T ghom 8

Sisupilavadha, TT1.51.1

It is this Tine of Migha that makes us understand better the carved representations of
doves and monkeys, the latter running after the former at the corners of the eaves of the
mandapas of the Vijayanagar period (pl. IT, 7) that abound in the Canarese, Telugn and
Tamil districts. And it is only the same idea of chamatkdra that accounts for the life-like
representations of lizards on the walls and ceilings of the mandapas very often misleading
people to take them for real ones.

X. LAKSHMI ON DOORWAY

A motif of immense popularity and invariably present on all doorways is Lakshmi
er Sri seated or standing on lotus, often bathed by elephants on either side of her empty-
ing pitchers full of water. She is portrayed so very often on the Bharhut, Sinchi and
other gateways in early Buddhist monuments (pl. IT, 8). She is found depicted on the
doorways of the Jaina cave temples of similar date from Udayagiri in Orissa. It is need-
less to say that there is practically no Hindu. monument without the gateway presenting
Sri or Lakshmi on the lintel. Professor Foucher believes the representation of this Gaja-
Lakshmi to be that of the birth of Buddha, the figure of Lakshmi being interpreted as
Miyi and the elephants as the Nagas, the substitution of the serpent for elephant being ex-
plained by the double meaning of the word Niga. But for a proper understanding of
the motif it is almost contemporary early literature which should be looked up for
clarification.  And this is very clearly given in the description of the Pushpaka palace of
Rivana in the Rémdyana. On the gateway Lakshmi is described standing on the lotus
and bathed by elephants :

fasawmmrey  wom  ggean adwves eIz |
™ W T g wgenm awiemwr ofgft g
Rimdyana, V.7.14.2

In later sculptures of the mediaeval period Lakshmi is shown invariably seated and attend-
ed by elephants ; but in early sculpture it is more usual to find her shown standing on the
lotus though seated representations are not absent. The term padme sthitam easily allows
both representations, though literally speaking the standing posture is nearer the mark.
The same figure cannot be explained as Maya in one, as Lakshmi in another and some-
thing else in some other. The motif is an ancient auspicious one not specially oceurring
in or associated with any one particular faith but common to all.

XI. ELEPHANT CARYATIDES

The so-called rathas at Mahabalipuram and the temple at Ellora and many others
similarly all over India have representations of elephants at intervals at the base (pl. III,
9). These are understood only in the light of the descriptions of diggajas that bear the
VI that [r_i't}'j people -mistook even the (live) cat, with ita body pulled up and motionless, for spri:g-_-
ine on the carved row of doves on the dovecot of the mansions (which it miltno{)fnr live ones), *

** There were {on the toraya gateway of the Pushpaka palace) elephants in action, with beautiful trunks

:mhllin I lotunaes with beaves, and gouldess Lakshimi was also fasbioned as on the lotus, with lotuses in her Iuwlr
TAMTS,
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weight of the world and which naturally are expected to support the mighty Mahimeru
or Kailisa as these are the two types of temples comparable to Mandara, Meru or Kailasa

mountains as we find described. In inscriptions like
e i medAnEE qEE AW
gamaRd  ar afe faesar

Epigraphia Indica, X, p. 121
wfemmgamafsEaATaaatags T
TR aa ATy ST |
teweaasfagsr fawgag @z afaaw qarg o
South Indian Inscriptions, 1, p. 13,
the temple built by Rijasimheévara Pallava is likened to Kailasa and Mandara, and latter-
" ly Rajasimheévaragriba itself came to be styled Kailasanitha temple and the cause for
this is obvious. Similarly from inscriptions we know that the famous temple at Elipura
(Ellora) is compared to Mount Kailisa: ~
qeqmEaTAAtENT  gAdt  frgEm  fweraeeafT T@EEOE: |
TfAE A st amaatatay ol fowfa o
Epigraphia Indica, IV, p. 282,
and today we know it as the Kailisa temple at Ellora. Such mighty edifices do require
only the diggajas for supporting them. And does not literature with its numetous descrip-
tions of the great capacity of the elephants of the quarters explain this pleasing architec-

tural motif ¢
wdt  Affeorafa  wEEifer - faseEd
arasarte:  fraft Rt THWT w9 FE )

s (I G B R R IR G ERIE R
fremagr: Famw  aferane fraf@ o

Subhdshitavali, 2608 *
famer  gqafray  JoEqEgA:
CGUE I C i uiictici Gt
fremmrgr:  AAwafat et
" I
Kavyaprakasa, IV.04.5

1+ By that foremost of kings was fashioned for the good of this world this temple of Sambhu resembling
the mountains Kailisa and Mandara. '

2 ¢ May the Bull-bannered (Siva) always grace with his presence this stone temple, with its pinnacle
{almost) licking the clouds, bearing the name of Rajasitaheévara and (as it wers) exceeding the magnificence
of Mount Kailiss itself, built by this king of kings Rijasithha, the receptaclo of piety, a very royal lion to
the thick host of elephants in the shape of haughty enemies, and one whose order was oboyed from every
direction. ' :

++ After him ruled the earth his uncls king Sri Krishpa Rija who erected temples of Siva pure s the
sutumnal clouds by which for all time the earth appeared provided with soveral Kailiss mountains.

¢+ (Oh king !) when your arm marked with the scar of the bow-string upholds the entire earth, the tortoiss
(that supports the earth) being relieved of ita burden sportively engages himself in somsthing, and the elophants
of the quarters, all of them having gathered together in playfully enjoying mouthfuls of tender shoots of lasali
crespers in the sands, drink the water of the ocean (lit. lord of rivers).’

s * Hearing his fame sung by divine nymphs on the top crest of Mount Kailisa to the accompaniment of
flutes, thnm!hnah of the quarters with frightensd eyes plant their trunks on their dune-wide ears, funcy-

ing there juicy lotus roots. '
Ba
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It is similar concept that brings in a whole family of sculptured diggajas lie groaning under
the weight of the model digaba at Anuradhapura of about the 2nd century B. C.

XII. MERU AND MANDARA CONCEPT OF TEMPLES

This idea of temples resembling Meru and Mandara and Kailasa which often occurs
in lines from literature like :

FAMTE e AEA AT
Ramdyana, V. 2.23 ; 3.32,!
and in inscriptions like :
A ety STt gt gafdT
Corpus Inscriptionum Indicarum, 111, p. 81 *
of the Mandasor inscription of Kumiragupta and Bandhuvarman and :

srviten e fawrtrmestaged
aage Ted  ffoEmest e
South Indian Inscriptions, 1, p. 303
from the Pallava Cave inseription from Tiruchirapalli, describing the temples as mountain-
like, their magnificent glory of height and proportions licking the clouds as it were, has
travelled beyond the majnland and in distant Cambodia expressed itself in one of the un-
forgettable monuments forming a great treasure of eastern "Asia.

The temple at Ankor Thom rearing up its magnificent towers and approached by
bridges over the moat with parapets of Devas and Asuras fifty-four on each side of each
bridge supporting the body of many headed Naga cannot be understood properly except
by recalling the concept of the Mandara mountain used as the churn-stick with Vasuki
as the string for the purpose for obtaining the immortal ambrosia.

The line in the Ramdyana describing the huge figure of Ravana as-comparable to the
Mandara mountain and the black waist-string that he wore to that of Vasuki, the snake,
used as the string for churning :

ANTAT  AET AR |

AYAAEAGT AT HEC

Ramayana, V.9.47 §
brings out this idea of comparison clearly in understanding this monument, which appro-
priately as in the case of sister monuments in India fashioned after the ideal of famous
mountains like Kailisa and Meru, is here wrought after Mandara, a mountain of even
greater importance. This concept of whole balustrades on either side of the approach
representing a series of gods on one side (pl. 111, 10) and demons on the other (pl. IV, 11)
to glorify one of the greatest feats described in epic literature, ampitamathana, as
1+ Like the crest of Kailisa rubbing the sky as it were. ' il

Eul].;;.hTIEEm are other mansions with their long fagades and railings that look like the high crests of Mount

* * Being 80 ordered lovingly by Hara (King) Gupabhara who was as famous as Manu gave him this rock
temple that licks the clouds (ss it were) in his kingdom, '

4 With a hi:l; hinck waist-cord wound around him (he looked) like Mount Mandara with snake wound
round it for producing ambrosia (by churning the ocean).’
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architectural motif, is something of which not only the soulptor who conceived it but we,
in terms of people of Asia, should feel proud.

The theme of amritamathana is such a great and noble one that it has inspired the
sculptor as an architectural and sculptural motif in other places as well not only abroad
as in the Bali island but also in India where it occurs sometimes in some of the Gupta and
early mediaeval temples as lintel decoration over the doorwsy. How popular the theme
of amritamathana was may be judged from how often the thoughts of poets run to it to
utilise it as a simile in lines like :

e

Raghu., 111, 59.1

From the churned milky ocean rose the different covetable objects like the wish-
fulfilling tree kalpavriksha, the divine horse Uchchaiéravas, the divine elephant Airivata,
Lakshmi the goddess of prosperity, divine nymphs like Rambhd, Urvasi, Tilottama,
Misrakedi, Ghritachi etc., kalakiifa poison and finally the ampitakalaéa brimming with
divine ambrosia. All the gods came in for the sweeter ones, Indra choosing the divine
damsels to dance in his court and the wonder elephant and the horse for his use as also the
wish-fulfilling kalpa tree, which, however, was later wrested from him by Krishna for satis-
fying Satyabhama, Vishnu himself appropriating Lakshmi for himself as his spouse, and
for the deadly poison kalakiifa, which struck terror in the hearts of gods and demons alike,
and almost consumed by its deadly flame and poisonous fumes the entire universe, and
which no god or devil claimed for himself, but on the other hand ran away from with all
the swiftness possible, came forward Siva, as the saviour of the three worlds and, as Visha-
paharana, drank the deadly poison and on the entreaties of his wife Pirvati, stopped it
in the neck itself and thus came to be called Nilakantha or Srikantha by the dark colour
it produced on his fair throat, a theme which has inspired the greatest of later Sanskrit
poets Nilakantha Dikshita, the prime minister of King Tirumala Nayaka of Madurai to
produce the Nilakanthavijayachampi with this maigalasloka - beginning it :

g1 Ayt swraEEr
it wfy ar 7 af g wrw B fFaq )
freprd T g7 o faafes faed
mr A frassfroe aqfc 41 daemwT a0

All these, the elephant, the horse, the wish-fulfilling tree, the goddess of fortune, the
divine nymphs and the jar overflowing with ambrosia are architectural motifs perennially
occurring on all monuments. But the most important of these that struck terror in the
hearts of the gods has only occasional representations like the Vishapaharana bronze of
late Pallava date in the Madras Museum which by the way is one of the finest represen-
tations of Siva in bronze.

" With » deep noble sound like that of the ocean as it was churned.’

*« How many gods are there not, mere burdens to the celestial world, who at the sight of the kaustubla
gem and divine nymphs started arguing sad quarrelling amongst themselves (about their possession) ; but
when the poison appeared, all the gods fled and the universe was rendared motioniess, there came forward a
god with the (reassuring) words * Be not afraid ™ whom alone we extol.
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XIII. CHATURMUKHA ASPECT

This lack of emphasis on the most wonderful phase of the theme of amritamathana
is more than compensated by the glorious manner in * hich it is treated in Ankor Thom.
Here the temple tower made up of four gigsntic faces decorating the four sides and facing
the cardinal points represent the Maheéa form of Siva in his all-pervasive immanent aspect
<o symbolized, emphasis being placed on the mukha or face of Siva that swallowed the
poison with an overflowing karund or compassion for visva or the universe suggested by the
four directions faced by the four faces, the whole thing acquiring the utmost meaning
in this context of the grand balustrades of Devas and Danavas holding the long body of
the gigantic Naga in the vicinity of the temple towers rearing their heads like the Mandara
mountain (pl. IV, 12). This is probably the greatest sculptural rendering of this great
theme and undoubtedly the most glorious tribute of a master sculptor to the genius of Epic
imagination in India. It is in this glorious aspect of the lord of the entire concourse of
animate and inanimate things all over that Bana describes, the four-faced form of Siva-
linga in the nature of charicharaguru, so popular a theme in mediaeval Sivalingas of North
India and oceurring even in Java with Brahmai, Vishnu, Siva and Siirya represented on
the four sides as creative, protective, destructive and light-giving force, a fine Gupta
example of which is in the Indian Museum, Calcutta.

X1V. TORANA DECORATION

The Ramiyana gives a beautiful and graphic description of the torana, gateway, to the
Pushpaka palace. A general idea of the torapa is presented by Kalidasa in his verse :
arh:  Fafagia  wfagafaamat o
Raghu., 1. 41!
where the two pillars on either side, tall and majestic and o lintel decorated with rows
of geese, etc., are suggested by likening the row of sdrasas (cranes) flying in the sky to a
torana, gateway, lacking the upright pillars, the beauty of which made King Dilipa and
Queen Sudakshind gaze at it in wonder.  The shape of the somewhat arched lintels is also
suggested by him in his line :
grEdsd  guAfaugEEw A1
Meghadita, 11, 15.2

The description in the Ramdyapa gives a fine picture of the decorative element on thé
pillars and lintels, speciully the creeper designs, flowers, etc.,
A FrsaAdiar Aamsfafatat
Rémayapa, V. 2. 182

but to fully comprehend the beauty of the torana it is the actual ones as seen at Sanchi
ur di,-plt:tcd in sculpture from Mathurd, Amarivati, etc., which should be studied.
'Ry aising their beads sometimes at the sweet sound of the sdrasas (cranes) that by forming rows (in their
fight) ereated as it were a gateway garland without the jambs (to hold it).'
=1 May be seen from afar with its arched gateway beautiful like the rainbow.'
+* Bright with goblen gateways decoruted with creeper putterns.’
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XV. SANKHA AND PADMA

Kalidisa in his Meghadiita has given a picture of the doorway beautified with the
painting of faikha and padma on either side :
g

fafamaet =grat = 3=l
Megha., 11, 201

In sculpture also this motif is very popular, both as actual conch and lotus in early
representation of the 3rd-4th centuries A.D. (cf. the marble carvings of the Ikshvilku
period from a derelict Buddhist stiipa from the Krishnd valley, now in the collection
of Rao Bahadur 8. T. Srinivasagopalachari), and as dwarf Yakshas representing the
nidhis or treasures with conch and lotus oozing coins represented beside them to explain
their identity clearer; but they are more common in the latter form, thus answering
Kilidasa’s line likhita-vapushan®, ‘with their bodies portrayed’. The numerous
Chalukyan temples containing the dwarf Yaksha and the lotus and conch beside them
are good examples. “Two excellent examples from Kaveripikkam are now preserved in
the Madras Museum (pl. V, 13).
XVI. KALPAVALLI
On the railing of the Bharhut stiipa the motif of kalpavalli is elaborately depicted.
The wish-fulfilling creeper is only another version of the wish-fulfilling tree better snited
as an architectural motif running the whole length of coping or npright in meandering
fashion. This, whether at Sinchi or at Bharhut (pl. V, 14) or on any other carly monu-
ment, answers the verse of Kilidisa in the Meghadiita ;
amafead WY AAAGTANATRTES
r: g PeawigmEl R o
AN FOEAEATEArT 9 -
#F: §3 SFawgAmEd  FEE
Megha., 11 12,2
and the more elaborate description given in the Epics, the Mahdbhirata and the Rimdyana
A% qAT EEEAT  FRASTRRITAT |
qerfor = gt mafa  wf T
TEAFTATATEAA  HAGHT ST |
g7 eifo AtA gAEEA AHAT
i sefe mar & GEE  SATHAITAA |

Mahibhdrata, VL. 7. 3, 4, 5 and 8¢

1 ¢ Beging the treasures Jankha and padma (conch auil lotus) their forms portzayed near the gateway.'

* * Their forms portrayed.’

3% Cloth with patterns on it, wine the adept trainer of the coquettish glances of (feminine) eyes, flowsrs
and tender shoots, different varieties of jewels, red lac intended for application to feet (soft as) lotus, every
item of feminine decoration is produced by the selfsame single kalpavriksha (i.e., wish-fulfilling trea).’

& There the trees have honey-sweet fruit and perennial flowers and fruits ; the flowers are very fragrant
and the fruit juicy. Some trees there, Oh king ! have all fruit according to nrnn'u‘!l'iab, thera are, Oh king !
other trees called milk-producing that always yield milk and of six warieties of taste like ambrosia ; and clothes
and jewels are produced from their fruit, and couples as well and damsels lovely like nymphs ; and the milk
of these trees that approximates ambrosin is drunk by them all.’
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and

femmryeral:  matwmm =wafw T

AAFTAT AT FATAR AT )

LeRIECIEE LA cL A I

i grAEniT qEemT 4 T 0

AIAGEAATT  FAEA AT |

szeaffaafn  ss=ag AT 0

mgAifa gga fAEomEta 9

ATFTANT  ArEdTtT  FARAANL  FAT: |

gt w weifr wenfr fafaaft o=

femss oamen svataE=fgaT o

Ramayana, 1V. 43, 44-481

The creeper shows various types of cloths variegated in colour and with different patterns
worked on them (wisas chitram),® different patterns of jewels like ear-rings, bracelets, ank-
lets, necklaces and so forth (bhishanandm videshan)? different flowers and tender shoots
(pushpodbhedari saha kisalayaih)® and kuravaka leaves for painting the likshd, red dye, on
the feet }:f damsels (laksharagam charanakamalanyisayogyam cha)® and madhubhanda or
pot full of wine, the teacher of the eyebrows of women in coquettish graces (madhu nayana-

yorvibhramadesadaksham).® The wonder of it is that the same creeper produces all these
diverse articles of dress and toilet (ekah site sakalamabalimandanam kalpavrikshah),! and

in sculpture the effect is so pleasing and the narration is so telling.

XVII. VANADEVATA

Closely allied to the kalpavriksha which has also been described in the Jatakas graphically
as feeding, clothing, and in every way most hospitably attending to the needs of passers-by
seeking its shade, and laden with wealth in pots and bags all arranged near its roots, is
the vanadevati concept. It is interesting here to compare with this description of the
Jataka the kalpavriksha from Besnagar of the Suiga period, probably the top portion
of & dhvajastambha from a temple of Dhanapati, which explains the presence of the fanikha
and padma-nidhis as well. The representations of vanadevatd from Bharhut showing the
hands carrying food and water issuing from the clumps of the boughs (pl. V, 15) is pro-

'" The excellent trees have divine smell, taste and touch, yield everything desired, and give all kinds of
apparel, jewels decorated with pearls and gems befitting women and mien and suitable for all seasoms : these
the noble trees yield ; there are other excellent trees that yield jewels of variegated patterns set with costly
gems ; here some more trees produce bedsteads with fine coverlets and garlands that gladden the heart, costly
drinks and varieties of food and damsels noted for their excellent character, beauty and youth.’

* Cloth variegated.’

1* Patterns of jewels.”

4 * Different flowers and tender shoots.’

** Red dye for application to the lotus-like feet (of damsels).’

** The teacher of the eyebrows (of damsels) in coquattish graces.’

7' The samo kulpa tree produces all the articles of feminine dress and toilet."
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bably the best,explanation of the verse in the Sakuntala :

sl #Afafaaug e HTEEAAaEa

FESTae IR AT FA |

e 3 o R
STy aferaargantaata: |
Sakuntala, IV.1

where the gift of silken clothes by vanadevatas made with their hands peeping through
the clumps is described.

XVIIL MITHUNA: SBIN'G&R&-SAMBHDGA., VIPRALAMBHA

Another architectural motif, so often occurring on monuments, there being practi-
cally no structure without this, the only question being the frequency of its occurrence,
« the mithuna motif. Ordinarily it may mean nothing more than an amorous couple, but
treated in proper artistic form, and the imagination and fancy of the seulptor given its
full scope, it has given us some of the loveliest commentaries on literary passages and an
insight into the rich and glorious life of the best period of art in India. Professor 0. C.
Gangoly has done a distinct service in drawing the attention of scholars to this most pleas-
ing motif in art.

These mithuna representations have to be studied from different aspects. Aja in his-
lamentation for Indumati gives the difierent aspects of his beloved—as his wife, counsellor,
companion, pupil in the sphere of fine arts. These aspects and more are depicted with a
wealth of meaning in these sculptures and should be studied from that point of view.

The aspect of the lover described with such tenderness by Kalidasa in his Meghadiita
has been graphically portrayed in many of the mithuna figares in early sculpture. Seated
under the cool shade of the manddra tree in the vicinity of the river Mandakini, the
heavenly Gaiigd, and enjoying the soft and pleasant breeze, in the company of heavenly
damsels and in sweet conversation the Yakshas spend their time joyously in the garden
of bliss :

Megha., 11. 6,%

Megha., 11. 102

The cup of wine is sometimes present in the hand as it is the fruit of love (ratiphala)
having the fulfilment of love alone as its fruit and is the product of kalpavriksha itself, and
surely can Kaliddsa sing of the life of abandon of the Yakshas in Alakd resorting to the

—e

1 One of the trees gave an auspicious silk, white as the moon ; another gave red dye for the decoration
of the fest ; from other trees the sylvan nymphs with their soft hands peeping from between the elumps and
vying with the tender shoots, gave jewels (for Sakuntald).
1 ¢ Enjoying the cool breeze wafted by the stream of the
of the mandira trees growing on the bank.’
84 T,overs resort to the pleasance pamed Vaibhrija situated outside (Alaki) and engage themselves in
conversation in the company of the best of divine courtesans.’

3 DGA

Ganges and with the sun eut off by the shads

4
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mansion terrace where seated on the jewelled floor picturesque like the starry sky and
with the moon reflected in the wine they enjoy pinalila :

TE T fyanforagrra eI

Megha., 11. 5.1
The last line of the verse mentions the sweet notes of music that regale these happy
lovers and there are many sculptures showing these avarodha-sangiialas, where the women
of the houschold play the different musical instruments,

The great love with which the wine cup is offered to the beloved or received from her
is beautifully expressed by Kilidisa in his line :

qEY  wFfavren: - o ACFTHITRA: |
ATAIHEATE: et qmes g fam: 1

Raghu., XIII. 9,2

and by Mﬁ‘ghn it the verse ;
TOEHR  afda e . i
TER WA WWInAl A wzAfr T gaTifE 0 i
Sisupdla. X, 233
Sculptures abound in almost every monument showing this aspect of madhupdna, and
at Ajanti there are lovely mithuna paintings showing the same theme, The above verse
from the Raghuvaisa describes also vividly adharapina of which one of the best sculptural
versions is from Kondrak (pl. VI, 16). It at once recalls the scene of the kiss at dawn
deseribed by Kalidasa -
. s Prarel Frameqafiad
Raghu., XIX. 294
and also another verse quoted by Appayya Dikshita in his K uvalayananda from the Ku-

marasambhava where the moon kisses the face of night caressing her dark tresses with his
light fingers while her lotus eyes are half closed :

p. 1935

1_‘--“'In~_re {i.e., in J‘-I"k_i} the ':"uimbu, resorting to the wi:jtu- miarhle :;»i-um.au:hd with ﬂu_wm-
patterns in bright and dark shades, in the company of excollent dumsels, snjoy wine, the frajt of love, pro-

duced by the kalpa tree, as softly the tabors are played producing a sound tlew p anel mobiles like your (i.e., cloud's)
rumble.’

" Thia (ocean), with a rare quality of spouse not found in others himself drinks and causes to drink the
rivers that are bold in offering their mouth, himself being an adept in offering his wavy lip.'

*" Passionately given by the beloved one and hanes all the more suffused with taste the mouthfuls of
wine were enjoyable to the damsels (lit. prammds meaning excessively passionate) making the general term
p amadi significant by derivation.’

** His beloved ones hegged of him as he woke up from bed o parting kiss whon leaving at daybreak.’

" Holding darknes by his rays like tres-es of haje with fingers, the moon seems to kise the fa e of night
whose eyes of lotuses are closed.'
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The line of Kilidisa
VETEASHIRG  ANarEn:
Raghu., V1. 43 +

has its lovely pictorial expression m some of the exquisite paintings of Ajanta (fig. 2 and
pl. VIIL, 23), wherein the aspect of madhupdna is also combined.

Fig. 2. Madhupina from Ajagti—Gupta-Vikitika, 5th centary A. D., Hyderabad, Deccan

In one of the sculptures in Nagirjunakonda the lady, offered the cup of wine, turns
her face away from it (pl. VI, 17). Probably she has nearly forgotten the taste of wine
and her newly returned lover should again train her to ppreciate its taste, for does not
Kalidéisa describe the Yakshi as having given up wine during her lover’s absence and her
brows as having forgotten their coquettish graces !

weareamafy  «  weAl  frepasfEemm
Megha., 11. 35.2

In another sculpture of mithuna from Nagirjunakonda the lover is depicted fondly
explaining to his beloved the beauty of a fresh tender shoot or patra, a most appropriate
jewel for her ear, and which she sees with real feminine apprecistive curiosity. It is this
same that Kilidasa describes in his Raghuvasifa in the verse :

frafadifrsmemaaammed  Fasagna |
rafraeifaaafaaafmorzamm g1 F=m: )
Raghu., VI. 173

where the prince imprinted his nail-marks on the tender petal, fit jewel for his beloved.

Another sculpture (pl. V1, 18) showing the lady with a parrot on her left wrist looking
abashed and trying to offer something to the bird, the lover beside her looking on almost
smiling within himself with glee, indeed docs recall the verse from the Amarusataka

+* Be the lady to adorn the lap of this long-armed (prince),’
** Who has almost forgotten her coquettish play of the eyebrows owing to her abstaining from wins.'
** A youth cut with his nail-tips marks fit for the hip of his beloved on & pale white ketaks flower petal
which was (as it wers) the decorative ivory ear-seroll for sportive lady.’
da



16 SANSKRIT LITERATURE AN MpT —we@ylesl of INDIAN CULTURE

describing the plight of the vadhii of thylnolsesa 111 hsdiscrvet utterances of the parrot,
repeating the amorous talk of herself % hest By duming the night in the presence of
elders, to avoid which she stops its beaks it Fi Beryripy~iexcked ear-ring as if offering pome-
granate seeds :

Teifafa et =y

TaTTEEtAEt  frEmefy e Ay

FuiafraaraoTed FRph ﬁﬁfﬂ

dremi  farwrfa aifenfram avemay )

Amarudataka, 15.1
In the Ellora cave there is a mastafije®s offsarly medimewal sculpture (p1. VII, 19)

than which there is probably no better cuflyyttrim™ ot the vemse

AT T agm ST
ATAOTAE AR e va T A |
. o
drctadtamfa  fafem M =Aet
Megha,, T1. 42
of Kilidasa, whereid as he explains to &* al{ruﬂlmalgr the only solace of the Yaksha
separated from his beloved lay in the i enllma€ «f her at least in fancy, where his
emaciated body, tear-stained eye, deepyigh, buging uai aflliction met hers in exactly
the same state. This is probably the by Phmssouatiiin of close union, even the physical
transcending the mental.
Examples of kapthaslesha as describeslyy Rillil-is i the Line
ArqEEn: gufafs afy A=ma efis-
W FesaHaaamiY  MaZway |

Megha., I1. 372
or in the line :
Fregmfaft 9w B Gymey
Megha., 1.3}
orin:
g awdfeeefAeaas
Raghu., XV. 56 &

are often depicted in sculpture and they yft mspryples 5n Bodh-Gayd, Bharhut, Sanchi,
Amariivati and Nagirjunakonda, the lay® #%n mpneseatiing one of the bandhas described
Ly Vatsyiyana. But the loveliest of allj*s I'r-iuta‘fumﬂll panel from Ajanta depicting

' The young lady of the house, terribly tnrmn.-f’iir? ud!-.:!:.ﬂﬂrmmm of the pet parrotin the presence
of elders in the morning of all that it had heard aw won gt c-unpl: during the night, stops its prattle
by putting in its beak her ruby-set ear-ring as if gi"u* Mnﬁﬁ it *

' Being hindered in his attempt by adverse 5, (U Wikkist) boom ofar, in imagination at least, betakes
himself wnth his body emaciated, deeply distressy Foeefil, Enggingg mud cholked with sighs (in an mbrmj
to her body, even more fmntm'l‘.td distressed, wey " 3 %mmﬂh bmging and heaving hot sighs."

* Let there not be a sudden break in her elose, S Mo mBhi b cospir-likee arm entwining the neck, when
she has somehow got me, her lover, though only #y e

* - What when the lnver who loves to embracslig, leskzs bt mvmy,

8¢ Wearing it (the bangle) on the hnnd that bag ™ ot fld s oo Bilsith il ™ (Sith's) neck.'
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kanthaélesha (fig. 3 and pl. VIII, 24) and a carving from Pattadakal showing the king with
his hand on the neck of his favourite queen (pl. VIII, 25).

Fig. 3. Kanghaslesha, hand entwining neck from Ajapti—Gupta-Vikitaks, 5th century A.D., Hyderabad,
Deccan

Another panel from Nagarjunakonda shows the lady refusing to reply to the courteous
queries of the lover who draws her closer to himself and reminds us of Kalidasa's verse

srgar wfmaer @ wwd TdegEAAtEAigEr |
Ja ™ wEd qUsHEr @1 dqiy @@ fefe oo
Kumira., VIII. 21

and the half line gantum-aichchhad-avalambit-@m $uka® is well-portrayed in a nearly con-
temporary sculpture from Bodh-Gaya (pl. VII, 20). Here the lover is actually shown as
pulling the garment of his beloved who tries to escape from him with all the shy reserve
of the newly-wedded bride, her companion enjoying the sight of the fun from behind the
screen shown in between to suggest that the couple are alone. Siva’s amours with Pirvati
‘a8 described by Kalidasa in his Kumdrasambhava may have invited criticism at the hands
of later-day literary critics as in the auchityavichdracharchd, but in this human representa-
tion there is no auchityabhasiga and all is well in love and sport.

" The anunaya aspect of the spouse, angry with her lover for his indiscreet sport with
another or for having incurred her displeasure on some other account, being pacified by
coaxing, has also fine representation in sculpture. One of the panels from Nigirjunakonda
is no doubt a clever portrayal and almost a sculptural commentary on Kalidisa's verse
addressed to ladies angry with their lovers and not easily appeased :

Mg WANE g9 famgAgads W Wgk Fm
qogaifafds  fFAf s o@Es Tpm
Raghu., 1X. 47,

' When |pok:u; to she replied not, when her gl_u:u;t- Wis Pul!ad she tried to escape, on the bed she lay with
her face turned away, yet she contributed to the pleasure of Piniki {Siva)."
® * When her garment was pulled she tried to escape.’ i
3% Shed false dignity and a ; enough with your quarrels; youthgone never returns:" as if so
informed b_'.rr::rhn:cunlmoa t.herlndiu :ﬁ;ged themselves in the sport of love.'
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But there is probably nothing more beautiful and expressive than the Chola sculpture from
the great temple of Siva at Gangaikonda cholapuram built by the great emperor, CONqUeror
of South East Asia, Rajendra the Great, representing Gangadharamfirti, Siva shown recei-
ving Gangi on his locks and Parvati vexed at the prospect of a co-wife and with her face
turned away from her lord, being appeased by him with coaxing words and soft caressing
of her chin in praise of her great beauty impossible in any other (pl. VII, 21).

This anunaya leads us on to the other question of the nayaka styled fatha or rogue
who appeases his jealous wife after dallying with another and disappointing the former.
It is this aspect of the lover that is referred to in verses like

gt ¥4 fegm ¥ faefe afmeer & g Al
TSRty ¥ faed s &
Fzm frgmfrsafdn gEfad  asawesrfaaE: 1)

Mudrérdkshasa, 1. 1,!
one of the Nandi verses from the Mudrirakshasa, where Parvati searchingly questions Siva
who hides Ganga jn his matted locks and evades her question by clever replies. The same
idea of the jealousy of the wife at the prospect of a co-wife and the rush of anger tried
to be appeased by the Rusband is also clearly given.iri the opening verse of the Tiruvala-
ngadu plates, where, however, Siva, the wearer of Gaiiga on his locks, is this time suspected
by Parvati unnecessarily, mistaking her own image reflected in the ruby on the hood of
his serpent ornament, and spurned, though most lovingly he is atv her feet, pressing to
have her close embrace :

afer  AFSFSTHTTEIET WA
i Frsh : |
Sarererfs cordd ) Hf,
ﬁ f & ﬁ ﬁ ﬁ - a L - - II
South Indian Imseriptions, 111, p. 383.2
Kalidiisa has a beautiful picture of this type of ndyaka and ndyikd, who, in this case,
is known as khanditd. In the Meghadita there is the khandita described in verse:
aferre  Agaatas  Arwal  afvEaEE
mfm F7 wofafafmr a1 wAegsTg
WA FHEEEATENY g At
yaraeatd  $LEH  wEAsTAaga
Megha., 1. 892
1'% Who is this blessed one nudyou: head 1" ** It is dasikald (the crescent moon). ” ** Is it her name §"
“ 1t is no doubt the term for it ; and how is it that though it is quite familiar you have forgottonit 1" “Iam
asking of & woman and not the moon. " * Then let Vijayi explain if you do not trust the moon "—may the
duplicity of Siva in this strain in trying to hide the heavenly stream from Devi protect you'.'
+* Hail | May Bhavini (Pirvati) grant you prosperity, who, seeing a reflection of herself in the gem on the
head of the lord of sérpents (serving as) neck-jewel of Srikagtha (Siva), and suspecting that to bean Woman,

and (consquently) bashful and jealous tremulously looks askance all the tima at her husband praying prostrate
at her feet with his heart yearning to embrace her.’

3 At that hour the tears in the eyes of disappointed ladies should be stopped by the lovers ; so please move

away from the path of the sun as he would resent your obstructing his rays as he comes up to dispel the
tears of dew frum the lotus face of the lotus puntr i 15 o e
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In the Raghuvaméa, Agnivarna is mentioned as sometimes getting mekhalabandha or
captivity by means of the strings of the mekhald of the offended lady-love for sporting with

another !
b ALAAREL CERIIR (EE s i 1C S S i L
Yeaifa@Ee a9 FsagavigArET & |
Raghu., XIX. 17.1
"1 nis goes to a pitch when, somewhat intoxicated by the taste of wine and naturally passio-
nate and offended, Irivati flogs Agnimitra, prostrate at her feet and caught in the act of
dallying with Malavika, with her mekhalakaldpa or girdle-strings :
M EHFT=H A
AifarEEIaT=T |
quil  9vE gegAegaar At
feagr wwoeE feeam
Malavika., 111, 21.%

The sweetest expression of this theme is, however, from the Amarufataka, where the
intense love and devotion of the wife agitates her all the more when she knows that this is
the first offence of her lover and when he at her feet says, * Never were you ever so angry ;
why are you silent 7’ She knows she was never given cause to be 0 and she replies nothing.
but just profusely sheds tears:

gaqy wfgfe #W 9w gmEEd w
q §q d9 FEiechy  oafEEisEm )
o famafy A fadaoifearar
e AR A fefEE o
Amarusataka, 343

In the Meghadiita the Yaksha tells the megha of an incident to create trust in the mind
of his beloved about the bonafides of the cloud, of how one night the Yakshi awoke from
her sleep suddenly crying and smilingly replied to the queries of her lord by telling him
that she saw him in a dream sporting with a damsel :

AT @A AR wvewAr 9O #
fxt s fewfe ==t @@l fawgar
qraRE  FfEREEAYETTT @ A
= @w feas wwemy & @@t
Megha., 11. 50.%

! * By disappointing his beloved ladies, he received from them a threat expressed by the shake of the
finger tender like a sprout, by a dark lopk with the brow raised in anger, cr often by the punishment of
being bound with their girdle string.’ T

* ' 8hedding a rain of tears, the angry lady attempts to give me a sound thrashing with her golden girdle
string, carelessly loosened from her broad hip, even as the row of clouds strikes the Vindhya mountain with
a streak of lightning,' "

*“ Oh lovely one | Bresk this silence. Look! I am prostrate at your feet. Never was your anger li
this ; * s thus h!r:r lord spoke she with her eyes turned and half-closed shed no small quantity of teazs but
never spoke a word.' s

¢ Further he (i.e,, the Yaksha) said * Oh my lady | You mmnr:hur how long ago once holding on to me
by the neck (in embrace) on the bed you woke up from your sleep crying asudibly, and on my repeated |y '..'.'.hnl
you, you replied laughing within yourself that you saw me as a veritable rogue sporting with some woman'
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In one of the sculptures from the Bhiitesar rail there is on the top panel the represen-
tation of a lady angry with her lover in her aspect as khanditd and also appropriately answer-
ing the description of bhdmini who should be kopand, of hot temper.

There is a panel on the rail from Bodh-Gaya showing a prince with his arm on the neck
of one of his ladies and his other handtoying with the chin of another, one on either side
of him recalling a similar mediaeval sculpture from Bhuvaneswar (pl. VII, 22). There is yet
another scene of a prince seated on a cushion and lovingly spoken to by his queens and
women of the harem, the principal ones seated on either side of him and around him
(pl. X1V, 44). In front of him is a dance play that he watches with interest and soft music
accompanied by orchestra full in its equipment. This avarodhasasgitaka, music in the
harem, speaks of the high accomplishments and appreciative sense of the ndgaraka that
the prince is as also a typical example of dakshipandyaka, described as equally affectionate
towards all his wives.

A great literary example has been given by Vilmiki in the person of Rivana who is
likened to a bull of the class surrounded by numerous cow-elephants. Another fine ex-
ample is the picture of Kufa enjoying jalakridd with his numerous ladies of the harem.
The splendid desctiption given in the Rigmdyana of Rivana and his sleeping wives like a
garland of flowers, all intertwined, has been almost exactly repeated in a suitable situation
by Asvaghosha. Vilmiki elaborately describes how the sleeping damsels were hugging
each a musical instrument ; every attitude conceivable has been recorded by the poet in a
vivid picture which has been made to live again in carvings in miniature from a chaitya-
slab from Amarivati depicting the scene of Siddhirtha in his palace before his renuncia-
tion (pl. IX, 27), the scene chosen by Aévaghosha for echoing Valmiki. The description of
the noble ladies of Ravana’s sleeping harem is interesting for comparison with the seulp-
ture :
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fefrew  aforamn  adaTawaisfozar |
ST AR FEATEA WA )
Fifagremt Al {EEEARGTEa |
FAT FHATAHT TgET  AIAEAT )
Ramayana, V. 10. 35-45.!

The sculptural presentation of this theme is perfect in all respects, all the different
instruments being shown, and the ladies in postures exactly as narrated in literature. The
rich life of the period is graphically presented, and we have an insight into the high cultural
attainments of the women.

The case of Saubhari, the sage, who, infatuated in his old age, married all the daughters
of Mandhatd, but still presented himself individually to every one at the same time as &
beautiful youth by his miraculous powers, and that of Krishna, who appeared at the same
time multiplying himself to suit the number of Gopis for the rasakridd, are but examples
of the supernatural in a dakshinandyaka, but this is not so much to be taken into account
in considering the usual and normal dakshinandyaka as such.

Vishnu as Purushottama, the best among men, combinés in himself with a rare ddkshinya -
both learning and fortune as his consorts, and this tradition is very common in North
Indian séulpture, where Vishnu is represented with Sri and Vigdevi as his consorts. Even
in a king, who is in a way a Purushottama, this concept of combining learning and fortune
has been always desired and associated, and a queen comes in as the third and a co-wife
of these two The idea has heen most beautifully expressed on a coin not yet definitely
attributed to any Gupta monarch but tentatively given under those of Sasanka with a
legend on the reverse Narendraditya (pl. XXIV, 77). On the obverse the king is seated
on & lion-throne attended by two ladies and on the reverse a lady stands with a lotus in her
hand and surrounded by lotuses in bud and bloom with & swan near her feet in front of her.
This is easily understood by us when we recall the verse of Kalidisa describing the prince
of Anga in his svayamvara of Indumati. Sunandi, who described the princes to Indumati,
asks her to be the third spouse of the prince, already the abode of the goddess of Fortune
and Learning, as she was worthy of this by her sweet address and beauty of form :

Fradfaareraimaeqafengd AT g F |
srqr fro gqEm ¥ dver mw Ft  adeqdEr N
Raghu., V1. 29.2
" 1* The slender-waisted wives of the sovereign of the Rikshasas, overcome with or consequent on drink
and amorous encounter, were fast sleep at the very place where they were seated. another transcendentally

beautifal damsel possessed of lovely limbs and skilled in dance was fast asleep, betraying comely movements
(during slesp). And another was seen asleep embracing a vind, like a lotus with spreading petals resting by the
side of a ng And another dark-eyed woman was asleep with her majduka on her Iap, like & loving mother
having a boy. Another damsel possessed of graceful limbs and a shapely bust was lying down, hugging her
kettledrum, like s womsn embracing her lover obtained after & long time. And one lotus-eyed female was
nsleep embracing her viad, like an amorous damsel hugeing her fair paramour. And another girl of restrained
self, given to dancing, had come under the sway of sleep, embracing her vipaiichl like a female sleeping with
her lover. And another, having inebriate eyes, was fast asleep, embraging her myidaiga with her charming,
Iil‘ump and tender limbs resembling gold. Another famnale of fanltless features, endowed with & slender frame,
ving been overcome by lassitude consequent on drink, was asleep, with her panava on the ends of her lower
garment, held fast with her hands. Another woman was sleeping soundly embracing her dindima with another
bound at the back, like & female taking both her lover and her child. Another damsel with eyes resembling
lotus-petals having come under the influence of liquor, was asleep, firmly holding her dambara with her hands.

** In this (prinee), both Sriand Sa:uutin:l’m&rity and Learning), usnally by nature apart, dwell together;
and you, Oh ! auspicious one ! are worthy of being their third, because of your lustrous beauty and sweet address.”

36 DEA &
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The lotuses symbolize beauty and the swan sweet address. The figure of the lady amidst
the lotuses and the swan suggests the form of the queen comparable to that of the goddess
of Royal Fortune herself. And it is this that is sought even in blessings as expressed in the

yerse |
it
Fgd HEcEanEds] g3 §ar N
Vikramorvasiya, V1.1

and Vishnu here is a dakshinandgaka, with equal affection for Sri and Vak

The other tradition which obtains in South India is that of Vishon with his consort
Sri and Bhil, Fortune and the goddess of Earth ; and literature abounds in instanoes of
descriptions of the king as wedded to Sri or Rajyaéri and Prithvi. In one line Kalidasa
describes the king as the bridegroom of the vadhii, Rajyaéri :

Al §  TsedEE
Raghu., XVII, 25.2
Elsewhere Vasishtha consoles Aja lamenting for the loss of his queen Indumati by remind-
ing him that kings are kalatrins (having wife) bv Vasumati or the Earth :
aed  aRrafawar  favgefanmaufear
TgIaTAsgal @ agaen fg oqm wafrn
Raghu., VIII. 83.%

A beautiful example of the king truly wedded only by the queen and the lady of Fortune
echoing the verse :

FAATOACAARAUT  AgAafy |
T A wAfemm @wem ow o gofaw

Raghu., 1. 32+

of Kilidasa is seen on a coin of Chandragupta I with the king and his queen Kumiradevi
on the obverse and Rajya-Lakehmi on the reverse (pl. XXIV, 78). The principal queen
and the lady of Royal Fortune were the two by whom the king considered himself a wedded
man, though having a large harem, and the lady in flesh and blood being a manasving
is shown in closer contact with her lord on the obverse of the coin.

Krishna's dakshinya in trying to satisfy Satyabhima and Rukmini with the same
pdrijata, obtained with great difficulty from heaven, seemingly equally distributed between
both by planting it in one’s house and allowing it to drop in that of the other, is suggested
by showing one on either side. The sculpture from Bodh-Gayd and Amarivati does not

** May the union of Sri and Sarasvati, who are mutually opposed and rarely come together, auger for the
prosperity of all good men.’

*" That bridegroom of the lady of Royal Prosperity appeared excesdingly charming to behold.

** 8o brood no more on her death, as death is inevitable for every being that is born ; you shonld look to the
earth, as it is only through the earth that kings are to be considersd mated.’

* The king, though he possessed a large harem, considered himsalf of & wife by that
and by the goddess of Prosperity.' o poasessed ¥ noble queen

R
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represent the type of dakshinya presented in the verse :

war fasft  gEeEwET  ASEOEEY-
g4 ufafer foer swmar 3@ ssmmm T
s gfa W famm fefe
W mfmfaqermar o e arfesm o :
Sahityadarpana, I11. 35
but actually it is an anunaya of different types for his different wives.
The type of prince depicted in the Amaravati sculpture is dhiralalita who 15 absorbed
in kalds or fine arts. He carries a lilikamala in his hand, symbol of his artistic taste and as *
described in the Raghuvanmsa, where the éringiracheshid of one of the princes assembled
for the svayasvara of Indumati consisted of twirling the sportive lotus making the bees
buzz around along with the perfume, —an excellent theme even for coins for showing the
artistic taste of the beautiful prince, as on the couch type of Chandragupta IT with the
significant legend rapakriti (pl. XXIV, 79), emphasizing not only his personal charm but
also his sense of the beautiful and recalling to our mind the verse of Kalidasa :
1

wifaes:  qfdamafy defas swasEsr
Raghu., VI 132

this also reminds us of the verse of Vidyanitha :

mmqﬁ:mmu

firafs  dfmifag@ = gm0
Prataparudriye, nayaka-pakarana, 21.°
This ssme lilikamala in the hand of the ndyika is described in the Meghadiia in the

Verse .
7 AeEAanEE  AEgErias
AT AawEaeEr  qUEAEEd st )
qemTg  AAgaw wre #9  fwrdw
dmr ¥ @gemE g1 AN TR 0
Megha., II. 2%

+ ** The daughter of the king of Kuntala is awaiting after her bath ; this is the turn for the sister of the king
of Afiga ; Kamali has won this very night (for herself) by playing dice (with you) ; the (chief) queen has also
to be appeased today "' thus when I informed him all that 1 had learnt about the beauties of the harem the
king stood fortwo or three hours with his mind blank with indecision.’

* ' (e of the princes twirled the sportive lotus held in his hands by the stem, its moving petals warding
off the bees eround and its pollen inside forming cireles.”

» * §ri Kikatindra, the king, amuses himself in his court by pleasing bands of scholars by disquisitions cover-
ing the six systems of philosophy, poets by fine limui.piem that suggest the highways in poetry, and vipd
players by compositions suggestive of the highest trut of the philosophy of music and well adapted for the
use of musical instruments.’

on the ringleta

¢* Where (i.¢., in Alaki) in the hands of the damselisus rtive lotus, jasmine buds are stru
of hair, the beauty of the fuce is rendered bright by the poﬁ:.h of the lodhra flower, fresh kuravaka shoots adorn
the lovely braid, beautifully on the ear rests the firisha flower, and on the parting of the hair is the nipas flower

which appears on your (cloud’s) advent (i.e., in the rainy season).”

1%
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which is a general picture of yakshavadhiisimanya, Yaksha damsels in general. Thc theme
in sculpture is so common that probably there is no bromnze or sculpture of Parvati or Sitd
or Rukmini or Sri or Bhil or Tara or, for that matter, any goddess or queen’ or damsel
without the hand being represented either with a lotus or lily or when that is absent at
least the hand in the katakamukha pose in the attitude of carrying the flower, the presence
of which is suggested by vyasigya rather than shown by vichya.

The lotus and the lily here are usually shown as the lilakusuma of the senior and junior
consorts when they are represented together on either side of the ndyaka who may
be Vishnu or Krishna or Karttikeya and so forth ; and another similar distinguishing
feature in the case of the consorts suggesting their age and rank is the presence or absence of
kuchabandha usually associsted with the younger one, as the elder ndyikd is a praudha,
whose youth is complete and who is not as shy as the junior one, who is still & mugdhd or
madhya, still her love subordinated to her sense of shyness and shame.

In Nigirjunakonda there is a sculpture of a mithuna, the lady holding a lildkamalas,
comparing it to the padmardga esr-jewel of the lustre of lotus with the emphasis on the
meaning of the word padmardga and her own raga or love for the lover beside her. This
15 an expressiv:; sculpture of a Naga couple most beautifully executed and full of meaning
(pl. IX, 28).

The sachiva aspect of the wife, the like of which Aja refers in his lamentation for In-
dumati, is portrayed in soulpture in the panel from Amarivati representing the presenta-
tion of the sandal casket and wreath to king Bandhuma, where, if not the queens, the
daughters of the king are seated near the king as counsellors ; and there are other scenes
from Amaravati where the queens take their place near their consorts as counsellors.

The aspect of companionship, also referred to by Aja, is profusely illustrated in sculp-
ture. A carving like the one depicting thc woman resting her hand on the shoulder of her
lover holding a wine cup in her hand is simple, ‘compared to more expressive representation.
In Nagirjunakonda a panel shows a lover playing with a garland arranged on the braid
of his beloved in pure fun as she admires her charms looking at her face in the mirror held
by her. Among the numerous garland-bearers from Amaravati there are some represent-
ing mithunes or couples carrying the large flower-wreath at intervals (pl. X, 30). Here
the woman lends a helping hand to the man as a companion and the full expression of the
saptapads of the vivdha, which traces companionship and the meaning of the yoke placed
on the head of the bride signifying her place along with her husband as jointly yoked for &
common purpose in life as companion, is fully answered. That is why in some of the panels
alternately manand woman are shown resting a hand on the shoulder of the other conveying
the sense of absolute companionship.

A sculpture from Aihole temple showing the lover softly pressing the feet of his belovea

(pl. VIII, 26) reminds us strongly of Kalidasa's description of the Yaksha in similar atti-
tude :

ARTATEAT:  FIEGUAHA AT HEHd-
qwrne  fewfowd  anfamr  dawar
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g AW wfea  gEEagAn
L1 G RCE R Rl nines E LA
Megha,, II. 351
This is another pointer to the aspect of sakhi or companion mentioned by Aja in his lamen-
tation for his beloved.

The aspect of the beloved as a pupil in fing arts is best illustrated in the panels depicting
the story of Udayana and Vasavadatta ; but there are others besides. There are panels
in Bodh-Gaya showing the lover and the lady, uue or the other carrying the ving, which
typifies the loveliest strains of music. The vind here represented is the saptataniri-type,
specially described so in the Mrichchhakatika, and this early harp type is placed on the lap
and played with the fingers and the plectrum kona, of which a beautiful word picture is
given in the Svapnavisavadatia, where Udayana refers to the playing of the instrument by
Vasavadatta with her attention distracted by her love for him resulting in the dropping
of the kona. This is often carved in early sculpture, and some of the finest examples come
from Amaravati where the harp-shaped instrument and the small plectrum can be better
understood than by a study of the verse ; and the curiosity roused by the verse as to
what the shape of the instrument is can only be answered by the sculptures. It is this
vind that has been described in the Mrichchhakatika as a gem but not from the ocean and it
is a great vinodasthina. Proficiency in this instrument was always considered the greatest
accomplishment, and though music is properly speaking the sphere more of woman rather
than man—it is Sarasvati that presides over the vind and music—we know more instances
of men proficient in playing the ving, the classical instance being Udayana of Kausimbi,
who could even snare animals by the lovely strains of instrumental music, and it was &
privilege for an accomplished princess like Visavadatta to learn the instrument from him
and his whole story rests on the desire of king Chandapradyota of Ujjayini to get his
dsughter taught by Udayans, who had for this purpose to be got by 4 strategem which also
ultimately rested on the king’s great musical talents appealing even to animals he was
out hunting. Another great instance of an emperor extremely proficient on this glorious
instrument, which has now disappeared in that early form from the land of its birth but
still survives in distant Burma, is the renowned Samudragupta, among whose issues of
coins is the famous lyre type (pl. XXIV, 80) showing the king seated on couch playing the
vind and a graphic description and full account of his high accomplishment in music putting
to shame even divine minstrels like Narada and Tumburu is narrated in his Allihibad
pillar Inscription :

fafafrrmfrredafaddisarmmfrregeen:
Corpus Inseriptionum Indicarum, I11, p. 8.4

Many plaques have been unearthed in different places like Kausimbi, Rimnagar, Raj-
ghit, Bhita, Mathurd, etc., among which the ndgaraka or his beloved is often shown carrying
a vind. The tremendous influence of the ving on the human mind is clearly brought home

1* There will be a quivering in her right thigh, wh.iulikﬁthnluh{iphnuinnl!rk.mbumamyﬂ
marks and by adverse fate divested of pearl-embroidered decorations w ch all along it was used to, and aceus-
tomed to shampooing st my hands after the sexual union. *

' Who put to shams the tor of the celestisl king (i.e., Bribaspati), Tumbum, Nirads and others
by his sharp and masterly intellect, knowledge of music and fine arts. *
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by the scene from Buddha’s life so often depicted in sculpture—the visit of Sakra to see
Buddha in Indrasailaguha, where his musician Pafichadikha plays the vind and creates
an atmosphere of joy in the Master to easily obtain the interview

Three beautiful verses of Migha -

WWW%WHW:I
TR qfedafafy et )
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Sisupalavadha, X. 59, 60 and 65
describing the sport of & dampati where the lover feels the body of the beloved is
exceedingly well depicted in a sculpture from Nagirjunakonda (pl. IX, 29) where the coy
damsel is tackled by the lover with great gentleness reminding us of the verse of the
Raghuvamsa ;

@ P W qgEn mefkm
wfdwrat @ At mawfnee e

Raghu., VIII. 7,2
wherein the tender approach in love contrasted with rude coarse intrusion is cleatly set
forth. The half-closed eyes of the damsel suggesting the great pleasure and satisfaction
with which she beams and of which her face is a great index like that of her lover in the
scalpture is graphically described in another verse of Migha :

W.WWﬁqwr
mﬂﬁwﬁmnwﬁrmiﬁﬁ'u

and probuuty with even greater force runs the line :

w|ET § FEIEH qTAT ANy
Sahityadarpana, example under akrdntandyika, 3. 604

vtorme beloved hands with the fingers spread apart aad moving gently rubbing around the wavy folds oo
the stomach of the damsels with lovely eyebrow . reached by upe:;gnu th': wniltl?fulmrhru} to IEM:B;E
by the fist. Having gota :liLin the stream of the navel it started for pulling the garment and near the waist-
kmot the damsel stopped the hand of her lover with her own. On the attenuated waist of the beautiful-browed
hdyhtfdn‘hmd of the lover with spread fingers appeared projecting out but on the large hips its entire surfase
touched it *

** The mighty-armed prince enjoyed the recentl uired dominion with tenderness like wodded
wife as undus foree -nnlgnnly cause agitation.” s 5 L

* ' When the baud of the lover crossed the waist-knot, she with her eyes half-closed sweetly sjaculated wi
hu]ip-uifitmthnwmtwmgoﬂhnuﬁnp of a lute struck by a [.u:unmlrrh' i y

*' Touched by him, thus again horripulated she fainted once more.’
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This sculpture also reminds us of the verse in the Meghadiita, where, when tne lover’s
hand is on the knot of the garment to free it, the Yakshi, being shy, tries in vain to put out
thnbﬁu]g_antmhyﬁghtnbymmoihmdﬁﬂnofumntaﬂpowderﬁtmwnntthm as here
the sculpture shows the woman with her fist in such an attitade. The swan in the vicinity
is attracted by the musical sweet notes of the madijiras or anklets and suggests her lovely
gait.

Another exquisite sculpture from Bhuvaneswar (pl. X, 31) presents the sporting of
the lover's hand on the body of the beloved one as described in the verse of the
Mahabharata :

W o @ArEdl e |

ATEwEAERE  AdfaEE FC 1°
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g Afed  qEwme g RaeE |
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W1 AW 99 A@IEE ST gARiE 0
from the Spingdratilaka quoted in the Sahityedarpana (3.60) giving the type of ndyika
known as dkrdntandyikd, commanding the lord who is her own, instructing him to dress
her hair, to mark her forehead with vermilion and tie up the pearl string sundered on
her breast after her sport with him and again on his touch experiencing horripulation and
almost unconscious with a reeling sensation of joy born of passion is probably. well depicted
in the sculpture from Nagirjunakonda (pl. X, 32) where the lover is shown lifting up the
beaming face of his beloved by his hand toying with her chin, while he decorates her
coiffure with a crest-jewel while she holds another string of probably pearls in her hand
to be adjusted by him after this on her neck ; or it may be that it is the mekhald or the
girdle string composed of pearls which she is handling to be handed over to him next for
properly adjusting it on her hips.

There is a passage in the Mrichchhakatika, where the Vidishaka remarks that no other
vessels on the ocean need be enquired of 8 vesavdsa like that of Vasantasens as the stana
and nitamba are ydnas enough on the smooth gliding waters of sringdra .

fF a7 qemd | TR @ A AR STy
qaTATfr AT |
Mrichchhakatika, IV.2

Migha puts this in very picturesque fashion in a verse describing the turbulent streams
of Madana or love with whirlpools of navel drowning the romardji resounding with

L+ This is the hand that pulled the girdle, pressed the ample breasts, touched the navel, thighs and
hips, and loosened the knot n?th lower garment.’ :

240k my lord | dress up my ringlets of hair, oh pleasant one ! add a tilak mark on my forehead, oh my
halowad one E:‘u do arrangs again on my pitcher-like breasts the necklace that has snapped,” 80 said the
lady with face bright as the full moon after her union with her lover and touched by him, thus agsin horripulated
she fainted once more.’

** Why ask this | your breasts, waist and hips are indeed alluring vessels on the pellncid water of affection
in the ooean of love.'

The verse XI, 24,191
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hamsakas and other jewels ; the hamsaka having a double meaning of anklet and swan has
suggestive charm here :

TR AT g R fga AT

afm = afrgrmmafzagasn fadg o

Sisupila., VII. 231

A sculpture from Nigirjunakonda gives this pleasant picture of the flowing stream of
drifigira, madanarasamahaugha as Magha puts it, and actually the damsels are shown
swimming in the stream of love, and suggestively enough the sense of Magha is anticipated
as it were, and both the harmsaka, radand, the resounding jewel par excellance, and the
swan are shown specially and pointedly for conveying this sense suggestively ; and the
remark of the Vidiishaka in the Mrichchhakatika is more than effectively illustrated by the
position of the swimming damsel whose stana and jaghana are shown shaped exactly
like a yanapatra gliding on a stream (pl. X, 33).

The abhisarikd, one of the ndyikds, is so intensely passionate that she goes to meet
her lover in accordance with the tryst already arranged with him. This has often formed
a beautiful theme in literature. There are two types, one a vadhii and another a vesyad.
The former avoids publicity and goes quietly avoiding the sound of the 'jingling madjira
and the karakasnikanas, raand, etc. The other dresses gaudily, decks herself with all
jewels, perfumes herself with flowers, garlands and nnguents and with her anklets and the
multi-stringed girdle jingling awhile proceeds to meet her lover. In contrast with the
mode of silencing the resounding ornaments :

Sahityadarpana, 3.76%
is the description of Vasantasena in the Mrichchhakatika, who, by her resounding jewels
specially the anklets and the radand or girdle probably with little tinkling bells, kshudra-
ghantikas, and flower garlands wafting fine perfume, reveals herself and her movements
to the passionate fool Sakira who follows her in the twilight :

frz—smisime:, sfer fefafsag  agraemfo

aF—aE W, fefaw 1 (o owm fefm )

faz—qure=  dcamfag wewrs A

TEC—IfA  wewe, seawefeRy guwfase w s Qwerty
OR[N ARy,  weEwrafeEr  graifesar
A EEE  q@iR qrmeEy 1)

! * Those (dsmsels) shone like rivers with their flowing stream of love filling the deep navel lake and flowi
past th? soft line of hairs above it, with the jingling of the anklets resounding like swans as they moved ﬂtE
graceln] sway.’

* ' The pair of bracelets was pulled up, the girdle was tightened, with great sffort the ii anklets
rendered mute, ob my dear (lady) friend | when I suddenly started lporﬁyilr;.i.n festive l mh!mm my 1:::
the scoundrel of & moon removes the veil eloth of dar :
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faz—(smfmsy 1) @A,
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Myichchhakatika, 1.35.2
The dress usually of the abhisarika is according to the dark or bright half of the month
when the moon is absent or present, darker shades for the former and brighter ones for the
latter to avoid notice. A fine example of abhisirikd stealthily proceeding with furtive
looks and beating heart to meet her lover at the appointed place is among the fine erotic
sculptures from the Khajurdho temple.

The visakasajjikd type of nayika is the woman dressing in all her splendid apparel
and decking herself with fine jewels, carefully attending to her toilet and making herself
attractive, all the time impatient to meet her lover who is expected. The vasakasagjika

-may also be of another freakish type avoiding tuo many ornaments though still anxious
to appear attractive before her lover and, in impatience at the delay of her expected lover
or to avoid continuing her decorations and toilet when the lover is expected at any moment,
addresses her companions and maids not to load her with this ornament or that as for the
festivity of love milder dress is enough :

frgt ¥ gT TR wEEd-
w Tt dEmeEfads Ao
TawAEEtaay A @ fed-
§ wa Ave  agawERIEAtaal
Sahityadarpana,-3.85.2

A fine medallion from one of the cross-bars of the rail from Amardvati (pl. XI, 34) gives
a fine picture of Maya, the queen of Suddhodana as vdsakasajjikd awaiting her lord and
decking herself in all her jewels. A number of prasddhikis are around her and one
paints her feet with alakiaka, recalling to our mind the verse from Kalidasa :

safasafaaauaEaiaa  FifagaamE |
mmmmﬁuﬁmn

Raghu., VIL. 7.3

Another dresses her hair, a third offers her niipuras for the feet, a fourth takes out necklets
for her from the jewel-box, a fifth awaits her pleasure to deck her with flower garlanda

' Vita—Oh Kapelimita ! Is there any mark by which you ean find out !

Bakirs—Bhiva Bhiva | How is that .

Vita—The jingling of ornaments and the smell of garlands suffused with fragrance.

Sakira—] hear the smell of garlands, and with my nose filled with darkness I clearly see the jingling sound
of jewels.

Vi i Vasantasrni ! Indeed you are not seen owing to the darkness at dusk like the lightning
Mddmmﬁd:gaoklh:hdr:rdaudl. but :; timid lady ! the smell from the garlands and the resounding
anklets will betray you.'

*“ Take away the armleta, no need of gem-set bracelets for the hands, why this heavy creeper-like omna-
ment for the neck, please arrange only one fresh single strand of pearls ; too much of dress and decoration is not
suited for the festival of love.

** One (of the ladies) having drawn her leg from the hands of an attendant and with thf foot still wet
marked the path up to the window with red paint as she hurried without ber usual dallying gaat.

¥ DGA
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held by her on a tray and so forth. King Suddhodana has just arrived and probably Maya
is hurriedly finishing her toilet and decoration, recalling the description in the verse from
the Sahityadarpana. This beautiful sculpture from the world-famous monument is excel-
lent pictorial commentary on the idea of vdsakasajjikd as approved by the Alaskarikas.
But probably the best representation of visakasajjika is the painting of the princess at her
toilet from Ajanta (pl. XI, 36). The easy way in which the pidakatakas or the anklets
were put on or slipped off the feet as described in literature :

Fre:—at gafgefs. § awseggEm weew e geafe 3 qgafr )
oG ggead |

Mrichchhakatika, 11

can best be understoud by a look at sculpture like this showing the anllets separately
presented on a tray for the feet shown without them. Another carving in the British
Museum collection of Amarivati sculpture shows a vimanika adjusting properly the nipura
on the feet of her mistress. The scene is apparently of Mandhata, the world emperor
with his queens, standing beside his jewel of a horse. A carving from the Rajarini temple
at Bhuvaneswar also shows how easily the anklet is slipped on the foot (pl. XI, 35). An-
other fine sculpture also from Bhuvaneswar shows the vasakasajjikd awaiting her lord with
impatience (pl. XII, 37)

i. TOILET AND DECORATION
Sometimes the toilet of the lady is lovingly attended to at least in part by the affec-
tionate lover. The venibandha or the braiding up of the hair is a charming act, in the
arrangement of which, in the absence of a prasadhiki when she herself does it with arms

somewhat raised, she causes a flutter in the heart of her lover who delights in the vision
of her bakumiila :

#iwa fromasr s
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Sisupdla., 1X. 69.2

A fine carving from Amarivati shows a lady exactly engaged like this in arranging her
simanta, which, as a beauty-factor, has specially got her the name of simantini. Still the
opportunity for arranging the hair of the beloved one hias often been welcomed by the
‘ lover as a very happy stroke of luck and we have an exceedingly picturesque representation

! "Vita—But oh timid lady, the smell from the garlands and the resounding anklets will betray you. Do
you hear, Vasantaseni 1-

Vasantaseni—(within herself) T have heard and acted accordingly. (by gesticulation she removes the
fingers. )’

anklets and puts aside the garlands, moves aside and touches with her

' Another (damsel) who was arranging the parting line of her hair with both her hands and whoae breasts

and armpits were consequently exposed to view s looked on by her husband wit fgpiatt
there is no end to the p 1o OF lowvers w, on by her hus h renewed longing ; indeed
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of it in a sculptuse from Amuriivati, where Nanda, the handscme cousin of Buddha, arranges
the simanta of his cLarming wife Sundari, also known as Janapadakalyéni, the loveliest
lady of the land (pl. XII, 38). Rama lovingly prepares a fine garland of tender shoots
for the hair of Sitd :

w4 GEEISA U SAEaEE gate a6 |

Ralh AW CRIEE LRI L LE S EI (e s S

Raghu., 13. 491

In the Meghadiita the loving Yaksha fondly pictures to himself how he would, when back in
Alaki, re-adjust the neglected braid of his beloved and decorate with flower-garlands :

st @z fagfad o feer aw e

gy fafaagar ar  saeeEET

e AT A T

TORTHNTICR I SATaaHTAT AT #2711 :

Megha., 11. 32.2

A beautiful representation of this scene comes from a stele from Mathurd of the Kushan
period (pl. XII, 39) wherein the lover is depicted dressing the hair of his emaciated beloved
one, an attendant standing close by holding flower garlands in a tray.

But it is not merely the dressed up hair of the lady that causes this joy in the mind
of the lover. In the Raghuvaiéa Kilidisa describes how the king desisted from making
a target of his arrow the lovely peacock dancing with its colourful tail spread all around
in picturesque fashion suddenly reminded of his beloved with her braid decorated with
variegated flowers loosened during her amorous sport.

wft  gomdIETEE W
7 @ sfawaN  AorEEEe |

arfz  TRAEs T
waffamas ¥ frmam o
Raghu., IX. 672
In the sculpture from Nagirjunakonda discussed above the lady is depicted holding the
loosened braid to re-adjust it.

The decoration of this braid is itself a great piece of art. Different modes of hair-dvess
are known. Sculpture abounds in charming representations of feminine coiffure. The
kesapdda type is charming arrangement of the hair in noose fashion and the knot here may
be tight or loose, and we have both varieties shown in sculpture. The term pdda suggests

not only beauty but also implies the noose-shape. Dhammilla is the most lovely of femi-

! * This is that tamila tree growing in the vicinity of t‘hu mountain having gathered the tender shoots of
which I made up the dmtmﬂ F"E dressed hair beautifyving your cheeks F!lﬂ like the yava shoota.”

**(Yon will probably see) her often pushing back from her cheeks witdl her hand having untrimmed nails the
hard and coarse neglected braid (of hers) the very touch of which would eause pain and which bereft of flower
garland was tied up on the day of my separation and awaits to be released (and dressed) by me (again) after
the poriod of the curse when 1 am fres from sorrow.'

** He did not make the peacock with beautiful plumage a target of his arrow though it danoed 8o pear his
borse, Hnﬁi: mindmin:mdinuly reculled the bﬂﬂlﬁﬂ braid of his beloved with the knot loosened iu loving
sport and with colourful flower garland entangled init.’

LY

.
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nine coiffure. The Gdthasaptasati has a verse describing this which is enough ornament
to excite-passion in the lover's heart :

THFCUG[IH]  ufewedt  digatas TR o
ayufer ofgst fawr qame g T )
s ogafaa afmes. @qnfad agaq
WEA  UATARd  gEEA  gefa  aeieEr 1)
Gathasaptasati, VI. 441
The dhammilla is elaborate dress of hair with flowers, pearls and jewels. This has always-
been a favourite mode of dressing and sculpture abounds in representations of this. The
spectaculur beauty of dhammilla is given also in a verse from the Chaurapanchasika :
gaify & afafrosaaeEH
ufemeatamag AT, |
T faar  gfeamT IR
dfematn  FawEaREEEE 1)
Chaurapanchdéikd, 116.2

Sculpture of the Sitavihana period as from Amarivati has lovely representation
of this mode. The beautiful Sitd of the Rima group from Vadakkuppanayiir, the most
marvellous in the bronze collection of the Madras Museum, has probably the loveliest
example of flower and pearl-decked dhammilla (pl. XIII, 40). There are many other
bronzes representing this elaborate mode of the hair as the dhammilla is usually the only
one chosen for depicting feminine coiffure in the absence of kiritamukuta or karandamukuta
or jatamukuta, the praveni being generally avoided as it suggests a more tender age and
boisterous and frolicsome temparament. _

The praveni was, however, a great favourite in the early centuries of the Christian era
and there is probably no early monument without sculpture depicting this mode of hair.
The praveni is composed of plain or plaited hair allowed to flow down nearly up to the
hips and jewelled strips arranged all along over it to beautify it make up this lovely mode of
hair that Kilidisa has so beautifully compared to the dark stream of the Yamund with

golden flamingoes fluttering on its surface in continuous streaks suggesting the plaits of the
goddess of earth bedecked with golden strips :

T AT geEwAr Sl |
gavfemdt oy waifm fefd o)
Raghu., XV, 303
This contrasts sharply with the plain ekaveni of a proshitabhartrikd, a woman separated from
her husband who is away and on that account neglects her toilet. Kalidasa naively suggests

' The decked braid disarranged by the toush of the lover and the face smelling of wine—thess are enough
a8 decoration for women to excite love.' o

** I even now think of her whose gait outshines that of the rudd gooss, whoss dressad hair is lovelier than
the fine plumage of the peacock, whose béautiful eyes mock st thm:ufth chakora bird and whoss voics is as
sweet s that of the ouckoo.'

* * There from his palace he ssw the (stream of) Yamuni with (rows lden Aami it and admi
it aa if it were the plaited hair of the goddess of earth bedecked with ;pu?; steips.’ e T
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that the dense streaks of smoke of kildguru wood, burnt in the pilace in Ayodhya fluttering
and swaying in the wind, looked like the veni of the city goddess unbound by her on the
return of the lord of the Raghus, Rima, from the forest :

RLLISSICIR L CRUE Gt (A cOlE 10 i gl |
FAMHRT  qOET AR @d dfvfemww |
Raghu., X1V, 12.1
Thaﬁn&dmﬁmﬁthgmpwhanduthujwﬂsmmpmmtadwﬁhpﬂtduhﬂ
in sculpture. Thispmtinulaﬂyiummtchamingmmrtheﬁihuuur-a{dhwhichin
specially depicted with great care and love of detail by the sculptor when feminine grace
is attempted with any seriousness. The charming passages in literature like :

w3 F wflh afeeEEeE
RS FAAETag R

describe pearl-bedecked ringlets of hair ur

ufamEaar  gfefs  sifasasamgad |
SECL G RGN e S C LG e 16 e A
Raghu., IX, 443

pearl-net decoration for ringlets comparable to tle tilaka tree blossoms with bees settled
on them, the ringlets of hair resembling the bees and the tilaka flowers the pearl decora-
tion. It should be remembered that the appropriate use of the word bhramaraka for these
ringlets of hair has a great suggestive sense. In Bharhut sculpture there is a lovely re-
presentation of this pearl-net decoration for the hair. Even in the early paintings of Ajanta
there are many that have permanently recorded this charming mode of hair-dress of women
in ancient India. It is this pearl and flower decoration that Kalidisa so charmingly
describes as dropped here and there in bits and fragments as the abhisdriki proceeded
along with a tremor of joy stumbling on the way in the darkness of the night, her path
suggested in the morning by the tender shoots and flowers from the manddra tree, golden
lotus decoration for the ear and pear] strings sundered :

THFPEAFIAAET AR

TASER:  FAREAA:  FOAEOANE |

R SR g

Tt AT wfageRd ged wifREAT 0

Megha., 11, 11,4

Megha., 1, 66 *

' “The streaks of smoke of black aguru incense from the palaces turn'bithn breeze appeared like the braid
?f (the goddess of) that city loosened again by that foremost prince of the Raghus now returned from the
orest.’

* “Which (Alaki) with its high mansions in your (i.e., rainy) season bears clusters of clouds like a passionite
damsel proudly erect wearing her coiffure decorated with network of pearls.”

* ‘The bunch of tiaks flowers fully developed by the blossoming of its fine component parts and with
swarms of bees nestling on it appeared to possess the same beauty aa the pearls adorning ringlets of hair.’

* “Where (i.e., in Alaki) the nocturne path of the lovelorn maidons is s at sunrise by the manddra
flowers dropped from the hair by their quivering movement, tender shoots and golden eardrops of lotus pattern
slipped from their ears, and clusters n? pearls and necklaces with the string snapped by mﬁan\g against the
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Apart from the garlands and jewels is another very important decoration for the lady.
This is either the nilotpala or the tender shoot for the ear. - Whether it is the nilotpala that
slipped from the ear of the vadhi :

rer: ofon s mwewEsly  osamt  ofgoimemgifa o
FTSIaAiaarad  FgA- iy afaog )
Sisupala., VIII, 54,1
or the #irisha flower that stuck to it though loosened from the ear because of the fresh
nail-print on the sweating cheek of the damsel :

e G M S £ S
= A gy wfEmr fdege wEr owm o
Raghu., XV1, 4832
the representation of the flower is distinctly found in sculpture. An early carving from
Amarivati shows an ufpala fixed in the earlobe of a Yaksha. There are other carvings
representing the nilotpala as feminine decoration. The tender shoot placed on the ear of
the beloved one which is enough to madden the heart of the aesthetic lover :
fegemumarsty  faenfaat  mafaar  <faarsaonfo:
Raghu., 1X, 28°%
is most gracefully depicted in a painting from Ajuotd, where a chamaradhdrini wears
s shoot on her ear as she languidly holds the handle of a chimara or fly-whisk resting

Fig. 4. Tender shoots on
the ear of a lady from
Ajapti—Gupta-Vikitakn,
Gth century AD., Hy-
derabad, Deccan

idly on her shoulder (fig. 4). It may be questioned how flowers and shoots are such orna-
ments to beautify charming women. But they are ; for does not Kilidisa reiterate this

! ‘Fallen lov from great heights, even though one's own, it is discarded by the immaculsts ; even so the
blue lotus slipped from the ears of damsels was thrown on the bank by the waves of the stream.’

¥ *The dirivha flower though it slipped from the ear of the loving damsels would not easily fall as its petal-
snd got stuck in the freah nailmark covered with sweat on the cheek.’

% ‘Even the tender shoot placed on the ear of the beloved one maddens the sesthetic loves.’
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by questioning what it is that is not mandana or decoration for the beautiful one ?
WAfAFAATT  AEFSAIT al

fefes g wqoen wwed amgdiay
Sakuntala, 1.1
Nay, he does not stop with it but says that it is the hair of lovely damsel thrown in long
tresses wet from the bath and after the perfuming with sandal and aguru smoke (dhiipa)
decked with jasmine flowers blossomed in the evemng that gave st:rangth to the god of
Love whose vigour diminished with the close of spring.

iR YT frmre ey
FH  FHETEGERAR:  F4Y W qEAgEmT
' Raghu., XVI, 50,2
The sculpture showing the finely decked dhammillas are excellent illustrations to prove
this proposition, and there is probably no better representation than the carving from
Amarivati of a princess with her kefapdda ‘decked with flowers in vidhiitikd mode shaped

Fig. 6. Braid of queen decked with flowers

from Amarivati—3&tavihapa, 2nd century

AD,, Madras Government Musenm, Madras
like a fan, the arrangement of the flowers in rows vying only in beauty with the chiluras
or bhramarakas, ringlets of hair near the forehead where the lalafikd just near the simanta
sdds charm to the already beautiful face (fig. 5).

ii. Manks OF LOVE

The marks of love are another theme equally beautiful for both the poet.and the

sculptor. Describing the beauty of the vanasthalis the poet pmture.a es sylvan beauty wedded

" “This slender damsel looks exceodingly beautifuloven in bark dress ; what ia it that will not beautify
lovely form 1'

* *Cupid, his ur diminighed at the elesw of spring, received fresh strength in the hair of woman dried
after bath, with fragrant smoke and decked with jasmine flowers that blossom in the evening.
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to spring and the paldsa flowers red in colour and crooked like the crescent moon in unblos-
somed state are like the nail-marks of the lover :

TR AR Gttt |
bl TERA GETEET  AEEarE TREHAT 1l
Kumdra., 111, 291
Sometimes the marks are on the tender plantain-shaped thighs of the beloved :

A A TS e |
FEAfrEEfT ey Tty
_ Sifupdla., X, 66,2

or when the golden girdle slipped off the hips a lovely new girdle enchanting in its beauty is
revealed in the lovely row of nail-marks :

affqs:  affaerswaersal  AgaroRe fre

Ha ofen @ fafenm o FEwEsmEe

Sifupala., X. 853

The root of the neck and the bahumila and other beauty-spots get an imprint of these
marks, and there js'a picturesque description of the lover approaching his beloved even as
she reveals to him her bahumila marked by fresh imprints of nail-marks.

and

Sisupila., VII. 32.5

It is the nail-marks on the cheeks that serve to keep on the Sirisha or the nilotpala from
falling from the ear. A fine mediaeval sculpture probably from Khajuriho but generally
regarded as from Bhuvaneswar and preserved in the Indian Museum has an excellent

tive commentary to offer on the subject of nakhakshata (pl. XIII, 41). Migha says that
the soft shrieks, loving notes, pitiful cries, endearing exclamations, cries of feigned

! ‘The paldsa flowers curved like the crescent moon as they had not yet blossomed and tinged dark red
looked like nail-marks on the expanse of the forest that just experienced the advent of spring.'

* 'The nails of lovers whose hands were trembling with a dosire to touch did indeed make rows of marks on
thighs of damsels with surface soft as the plantain trunk.’

* “When the golden girdle slipped, the enchanting hip of the damsel revoaled all around pictureaque
beauty of fresh nail-marks resembling as it were a girdle.' n *

* ‘Oh! This damsel, though she saw that I had approached her, still as if she had not seen, expones b
armpit stamped with fresh nail-marks.’ R >

* ‘Pulling with her other hand ber cloth which hid from view her full breasts another lady often screensd

off the wrmaut, beantified with fresh nail-marks (exposed), of the hand engaged in gathering flowers, close to ber
lover.'
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halt and jingling sound of jewels of lovely damsel served as the text of the Kdmasilra -
Wgaity A FeifE  ferrEarendeita
73 FEOIETRT W STHEATRAREE )
Sisupila., X. 75.1

The sculpture referred to is a pictorial text of the Kamasiitra just as the other one is o text
composed of sounds even as Magha puts it :

framaasdeaareiar:  afsfr daemgs faan
Tagaferasty  dfmret  sfefil  sfdegean 0
Sisupila., VIL. 39.%

Here the woman is shown writing a letter and the nail-marks are distinet on her bihumila.
It is as much as to say or suggest that the letter is one dictated by love and intended for
inviting or promising more such-fresh matks for they are also a valuable decoration :

Iafgd ﬁ!fm‘trmﬁm AgweTanarA g
yufgAs  JEwaHvEs  ¥HEAT  AEgTgaessEr )
Raghu.; IX. 313
The first quarter of the verse :
Ty afcArRia ATt |
gaar  femmamar  aqgiteifaeree=sr & o

Raghu., XIX. 284

has a fine sculptural representation on one of the pillars from the Bhiitesar rail now preserv-
ed in the Mathuri Museum. She holds a mirror and softly rubs with her finger the cheek
marked with a nail-mark or the mark of the teeth dantakshata. It may also be representa-
tion of beautifying the face and making it brighter by the application of flower pollen which
served the purpose in ancient India f the modern taloum powder used in toilet :

AT ArEYEIEET | qeeaHET A
Megha., 11. 2.5

But the entire verse has a vivid sculptural commentary in & panel from Néagirjunakonda
(pl. X1V, 42), where the lover is shown behind his beloved whom he has approached softly
and watches her as she examines her marks of enjoyment in the mirror and gets abashed

when she notices his reflection coming in.

' Boft notes, ionste murmurs, piteons talk, loving phrases, words 'unguﬁp of *encugh’
smiles, and the ]mg]f:;:cfmutl, attained, as it ﬂn:th! position of written text of the science of love."

#'Not decipherable on tender shoots but to be stamped only on horripulated body were the love letter
pregnant with meaning issued by lovers in the scripts of nail-marks. :

**The cluster of buds on the kimdfuka tree hr::?ht on by charming spring appeared .Iih nail-mark decors-
tion on the lover imposed by the passionate beloved lady whose lave overcame shyness.

4'By his reflections charming as he smiled he made tha ladies of the harem hang their heads in shame s
be slyly and significantly stood behind them even s they examined their love marks (nail-marks, etc.), in
thair mirrors.’

* “The face is rendered pale by the pollen of the lodhra flower.”.

36 DGA/53.
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iii. PUsEPAVACHAYA

Pushpdvachaya has some lovely description devoted to it in litersture. The usual
representation of gathering flowers from the nearest branches (fig. 8) ié as in the case of the

youngmnd&mtree,dmn’b&dhtbaﬂayh&ﬂawhm:hwghhinuqrmhamimm
furgntheri.ngtheblmaom:
FEINTIEATARAT  AFRRTEE:
Megha., IL. 152

But the more colourful pictures as presented by Migha of pushpimohaya where the damsel
dﬂimuaofabunuhofﬂuwmrathnrhjghuppn]lsharauuupholdingmmtheahunﬂunf

her lover beside her, almost covering him by her full breasts :
Tofammaesy vy agecrfegmeETSeRET |
TFARAAGEATTATATAT  TaTRTT AT
' Sifupila., VIL 47,2

or fatigued by constant gathering of flowers and with her arm around the neck of her lover
she stands completely hiding his chest by her breasts :

ﬂﬁmwmnmﬁwmm |
CEGERERGME RIS Inif o bpe s B O T
Sisupala., VIL. 71,2

has excellent sculptural parallel at Nagirjunakonda, where this aspect is clearly represent-
ed in two or three lovely panels. Specially one sculpture represents the lady in lovely
Bhangas with one of her arms on waist and snother raised aloft and on that pretext reveal-

! ‘The tender mandira tree bent with the blossom easy of reach.’
3 ‘Amthulndydui:iughgutnt-brunuhafﬂmhighu held on sportively to the shoulder of her
lover, and with ber breasts resembling the temples of full grown ts covered his chest.'

* ‘Fatigued by incessant gathering of flowers and resting her creeper-like arms on the neck of her lover
s damael held on covering the chest of her beloved one with Ber large breasts that closely came together,”



DOHADA »
@gmmwumwmmmmymmwmpg_
in the verse : : e

iR S gRRre |
Ffamlie sawegdn wg  Afemagesawt o
Sisupdla., VII. 721

. iv. DoHADA
The various aspects of dohada are another theme most pleasantly treated in sculpture
8s in literature. As Kalidisa puts it, it is only two that can have the special privilege of
receiving & kick from the foot of the beautiful damsel —the adoka tree not yet flowered
and the lover just fresh from a scrape :

TafsaagTAvTIRT AT
gfereen @t FIEgEAT |
wggfiames  dgaiwar a
sfufgafos &1 sFawmiroey o
Malavika., IT1. 12.2

In early Kushan sculpture from Mathurd and in some of the beautiful Orissan sculptures
of the mediseval period there are excellent examples of afokadohada. The verse :

s wowmafend st

quity: fafaed  qftqemr

Y TR e -

Tqw g ¥ gfemmt o°
given in the Subldshetdvali of Vallabhadeva (1865) is probably very closely answered in a
sculpture of very early date from Bodh-Gayi where a damsel is shown climbing an asoka
tree and her feet are held on by her lover who, as remarked by Kilidisa, is as much entitled
to it as this tree.

There are other soulptures beginning from the lovely Sudarfand Yakshi from the
Bharhut rail (pl. XIV, 43) and including many charming ones of the Orissan school of the
mediaeval period, which show the dohada of the kuravaka tree achieved by the embrace of
it by women. A touching verse from Ratnikara in the Subhdshitdvali describes this aleng.
with other modes of dohada, the ladies of the enemy-king’s harem tenderly taking leave of
the kuravaks, bakuls and afoka trees in their gardens and reminding them respectively
T V0 & Gamel Sowelo RS phesicibbs InMation 14 the visialty of Mt Isver by flaxing ber body sad miing

up her breaste significantly high and bolding up her entwined creeper-like arms on the pretext of relioving her-
self from her fatigne.’ =

* * There are two objects that the young damsel can kick with the tip of this foot of he:s of the hus of tender
- shoots and with shining nails ; one is the afoka tree lacking flowers in expectation of blossoms and the other the
bent-head of the beloved one who is & fresh culprit (by stealthily courting another lady).'

!« Having first the collection of flowers within her reach, the fawn-eyed damsel, desirons of hold-
ing to the Isid ber foot on the bare bough of the adoka tree and again from the root it put forth flowers.’

Ta
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of their embrace, watering with mouthfuls of wine and the hit with the foot which should
ever serve to keep them in their memory

TEAT  FEAHErdT  fagead
afefrona & gEmadT
fafs fawgeem e et g e
Subhdshitavali, 2564.1
In the Uttaramegha, Kilidisa refers to the dohada of hoth the adoka and the kuravaka tree :
T AT FEETT S
TAHHT  FEAFIAEA AT |
UF §EEd 9 99T qTRYTRTTHeTd
Tl qeiEd SR |

Megha., 11. 17.2
The dohada of the bakula tree is suggested in sculpture by showing the lady under the tree
with a cup ufwinei.nherhnnd,uitisbywateringitwiththawinafmmharmmt
it flowers, Thekeéa;utmanﬂedsnnl}rtheemufthﬂdamnelmfaﬂmitfor i
and this is not much of a theme for any elaborate presentation in sculpture, though of course,
the poet has always presented the looks of lovely damsels as the most powerful, for does
not the poet say that it is the vamalochand, the beautiful-eyed one, who, by her eyes, brings
back to life Madana who was burnt to death only by an eye—the third eye of Siva ;

T TH FAfaE ot gdw oan
e s & ametem o

Viddhdsilabiagika, 13
and Damodaragupta in his Ku/fanimata begins with a very charming verse describing
the beautiful eye of lovely damsel as the abode of Manmatha :

¥ wafa wgerwEt  FEmarrgETse )
RARIFAS LR IR LRI IE i B - T

Kuttanimata, 1,¢
and among the paintings from Ajanta there are exquisite examples of this charm of the
eye, Miika, the great sweet poet of about the 7th century, has a whole century of verses

** 'Ok kuravaka tree ! You are deprived of the pleasure of the sport in which the breasta are rabbed sgainst
you ; Ob dakula tree ! please do remember the sprinkling of mouathfuls of wine ; Oh adoka tree ! you will
experience sorrow by the absence of kicks by the fm"mapnlmthuwnmfu]kofhhmmhuﬁuylhndn.

ed their eity.’
® ‘In the vicinity of the madhari creeper bower fenced by kuravaks trees are the raktddoka tree with
its waving tender shoots and the lovely bakula tree : the one, along with me, longs for the foot of this lady
friend of yours and the other mouthfuls of wine on the pretext of ming again.'
*1 praise those lovely-eyed damssls who by their eyea revived Cupid (lit. mind-born) burnt down
the eye (of Siva) and thereby who have trinmphed umv‘\.i’gﬁplr;h (e, thlﬁd-nrud one),’ by

oy Sloous is the mind-born Capid, the bes kissing the lotus face of Rati, the abode of whom i
side-long glanoes of passionate damsels.’ kiming whom is the




LOVE SPORTS AND PASTIMES 41

on the unparalleled beauty of the lovable ‘eyes of the lovely Kamikshi, the mother of the
universe and the queen of Kafichi.

v. LOVE SPORTS AND PASTIMES

Another fine pastime is the play of dice for fun and the winning or losing of the game
making the lover or the beloved the uttamarna or the adhamarna and making even a satha
or dhrishta-nayaka bound to meet the ndyikd that had won the game and the night for
herself. It is this that is found in such verses as : -

T el gaewwm  aOgaeEy

qid ufafa fear swer 3 swwmE 9 )

T QR gt wan famm faafea

Raafoafaqeawar  foom femd anfesm o

Sahityadarpana 111, 35.
A medallion from the Amarivati rail in the British Museum gives an excellent picture of the
avarodha of a prince (pl. XIV, 44), where, apart from the sasgitaka or musical orchestra in
the vicinity of the prince who is engaged in the anunaya of his manini wife, a group. of
ladies is deeply occupied in a game of akshas or dice.
Kalidasa gives a fine picture of the dold sport of Agnivarna and the ladies of his harem :

ar  EmEeleas e SgEeiomeEgar |
qHaey fAfad  saegETesraARa  Agta
Raghu., X1X. 44.2

To comprehend properly how popular was this game on the swing one should only see the
fine painting from Ajantd with Irandati, the ndga maiden, on the swing. There are also
terracotta plaques giving this pleasing scene which forms a favourite theme for poets. A
panel from Konirak showing king Narasiriha on the swing attended by his harem recalls
the picture presented by Kailidisa (pl. XV, 45).

The preamble to jalakridi is given in one of the marbles of the Amarivati rail, a
medallion preserved to us only in a drawing by one of the artists that accompanied Col.
Mackenzie to Amarivati, the original itself being lost. Here in an drdma or pleasure-
garden the scene is placed near a pond. Similar scene from Sanchi represents jalakrida
in a stream and this vdrivikdra, as it is stlyed by Kilidisa, reminds us of its grand descrip-
tion where the sport of Kusa and the ladies of his harem in the Sarayi is given.

The life of abandon on kridddailas or sportive mountains or in pleasant mountain-
caves is also picturesquely shown in sculpture as in the fine carving from the Isurumuniya-

' ' «The daughter of the Kuntala king is waiting after her bath. thisis the turn for the sister of the Atiga
king, Kamali has won this very night (for herself) by her game of dice (with you), and now the chief queen has
tonL ap "_ thus when informied him all that [ had leamt sbout the beauties of the harem the king
stood for two or three hours with his mind blank with indecision.’

** Drawing them to his lap and moving the swing unattended by attendants he got close embraces on the
mkthmngh the mtmmug..mpn of damsels on the pretext of their fear (of falling) as they had lost hold of

swing-Tope.’
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vibira in Anuradhapura from Ceylon where the mithuna, represented seated in cave-like
cell (pl. XV, 46), reminds us of the verse from the Meghadita :
TEERRgARAHT ARt s |
T et -
g weafy  faerdeafwdtanfe o
Megha., 1. 25.1
Scmewhutﬂmﬂarinmnmpﬁnnhutremindingmahoofthﬂdmﬁyﬁannfm
in his Meghadita and Raghuvamda :
KA e L CER R G UER ILE d i
A ofoomar  ffeest qwmn
amEY @i aefrafa fear
HiewwTt P ddwmfafgnfs 1)
Megha., 1. 222

TTE & ¥ 7% sl e AT |
fEriwafrafents s sefermfomfs o
Raghu., XTII. 29 ¢

of the terrifying peals of thunder of the cloud welcomed by the lovers as the immediate
cause of close embrace by damsels terribiy frightened therefrom, the frightening cause
of which however was not the thunderclap but something very similar, the rumbling of
the Mount Kailisa, occasioning the embrace of Siva by Parvati when the huge mountain
was rattled by Ravana, has fine representation in one of the panels from the Kailisa
temple at Ellora (pl. XV, 47).

Kandukakrida or playing with the ball is another favourite theme in sculpture as m
literature. In a panel from Aihole representing a flying Gandharva couple the ‘woman
is shown with the kanduka in her right hand,herleftsrmmﬁnglovinglymthanmu'
of her lnverwhnmriesinhishaudthammmmlywupnn.iha chakra or dise. An
actual carving of a lady playing kanduka is in a mediseval piece from Khajuraho (pl.
XVI, 48). Itisasit werea commentary on the verse which explains the poet’s appreciation
of the bump of the ball as a damsel plays with it :

TrrrETEE ot ofe gty
ﬁﬁﬁﬁﬁﬁiwmwm"'

! * You may there stay a 'hh;r;;;n—thu mountain Nichais which will a htn:::ru]dnd' as it
];ﬁum-mmtthmugh_ihfnﬂyblmmnd kadamba ﬁuwm;udth.l.thillwillhm:mu wellings fl'lp'::::

the perfume of passionste courtesans, proclaim the exuberance of youth of townsfolk.’

** Gazing st the ohdtaks birds clever in recsiving rain dro and pointing to rows of eranes while counting
them, the Biddhas will honour you on getting the em dtﬂh ightened bele damsels accompanied
bodily tremor at the sound of peals of th g e, .t o

* ' Ob timid one ! I somehow experienced the of thunder as they resounded in the remembering
your embraces that followed your trembling whia ihnduperiumud:{usﬂy.' e (v

onten by the lotus-soft hand of the Iady and fallen down you bump up, Oh ball | I
ﬂuﬂd,ﬂhlﬂyﬁmmnfﬂhﬂﬂufmmﬂhﬁqmumwv p up. ball | I know
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In the Meghadita Kalidasa describes the delightful pastime of his beloved one with the
kridamayiira or sportive peacock, trained to dance to the repeated claps of the hand and the
jingling of the bangles as the Yakshi kept time for the purpose :

TSR F CHEREART SIS Fraafe-

q® =g wffwafasiedTseE: |

. fosameagwiAtea: §a R

et fegwfe fews g 0

: d Megha., I1. 18,2

and fine pictorial representation of this is found in & mediseval sculpture from Orissa
(pl. XVI, 49). It is interesting to find this very happy theme even on the reverse of coins,
as, in some of the issues of Kumiiragupta, the reverse of the tiger-slayer type showsa
damsel, intended for Rajyaéri, bending towards a peacock with which she is playing with
her right hand and holding a lild-kamala; & sportive lotus, in her left (pl. XXTV, 81).

The vinodasthind of virahinis is another great theme depicted with a tenderness in
soulpture as worthy commentary on the description which is most: interesting in literature.
The Meghadiita has s fine picture as presented by the Yaksha of his beloved one trying
to picture to herself her lord in his separated condition and consoling herself by different
means within her power. Probably the lover looked emaciated, and this she fancies in her
own mind and paints his form in that state :

wgew fregme w W e
Megha., T1. 24.3

In despair some other moment she would resort to the worship of the deity for speedy
reunion :
grete ¥ fFrfa g & afsemger an
Megha., 11. 242
Some other time she would address the pet-parrot in the cage and ask whether it
remembered her lord of whom it was always such a favourite

qegEl AT WA wifoel  gEercedt
shagd o oo & ff s fEfx
Megha., 11. 24 4
Fine sculptural representation of this theme may be seen in Kushan work from
Mathuri, of which the Bhitesar Yakshi addressing the parrot is probably the most
charming (pl. XVI, 50). That the éGrikd is panijarastha is suggested by the cage shown in
unnufthnhlhﬂﬂofthn"f&hhi,thupaﬂotitmuplnwlmhﬂr!hﬂu]darwithiuhm}:m;a.g
her face as if in conversation with her. The delineation of the bird out of the cage rather
than in it is more suited for giving it the prominence that it demands at least in sculpture

" 737 Betwoen them is & golden roost of the bright yellow hue of tender bamboo cane provided with crystal
tablet and fixed at its base with gems, on which restsin the evening your friend, the peacock, which is
mhmwmmmhthwmpdhhﬂmhijMhﬂ bangles.*

"Drpninﬁn;m;pwunhmuhhdbyupmﬁnuahmmiminhﬂmimi.‘

** Or probably she will be seen by you engaged in worship.’

4 * Or she may be enquiri of the parrotin the cage that talks so sweetly, ' Oh sweet one ! do you remember
out lord 1 You ace his darling "’
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to illustrate this passage. The face of the Yakshi is shown beaming and rightly so, for does
not Kilidisa remind us that it is the ramana-vdrttd that pleases the ramani most -

ATt g it
TR EETE  FEAMeR T
Megha., T1. 391

Sometimes the Yakshi would be enjoying the sweet strains of the ving, the song composed
by her on her own lord serving as the theme ; but her tears dropping fast require her often
to attend to the strings and lose the trend of her song :

Iy T wfewEsd avg fafew de

Aoy fadfsand  dmmgmaEer

FAMED  AgEEiad  arefaer Fafag

o g e fe

Megha., 11. 25.2

The vind is placed on her lap, and this atfitude is beautifully portrayed in some of the
early sculptures specially from Bharhut-and Amarivati. Sometimes by counting the
flowers laid on the doorway the lady consoles herself by taking herself mentally nearer
every day to the day of reunion with her lord ; and these are the vinodas for women in

separation.
AT ETefraTeTayat
frrerwit afy mmar e
TEE A1 gEaiganEARTERgeT

T TfagEgAE faEe )
Megha., 11. 2.2

It is hope that sustains the despairing heart specially of women during separation :
AEE:  FEAEGA S EATT
o aifs wwfs gz fawmm wwfz )
Megha,, 1, 10,4
and it is also a sustaining factor for the love-lorn Yaksha and he pictures to himself the
different scenes of his happiness in the company of his beloved before the curse.

vi. BRINGARA CONCEPT EVEN IN INANIMATE OBJECTS

This leads on to a fancy of a state of nayika and ndyaka even in inanimate objects
like the lightning and the cloud, the goddess of spring and madhumdsa, sandhyd and
divasa, difi like purvvd or viruni and the sun or moon, padmini and Siirya, kumuding and
ﬂmﬂ: JIB:; :;:E_Pﬂ“ most attentively, Oh | my friend | news of the beloved one brought by a friend is just

* *Or, Oh my friend ! resting the lute on her Inp covered by soiled eloth and desirons of singi
composed with words conveying my name, sh uld h their strings with s # Song
getting the musical tune which is her own.’ A R i Ber tears for-

* * May be she is placing on the ground the flowers laid on the doorsill for counting the months ;
to complete the term of separation or enjoving the pleasure of union B o monbhs yet remaining
the amusement of Iadies during aupuntigm' fz?l:n t.htl;: Iuvam.e e b generally these constitute

* * The stalk of hope generally upholds the loving flower-like haart of damssls suddenly dmﬁﬁﬂthnpun

tion.
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Chandra, rivers and the ocean and so forth, the conception leatling on to some of the most
tender expressions and descriptions of the most absorbing interest in Sanskrit hterature. -
And these have their exquisite sculptural parallels.

If the saigama or the confluence of rivers like Gangi and Yamuni is graphically
described by Kalidisa in the verses:

wfvoeffafaiagmmd  afefamfaEr |
wa% A femrgemiEiTEtaraE
wfacemr  fagamam  FEEEaiadE TS )

WA FETEROTA  AfHaIERaeiead
wfterm  IwwEt qaife gEfaE:  aEdsaE |
WY O UEHEEl  CHEATaEga I )
fesT  FOONUT - WETROT  GEE |
TamEaty fawda T femvangr agEEE: 0
Raghu., XTIT. 54-57.1

the last verse describing the streams as the queens of the Lord of the Ocean towards whom
they flow, as expressed in the line :

TETASEE AT (ERAATT R |
gaTEaNT  faarfy  qEEEer  Afe g
Raghu., XII1. 58°

is more than significantly expressed in the panel from the Udayagiri cave (pl. XVI, 51),
where Ganga and Yamuni on their respective vehicles, crocodile and tortoise, and with
water-pots in their hands move on the stream towards Samudrarija shown in a greater
expanse of water with a ratnakalasa in his hand to signify his ratndkaratva as a receptacle

of all gems, also reminding us of the free and intimate ndyiki-nayaka-bhava so naively
put by Kalidasa in his line :

gy SEfrweAr @9 G greeEme |

wmmrEarate:  faeE o 9 feepo
Raghu., X111. 9.3

The purifying influence and holy atmosphere of this confluence of streams and the assu-
rance of heavenly bliss for those having a dip in these waters is cleverly suggested by the

1 Oh faultless beauty, Look ! Yonder flows Ganga with her stream broken by the wavelets of Yamuns,
appearing here like a M“Em of pearls interspersed I'istih sappkires shedding lustre, there like a nd of white
lotuses with blue lilies woven into it at intervals, sometimes hke the row of birds fond of the Minasa lake
{white swans) touching the dark swans, elsewhere like decorative creeper patterns uted in dark aguru paste
on sandal background for the earth, somewhere like the moonlight mottled by dar ﬁtphﬂ of shade here and
there, elsewhere like a line of spotless autumnal clouds/with the sky, seen through the interstices, somewhere
like the body of Siva smeared with ashes and decorated with black serpenta. e Wl

* At the confluence of the two consorts of the ocean, those purified by & Ve 0o more L
any further bondage in mortal eoil even though they may not have realised the truth of the Eternal One .

** This ocean whose mode of enjoying consort differs from that of others and who is clever in offering his
lips of wavea himself drinks the ﬁwrjrl.’:h%uh are by themselves bold in offering their mouths and also canses
them to drink.”

36 LA /53, 8




41 SANSKRIT LITERATURE AND ART—MIRRORE OF INDIAN CULTURE

sculptor by a small scene of music and dance and adoration by heavenly beings of these
holy rivers.

Similarly, padmini or padmasri, to be distinguished from Lakshmi or Gaja-Lakshmi
bathed by elephants, is represented in very effective manner as a praudha-ndyikd in a very
eatly sculpture, in the Lucknow Museum, of a lady amidst lotuses standing pressing her
right breast to suggest the fullness of her youth.

A very significant early pillar from Lala Bhagat discovered and described by Pandit
M. 8. Vats shows the same aspect of padmini and her bloom in the morning when awakened
by the sun is clearly suggested by a graphic portrayal of the sun in his chariot i
by two attendants, one holding a parasol and another a fly-whisk (pl. XVII, 52). As usual
in early sculpture four horses draw his chariot, beneath which a demonaic head: is repre-
sented to signify darkness dispelled. The chariot is preceded by three ladies representing
Usha, Pratyushd and Chhiya. A number of dwarfish figures preceding the queens of
Siirya are the Valakhilyas who lead the chariot of Siirya and who by their peaceful mien,
and the sun by his effulgence, made Kalida$a choose this situation as appropriate for compa-

rison with a similar scene of Satrughna in chariot being led on towards Mathurd by the

Rishis, who suffered from the depredations of the demon Lavana, also of the nature of

‘amisrd or gloom,—p very appropriate comparison as the sun dispels darkneéss :
st qfafw: § Tegwda T

g woratafarsdfampm
Raghu., XV. 10

Beneath this is the dance of the peacock with its tail opened wide in gay colours and suggest-
ing the line hasishyati chakravilam.® The elephant beneath it pulling up lotuses suggests
the line : 4 hanta hanta nalinim gaja ujjahira® But when taken as a whole all the figures
exactly connote and act as effective commentary on the verse :

sty gl ogeft

™ fafvmafs s A

B W ga Al w semw

Kuvalayananda, p. 150

the line bhasvanudeshyati hasishyati pankajasrih® is more than clearly set forth in this
representation of the heralding of day-break by swans flying in the air, the rising sun
in his chariot, the joy of the lady of the lotus suggested by the dance of the peacock signi-
fying joy and the lady of the lotus herself down below, and finally the elephant pulling up
the lotus-stalks completing the sense of the verse. Even the cock shown on a pillar beside
the lady of the lotus-pond is a herald of dawn, and this is one of the finest representations

personifying abstract thought like dawn or twilight, or the charm of the lotus pond.
' * Moving on, his path being shown by the sages who walked ahead of his chariot, that moat effulgent
prince looked like the Sun prrucudEd by the {"lhkhzlg;: sages,” .
! 'The horizon will brighten up.’
* "Alas lalas | the elephant pulled up the lotus I
¢ *The night will end ; there will be fine da break ; the Bun will rise ; the beauty of the
forth . 50 thinkns the be as it lies in the lotus, butj.rhut alas | alas | the elephant p'u.l.'ldu :p the hth-tT' e
* "The Bun will rise, the beauty of the lotus will bloom fo o
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~ Among the flying figures from Ajantd there is one group showing the male figures
dark and the female ones bright. There is probably in these a significant aim at represent-
ing what Kilidasa has so picturesquely described as vidyutkalatra :
af  FenfsagEaaaHl  gEvEanat
fran ofy  fefaeerfeafasas
"Megha., 1. 38,

or what Jayadeva tenderly put in his Gitagovinda, viz. Radha bright as lightning against the
dark cloud-like chest of Hari beautified by necklet of pearls liké a row of sdrasas (cranes) :

e guifgagt W W SEEEE

afefer i fafardm wefe  grafans o
Gitagovinda, V. 11, 5.2

vii LOVE OF THE LOWER ORDER

Love in the lower order of things like animals or birds tiryaggata rati is another fine
theme as sweetly dealt with in sculpture as in literature. This also serves as an uddipanam-
bhdva even as the moon, the gentle southern breeze, trees full of flowers and the sweet song
of the cuckoo to fan the flame of love. In the description of vasanta or the spring season
near the Pampi lake the poet in his Sundarardmayana has actually said :

frsat ageny fafaeet owmrEeRy #WR RO
grefoganar  qar  frgwar T el sobwss
Sundara,, IX. 102

Kilidisa has probably the most remarkable verses describing the love of birds and animals.
He does not stop with priyamukhari kimpurushas chuchumb * but takes it to the deer and
describes how the stag fondles the doe, mrigim akapdiyata kyishpasiral,® This is elaborated
with greater wealth of detail in the Abhijianasikuntala where the Vidishiaks mentions
what more remains to be done by way of addition to the half-worked painting of Sakuntala

in sylvan surroundings as painted by Dushyanta :
Fi  dFadmgatAg T HaEg  wfeA
qrerermafyat  frowrgforr A TEAn
qrEaTEfETEee ¥ aUiAaigaeerea:

gy FOGT  ARAAA  SOEARTA T
Sakuntala, V1. 178

1+ With your lightning-tonsort, fatigued by long glimmering, please spend the night on the baleony of
some mansion on which the pigeons are msleep.’ .

+* On the chest of Murdri adorned with pearls like s cloud with a row of eranes, you, golden-hued fortun-
ate one, shins like lightaing, in amorous union.’

"¢ Rima, besutiful like Cupid, separated from his beloved one, and seeing even the birds and beasts enjoy-
ing the pleasures of love in the pleasant forest on the banks of the lake Pampi, was himself seized with love-
longing.”

¢! The Kirapurusha kissed the face of his beloved one.’

*‘The deer rubbed the doe.’

** There is yet to be drawn the river Milinf with pairs of swans neatling in the sand dunes, and near that
the fnﬁtﬂm&mmﬁuﬂﬁmﬂ[i.m.ﬂimﬂqu].ﬁthdmr ated on the slopes, and under the tree
(in the foreground) with bark garments suspended from its boughs 1 desire to be put in & dos mbbing berleft
eye on the horn of the deer.’ .

fa
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Here it is the doe that rubs her eye on the tip of the horn of the stag. This tender subject
of the love of animals, specially the intense affection of the stag and the doe, is masterfully
dealt by the prince among poets Kilidasa in his description of the heroic masculine attitude
of the leader of the herd looking at the hunter-king straight in the face and-shielding the
does with their young ones still anxious for their feed of milk from their mothers’ breasts
and in that of the doe hurriedly taking the place of her lord in trying to protect him from

being the target of the arrow, which on that account is withdrawn by the king, his heart
filled with pity :

Gi RS B B LR e e RIE A R U S e )
Aifgdda  FEmiEE g 79 aEmecTaaseErey

Rﬂﬂhu IX-55,!
and :
Feftgaen  gfore  gforam
g feqat wgEd wEEm Y
AFUFZATT  FiHaar & g
am  FqHIEAT SfEEsEEe
Raghu., 1X. 57.2

Excellent sculptural appreciation of Kalidasa's sweet thoughts of this love of the stag
and the doe is found in that masterpiece of Pallava work titled Arjuna’s penance where the
doe watches the stag as it rubs its hoof on its nose (pl. XVII, 53). Incidentally it may be
remarked that this sculpture reminds us of Sri Harsha's verse :

FIAEAalT AT qIAEAE A |

EEpiiEtepicpisceture S G

Naishadhiyd, 11. 21.3

Suggesting the pairs of doves sleeping on the roof of some mansions where the cloud is also
asked to rest along with his beloved lightning :

il  wEnfsagaTaad!  geroEaat
A wfy  fatfmamfesfagsan
Megha.,, 1. 38,%

is & sculpture from Bharhut showing the birds with their beaks cosily tucked under their.
wings sleeping on the roof of a mansion, thus exactly answering the literary description.
In the panels representing the story of Rima at Prambanam in Java there is one very
significant (pl. XVII, 55). It shows Rima and Sita having a gay and happy time in
Chitrakiita or Pafichavati. And on the roof of their dwelling there are birds shown in pairs,
one of which shows both the birds with their beaks together thus rubbing their bills and

1" There a:ﬁpea:reci before him a herd of deer with their mouths full olfg,ﬂu. the doss often impeded
young ones longing for their milk-feed, the proud deer preceding them.' = e

** That great bowman, mighty like the lion, seeing the mate of the deer that he aimed at intervened and
covered his body, was softened by pity, and being himself a lover, withdrew the arrow t'l:.nngh he had drawn
it up to the ear.’

¢ The deer, on the pretext of rubbing their hoofs,
a sense of defeat from the splendid beauty of ber eyes.’

44 With your lightning consort, fatigued by long gli ing, :
some mansion oo which the pigeons ”E ulaI:'; !!hmml"@ please spend the night on the baleony of

convey consolation to their own eyes, drooping with
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cooing in expression of intense love of which the human aspect is shown immediately
below where the faces of Sita and Réma are shown one rubbing against the other in close
and loving conversation. This at once reminds us of the remark of the | Vidiishaka in
the seventh kakshyd or courtyard of the mansion of Vasantaseni where he is pleased at
the sight of dovecots and different birds in cages and others on the roof, particularly pairs
of doves cooing and rubbing their beaks :

S R R R T e —
TOCILEATTE  gF wwEf ReRbEon | afgreafded aspn faw
I wft wwm | (g M, @ T W ghesfrgas-
gafwTTEEEATaT  gEeREt aEafrgad Ffawwgfama  aEm
o g el ewgs 1)

Mrichchhakatika, TV 1
How vividly this literary picture of loving doves is presented it sculpture is also seen in
another panel from Bharhut (pl. XVII, 54).
The line of the verse

FAT  AFAHAREAgAT
and the verse :

wAfAgRIT  WrgATAT e e |
ot gumafenr ¥ owar @ segifeafr
Raghu, XI11. 31°
giving us a picture of hkamsa-mithuna and chakravika-mithuna are no doubt best understond
by us when we see how tremendously popular the theme is in sculpture as in painting and
literature, for numerous are the representations of hatsa-mithunas in the decorative
patterns at Ajanta.
In the Raghuvargéa there.is a picture presented of the city of Ayodhyi neglected by

Kuéa and paintings of pairs of elephants, the cow presenting lotus-stalks to the bull of the
class worn and torn by lions mistaking them for real ones :

fafem  qwmaEdol:  stofrdagorergn
TATEAMEAATARG AT | HGaiagYgd agta 0|
< Raghu., XVI. 164
Excellent representation of such scene is found at Ajanta, where the Chhadanta Jitaka is

portrayed with as much tenderness as at Amarivati where one of the medallions from the
rail shows the elephants engaged in almost the same manner in a pond of lotuses,

Sikuntala, V1. 172

! Yidiishaka—Oh wonderful # In this the seventh courtyard is a well-arranged dovecot whers peirs of
pigeons sit at ease and enjoy kissing with their bills ; with the belly filled with curd and rice the parrot in the
cage repeats hymns like a Brihmin."

* " Bwan pairs on the sand dunes have to be drawn, *

* Oh my beloved ! 8¢ ted from you by a great distance I wishfully gazed at pairs of unseparated ehg-
kravika birds mutually offering lotus filaments.’

* " Elephants painted (on the walls) as sporting in lotus ponds and offered lotus stalks cow-elephants
bear the blows of furious lions spparent in their torn by the strokes of their sharp goad-like nails,
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The tender love of bird-like creatures, Kinnaras, as described in the Jitakas is often
depicted in Buddhist sculptures from Gandhira, Bharhut and other places in India but
probably the best representation of this is from Java. The king in the story questions the
Kinnaras and learns that it was impossible for them to reconcile themselves to their sepa-
ration for even one single night which alone was the cause of their grief. In Sanskrit
literature the concept of the chakravdka mithuna is the nearest approach to this. The
Kinnaras themselves are conceived as half equine and half human sometimes with the
head of a horse and human body and sometimes with the body of the horse and human
bust. Even here the Kinnaras are conceived as mithunas and we have an instance of prince
Chandripida running after a kinnara-mithuna, losing his way and meeting Mahaévetd
as described in the Kadambari. '

The Nigas are extremely passionate and in fact the word bhujasige with its double
meaning is used for a passionate person and the chief city is Bhogavati, the town of enjoy-
ment ; there are numerous representations of ndga-dampati (pl. XVIII, 58) and this in-
tense love is indicated by the clever suggestion of intertwining coils binding them together
in affection and this is a premapdsa also a nigapisa.

All these. are instances of love in union and come under sambhoga. Vipralambha,
love in separation, is a great theme in itself. We have already touched on the subject
here and there in discussing some aspects of the separation of the Yaksha and Yakshi des-
cribed in the Meghadiita. But the full warmth of appreciation of feminine or masculine
beauty gushes forth only when the separated one pictures to himself or herself the charm
of every limb of the beloved one. We can take the Yaksha in the Meghadita or Vikrama
in the Vikramorvaiya or Madhava in the Malatimidhava and so forth for the one and
Siti in the Ramayana and Mahiisvetd in the Kadambari for the other as examples.

XIX. FEMININE BEAUTY STANDARD
To take the ideal of feminine beauty the verse of the Meghadita :
' a4t frafags e
7o @A Sfeagfoiteon  fets |
AAEATHAT  SHFAE @i
7 m ol gfewds am
Megha., 1L 21*
succintly puts it and probably there is no better single sculpture than the Didirganj chawri-
bearer to illustrate effectively this description of Kilidisa combining so many of the points
of beauty in one. The side view of this is a graphic commentary on stokanamrda standbhydm.*
The beauty of the attenuated waist and heavy hips as given in the lines madhye kshama®
and froni bhardd alasagamand® are also clearly shown here. The eyes comparable to the
‘f_riiht.rened looks ot the fawn are indeed most charmingly formed as parts of a very graceful

' * 8lim, youthful, with fine teeth and lips (red) like ripe bimba fruit, attenuated in the waist, with eyos like.

those of the frightened doe and deep navel, slow of gait by the weight i i
breasts, she is as it were the first and the bestin the gtuulign of :ﬁmﬁamw e

* ¢ Blightly bent by her (full) breasts,’
3¢ Attenoated in the waist.’
+* Slow of gait by the weight of the hips.’
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face. The navel in sccordance with the canons of beauty in India is deep. -"And surely it
is, as Kalidasa puts it in the case of the Yakshi, not only the first femiuine masterpiece of
Dhita but, in terms of sculpture in India, an early masterpiece of the Indian sculptor.
The beauty of the teeth of the Yakshi described as sikharidasand® cannot ordinarily
be sought in all sculptures as even where & smile is present the teeth do not come into play.
There are however a few sculptures showing a broader smile and presenting the beauty of
the teeth. One such is the figure of the lady pressing her right breast preserved in the

Lucknow Museuny, Here the tiny teeth well-shaped and all in a beautiful row make her
charming face all the more lovely.

Similarly the Yakshi under the tree adorning her ear with a kundala from-a chaitya-
window from Amardvati (fig. 7) presents us a typical beautiful woman according to the

Fig. 7. Yakshi wearing Fkupdala
and suparnavaikakshaka from Am-
ativati—Sitavibana, 2nd century
A.D., Madras Government Muse-
um, Madras

accepted canons of literature and art in India. Another sculpture from Amarivati shows
the trivali clearly. The thighs comparable to the plantain tree and the elephant’s trunk
may be judged from the illustration given and the poet may very well say :

FEA FEOT FOL  FOL  FCOEEL FAQEETC |
waatrasfy  fawfe  geifweregt d w0
Sahityadarpana, IV. ?
Prasannarighava, 1, 37.2
Kalidasa’s description of the full breasts without space between them :

AFqETTagATT  SAed g A9 I |
wei  OqT  WANEEd a9 qeEATaoraE S

Kumira., I, 40°
may equally be seen in sculpture where the literary tradition i cleary illustrated visually.

1 * With fine ta:tﬂ.'

* ‘The plantain tree is just the plantain tree, the contour of tha side of the palm is only that, the
eléphant’s trunk is just an elephant’s trunk ; does anything conipare jn the Uhree worlds with this thigh of the
fawn-ayed danisel 1°

¥ * The pair of fair breasts of the lotus-eyed one, with dark nipple in the centre, so developed rubbing
against each other that even a lotus fibre could not go between them.’
4097

.
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The various movements recorded in literature as malla-hamsavadhii-gamana®, kala-
hassishu madalasam gatam® for women, stately walk like that of the ltudd]r goose, or
simha-vikrinta-gamana® and gajendra-gamana®, the noble gait of the ]l?n ~or elephant
aissociated with men of noble birth, are but cxpressions of this rh}*thmlr.:f movement of
the limbs. The swan gait or hassagamana is very beautifully suggested in sculpture as
already remarked by showing the swan near the feet of the lady, the sweet sound of the
anklet also resembling that of the bird. All the karanas, sthinas and angahdras of tha
Natyasastra are hased on this principle of beautiful flexions and movements of the body.

XX.—MASCULINE BEAUTY STANDARD

The standard of beauty in the form of man is also well depicted in s}mﬂptmolmly
following the literary canons. The face is no doubt comparable to the disc of the moon,

which amuses the lady of royal fortune when she is deprived of a look at his face when
prince charming is asleep :

fremem  waaTaRtsmT  qdcgEeawEer  fafs  afem
aeifaaEats aq  fommest auft ermasfs famfa s o
Raghu., V. 61.5

Excellent sculptural representation of lovely masculine face is that of the Nagarija with
Nagi from Ajantd with elaborate pearl-decked crown and that of the utterly simple but
supremely effective smiling Buddha preaching from Sarnath. Here his eyes are like
padmadalas, as also in the case of the Nagarija from Ajanta,

The remark pinau sama-sujatamsau® in the Ramdyana, describing the shapely shoul-
ders of Rivana, holds good in these figures as well. The thin waist desciibed as sirhhakats
18 most effectively depicted in some of the Pallava and carly Chola bronzes, ‘but it is a
common factor in all Indian sculpture, If we take the marriage of Siva from Elephanta
we can well compare the broad shoulders, the long arms, attenuated waist and majestic
person of Siva with the drcoping shoulders, full breasts, very narrow waist, broad hips

aud lovely thighs of beautiful Uma, the one as a model of masculine and the other of
feminine beauty.

XXI—APPAREL

In early sculpture all over the land, whether in Kushan seulpture from Mathurd or
atavihana sculpture from the Dakshinipatha, emphasis was placed on the term
subhaga, and figures of both the sexes were represented virtually nude - though really
draped. Tt has been often questioned whether in ancient Tndia women wore sufficient
apparel, as generally in early Indian sculpture they are shown practically nude. But
it requires to see more carefully to understand that they were really well-draped, only

in 8

‘The gait of the ryddy gooss*
"The slow and stately gait Liss gone to the ruddy geese,'
‘Noble guit like that of the lion.'

“The gait of the elephant.’

* 'The moon, lingering ot the exiremity of the western quarter
which Laksunt baguiles horsell at
it the Lold of slumber.’

: . m g is losing the lth-lsdunr of your face, with
night to satisfy her longing like  forlorn lady as she is regardloss of yon (when)

' ‘Robust, Symmetrivil W!]l-nh,n;:ml shoulder,'
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the material of the drapery was very delicate and diaphanous. This can be observed by

seeing the fringe of the cloth worn clearly indicated below the ankles and just above the -
feet in all these sculptures of Yakshis from Bhiitesar. Similarly this dress known as

aprapadina, up to the foot, is also depicted in Amaravati soulpture. In Gupta sculpture

the ardhoruka or half drawers, coveting half the thighs, is sometimes depicted and some-

times it is a frock up to the ankles and a long shirt somewhat like the dress of the Panjabi

women today. In Amarivati sculpture the stanoftariya is sometimes depicted covering

the breasts. A portion of the antariya'is dften shown tied up round about the mekhala

either centrally to the front or towards one side as may be noticed in sculpture and this

is the nivibandha, so often mentioned in literature as loosened by the lover :

o § TEAREdl  GmedEne |
AngEANAETET  AEaaEs: FC
Mahabhdrata, XI. 24. 191

'This stanottariya and the antariya are Sometimes marked with patterns, and these are the
designs giving variegated effect to the apparel which is graphically described in literature
as of the colour of a bright green.field dotted by red indragopa insects. 1t is this kind of
apparel that Kalidasa calls chitrarh vasah. Some of these patterns were worked with small
pearls and precious stones to which Kalidasa refers. In Bharhut sculpture this kind of
pattern work on cloth is depicted sometimes when it is shown issuing from the kalpavalli.
Among the patterns for the border, whether for men or for women, specially on marriage
occasions and eyen ordinarily otherwise, that of the row of geese was very popular :

T AEl gEfaggEea |
grafmdsr: @ TewEEgEs
Raghu., XVII. 25*

miq  aEefdaam  @d  wafeRd afs A |
TYgEA  FAGHAAT  AATTAT gifmafeg@Efa 5 0
Kumara., V. 67

are verses from Kalidisa to be remembered in this context. A fine early mediaeval paint-
ing from Nepal, a photograph of which is in the collection of Dr. Suniti Kumar Chatterji,
shows Siva wearing a silken cloth with hamsa decoration. The fine transparent upper
cloth comparable to sarpanirmoka, so graphically described in the case of the emperor
Harshavardhana as fluttering even by the impact of breath :

A HATTOSTIoAT deamfagEataaT freafarasmafgar  fanamama
fafrarator  sEaTAmiAg WEETEA
Harshacharita, 11, p. 72*

' 'This is the hand that pulled the girdle, pressed the amplo breasts, touched th navel, thighs and bips,
and loossned the knot of the lower garment.’

* “That bridegroom of the bride Royal Fortune appeared most beautifol to Iook as decked with amamenta
and flower gaclands and wearing silken cloth decorated wilh swan border."

* ‘You may yoursell considor this swhile whether thase two deserve (o cums together, the gillcen elath of
the bride decorated with swan border and the elephant hide drippig droys ol blood.”

¢ ‘Bhining like mountain Mandara with the slough of (snake) Visuki, by his lower garment made of the

Wi
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and
fritsfrirrsrrrnEmafamgd:  wafigdatafs: s g
Harshacharita, IV. p. 143*
and of which the famous Dacea muslin is a suitable example, is exceedingly well-represented
in approprigtely fluttering wavy lines gently incised over the chest of figures specially from
Bengal in the best period of Pila and Sena art (fig. 9). Besides its occurrence on the chest
of the beautiful Vishnu, Siirva and Siva images, it also occurs as fine stanotfariya, of which

Fig. 9. Transparent upper cloth for
covering hrensts—Pila, 11th century
AT, Indian Musenm, Calcutia

probably the best representation s 1n the case of the charming fignre of Gaiigi from the
Rajshiihi Museum. Here the kuchabandha is shown actually with the bandha or knot,
reminding us of the line from the Sikuntala requesting her companions Priyamvada and
Anasiiva to loosen it :

agEar - Ay wogy, afefodw A fewam fefafg )
fafexfy  zaw | (afm wwgd, effeds geew  fagamm Ffafer
fafean  amzag 1)

wga -ag 1 (mar 1) (sfr Pafeeaf)?
and the remark of the former:

fraar - (wgmq 1) o oogdraraws wenr siee
v | (v smfaETiE et deagaewer 1)

Sakuntala, 1%

regurding her fuliness of youth applies equally to this full-breasted figure of the river
goddess.  Such fine transparent cloth with pattern worked on it with gems and almost’

finest xilken thread pale like the callection of ambrosial fosm and immaculately white like milk settled en his
* rounded bips it with the effulgence of the gems on his waist cord, and appearing to light up the expanse of the
earth by his thin second gurment decorated with stars worn above.’

' “With cloths seen all around ressmbli ke sloughs i insi tender in stalk
even by the bresth sud almost iuferm]mn:.;;xh;n:a:c;?“ et e o

' ‘Sakuntali —-Oh friend Anasiyi! | batn i -
tightly. Ploass locsenit, T have beon induced by Priyamvadi to wear the bark eloth rather

Avaviyd—Yes (ahe loosaqs),’
3 *Priyamvadi—You shonid here blame your own youth which is enlurging your breasta.’
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blown away by breath and extremely cool for wear in summer for woman is menticned
by Kilidisa :
wqTeg  TAufgared
TR A AR |
et EATITH
gor.  frarmfrEmas o
Raghu., XVI, 43}

XXII.—ORNAMENTS : PHALAKAHARAS, EKAVALI, ETC.

Sanskrit literature teems with descriptions of different varieties of ornaments, and
sculpture abounds in representations of these, too numerous to easily take count of them,
but neither can be understood properly without the help of the other ; and without the study
of both together it is again idle to expect to comprehend: the decorative genius of our
ancients. Sometimes certain ornaments mentioned in very early literature have their
representations in the nearly contemporary sculpture and painting ; thereafter they go out
of use and disappear both from sculptural and literary focus. The phalakahdra, phalaka-
valaya are ornaments mentioned in the Arthaddstra of Kautilya, and they are found re-
presented in the sculptures and paintings that come nearest in date to the text. The fact
that they occur in the earliest sculpture of the land and are absent in later carvings serves
as an additional independent proof of the early date of the text of Kautilya. Now it may
be wondered what this phalakahdra is. It is composed of & number of strands of gold
or other gem beads with flat rectangular slabs at intervals which may be three or five or
BEVEN &

uriweEr e | e | afredisgamEs: | Preew: SERere
TSIFARI AT |

Arthasastra, Text, p. 76.2

In the sculptures of the first period at Amarivati, in the earliest paintings from Ajantd
from cave X, in the earliest carvings from the Western Indian caves like that from Bhaja,
in the Sanchi sculptures and those from Bharhut and Bodh-Gaya, in the earliest carvings
from Mathuri the ornament for the neck is only the phalakahdra and nothing else. Simi-
larly the phalakavalaya is found adoming the wrist of women in these schools of sculpture.
It is composed ufanumberufmnndnuinthemeuftlmpﬁhhmmﬁth large and gem-
set slab-like clasps at intervals. In Kushan and Gupta sculpture the necklet most fuvoured
is the ekdvali, a simple necklace composed of pearls with a large central ndyakamans,
described by Kalidasa :

ifgers  mmEAt  gAAEsd e
= 3 W : Megha., 1. 462

+ ‘Summer came a8 if to teach the dress to be worn by his beloved one, upper garment with dmuﬁngml
sewn in it, pearl necklace hanging on the extremely fair breasts and gilken uf::h blown by the very brea ."
* “When all the strands composing the neckiace are Jirshakas (i.e., necklace of pearls of uniform size with
larger contral pearl) it is called mmpnnnmkhu:limhﬂruﬁnmﬂm_un!tth;
navala is & pearl necklace with a gem in the centre ; .Mmm:mkhmmththmpmdmuﬁn
provided.’ :

3 ‘Ag they go in the “;i:h” will divert their vision and sec it appear like a string of poarle for Burth
with & large sapphire in the middle."
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The pearl necklace with the central large-sized blue gem exactly described here is easily
distinguished in painting from Ajantd. Varieties of necklaces giving the number of
strings of yashtis composing them and the nature of the central gem or pearl or gold glo-
bule, determining such names as Sirshaka, upasirshaka, prakindaka, navaghataka, tarala-
pratibandha, vijayachchhanda, ardhahdra, rasmikalipa, guchchha, nakshatramald, ardhagu-
chehha, minavaka and ardhamanavaka, are all discussed and described in the Arthaddstra,
and sculpture which gives many varieties of these has rich material to help in proper under-
standing of the nature of these ornaments. The vydghranakha ornament for the neck in
the case of children, so often mentioned by Bina in the Kadambari and Harshacharita :

TafeEmrmE AT WA E g TAg AR AT AAAT s F ATy
Harshacharita, IV. p. 134,
and

TFUTET ATHAETSGTAIT  WUSSTACNT ¥
‘Kadambari, p. 20*

has fine representation in sculpture of juvenile subjects, a fine one being that of baby
Kirttikeya seated on peacock from the Bhirat Kali Bhavan from Banaras. The flat rich
neck-ornament set with rubies and emeralds and other precious gems described graphically
i the Githdsaptasati :

I GEETEACHEATTET  UERATH] BT
mefafwvzenz =1 sfeewm  FRfeger
[T59  qUIHIFAAAIAAT  AwEAEAIdT |
TadFEEEy  Fhew s o)
Gathisaplasati, T 75°
has fine sculptural representation in Bharhut, Mathurd, Amarivati and other sculptures.
The jewel known as nishla described in the Rémiyana as worn by Sit :

97 aTEafTeadn

Ramayaya, V1. 5. 254

is composed of gold coins and, according to Dr. Bhandarkar, is called in the Jaina Kalpa-
siitra, urattha-dinara-malaya, a string of dinaras on the breast, of which the modern Mahi-
rishtra coin necklace putalya iz o survival.  The nishka is the same as the kigumdlai used
in South India, and another variety of it is the mangimdilai, where the coins are shaped
after the contour of the mango-fruit. Amarivati sculpture gives a representation of the
nishka, and in a carving from Nigarjunakonda a very early representation of mangamalai
may be seen.  The beautiful description of Bina in the Kadambari of the keyiira entwining

i Wi[ﬂ his neck “'1"";'“"1 with u row of ﬂru-olm;l_t-i"-r_cl.nmu-ﬁti.ml with_ 'I..;i .:m[ ;hlrn—'.ﬁl
claim his natural giory of warrior birth,’ &t g0 Y GPPOATIAG 90 D90
* “Like the neck of a boy decorated with a row of tiger claws and neck omament,’

? 'Look | a row of parrots deseends from tha sky, commingling the hues of rubies and emeralds, as if it
wete the necklet of the ;oddess of heaven slipped and falling.' ¢ %

* ‘Once with ueck adorned with excellent costly necklace of sovereigns.’
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the arms 'like a couple of snakes fond of the smell of sandal applied to the body’:
ywggay  Afemagfaec]

Kadambari, p. 91
is illustrated in sculpture by similar entwining creeper-like armlets. In the case of valayas

or bracelets there are sculptural representations of different varieties. Ratnavalayas set
with precious stones mentioned in the Ramayava :

afnfagafenfn  g@w@nEna T )

Ramayana, V. 15. 422
lanakadora or golden strings twisted into an elegant rope corresponding to what is today
known as golusw in Tamil and jalavalayas or perforated bracelets, of which a picturesque
description is given in the Gathdsaptadali :

gofwforaad = SEEEEE |
arfa  fefafsawszon & FifE  Fwad 0
(FEfETETTf  STET ST
e @EEEEA §  afeafs FEET )

Gathisaptasati, 1. 807
are all represented in sculpture. . Bracelets are shown worn by both men and women,

but in the case of the latter there is a special significance of auspiciousness as indicating
wifehood, avidhavi-lakshana-valaya as the Gathdsaptasafi puts it :

afrggemavEes  sm wer g i e

afgmedy feaw  wifeis  amwod w0

(sfaeaTaeEE  FaT AT A |

S CICEIR CIE. o B o aee B L

Gathasaptasati, VI, 3094
The variety of eat-ornament is legion. The kundala is the common term for the car-

ornament, and there are varieties like inrishtakundala, makarakundals and so forth The
makarakundala is distinguished by the beautiful shape of makara, crocodile-fish,. that
it takes after and is the most popular variety. The myishtakundala is a plain variety,

highly polished and shining. Both occur frequently in seulpture. In early sculpture
there is a peculiar kundala which answers closely the description suggested by its name

' “With tgnpp!t part of the arms entwined by & [Ili;' nl"-e;n:-rm-lﬂ_nrmlm like & couplé of snakes attra-tad
by the smell of sandal applied to the body and creating an apprehensi n that they were probably shackles
to hind the goddess of Fortune who is so fickle and flosting.’

' *Orpaments on the hands variegated by their decoration with wems and coral.’

* “Whom will you make a blessed one as you clean with n sr==" thorn the interstioos in your patforaiel
bangle choked np with turmeric powtler while bathing.

¢ “The group of lady companions became the bangle podlar for that sansitive lady as thay repeateddly put
the anspinious Il::mgluu indioating wifehood even as it slipped down over winil ovier Again.’
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Larpaveshtana mentioned in the Ramayana as it entwines the ear-lobe :
gEal FoAeRl ¥ mEgl ¥ gaEesar
Ramayana, V. 15. 421
This is another instance of very early sculpture throwing light on very early text, and
vice versa. The karnaveshfana type does.not occur in later sculpture. Other varieties
like danta-patra, ivory leaf, for the ear-lobe for playful young women as described in the

Sisupalavadha :

feafadiframemefamfafamm  qamaa  afar

A W1g dAEeATAEd  frammadt g osTmfr oo

Sisupilavadha, 1. 802

or kanakapatra or gold-leaf as described in the Chaurapaichisiki :

waify ety g@fy a9 #

i wfy gty fafrmErEn

safy ageET: oftzm #-

A FA FAFTARATIIEAT )

Chaurapanchafikd, 792
both based on the simpler palm-leaf scroll occur frequently in sculpture. Karnapiira,
as the very name suggests, is for filling the lobe of the ear. There are different types of
karnapiira, some cylindrical with pearl-tassels, of which fine examples may be seen in sculp-
tare of the 2nd century A. D. almost all over the land. The titasika is of different varieties.
That set with pearls muktititaitka or set with gems.and rubies is the type mentioned in

the Amarusataka, where the vadhi offers her ear-jowal to the parrot as pomageanats frait
for stopping its indiscreet talk : '

AT AR aE:
FoEafas)  fnaeranfaars @
Aol farafs  aifeageemsta araewy )
Amarusataka, 154
Kanakakamala mentioned by Kilidasa is an ear-ornament shaped after the lotus in gold :
TASHE.  FATEEA  FoAsimiaes |
Megha., 11 115

' 'Exrrl[erilly made karpaceshianas and well hurni—nl;cﬂ. fvadamahiras’,
* 'One of the tusks of Viniyaka pulled out by that proud Rivaga for preparing sportive ivory scrdll ear-
oroamoats for playfol damsels does not grow again even now.’

* “Even now it lingsrs in my mind, how the princess as I sustzed in the night almost uttered the IT i
w]?ni !'Iu-.r long * but cut herself short heing angry (with me) and put back bor golden palm seroll in ear
silently.”

¢ “The r_vnﬁnn ]pd}*hnf the house terribly tﬁ:immted by shame, at the utterance of the pet parrot in the
preoence of elders in th morning, of what it had heard spoken.by the wedded couple during the night, stops
its peattle by pustiog in ita beak her raby-sot ear-ring as if it 'I"I!"l‘: pomegranata f 'h'

! *Tander siwots and ezr drops of lotus paltern slipped from their ears.’.
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It is the same as the modern karnaphil. 'Ihﬂﬂrihﬂ:lfhhmﬂbdﬁhmanﬁunadhylﬁm:
frsvssataoT  AET

- Haraww, p. 22!

and

¢ Harshacharita, . 133*

are varieties having fine examples shown in soulpture, The karnikd is shaped after the seed-
vessel of the lotus and is exactly like the jimikki in Tamil connoting the same part of the
lotus in that langusge. The rafana or the mekhald has infinite variety in sculpture. The
finest representation of the waist-zone is from Bharhut. Tt occurs in the case of Sirima-
devata, and different patterns of beads are shown. Sanskrit poets are never tired of
singing the glory of the musical tinkling of the rafand, always compared to the sweet notes
of the swan. A whole epic, the greatest in Tamil literature, is based on the anklet Sila-
ppadigiram and on the girdle of gems Manimekhalai. Sometimes the bells as they are
shown in Bharhut sculpture tinkle from the kasichi, another term for radand :

s :
godmar,  eafgw  faEdATR: |

Megha., 1, 203

Mekhalabandha as mentioned in the Kadambari is a kind of sash tied in ribbon-fashion, of
which sculptural representation presents a clear picture, The Sronisiitra or the waist-
cord is very thick and thicker still the role-girdle called radandddama :

s wEw AW gET
Rﬁmi;u:m.:"i .9.474

Among the jewels for the head the chudamakarikd showing the crocodile-pattern referred
to by Béna :

:ﬂawtfﬂﬁﬂ'?nﬁmm

also called uttamasigamakari by Mankha :

Harshacharita, 1. p. 33°

GEL

damafreAtdy Aa AgA wgrEa o
Srikanthacharita, 1, 56°

*Appeari u'fhummrin_g:nnupyn!j.umimhud:mdgmuhmhjm ling lustre of
the swaying a:f-ornilmnt trikantaka compossd of a pair of pearls as large as kadamba buds with an emerald
between them.' é

¥Some damsels with their glances turned townnis the trikaptaka canght in the hair of the white chauri as

it was waved.’
*Of the stream (Nirvindhyd) tripping beautifully as she moved slowly along, vif-h her girdla string of rows

of birds sounding at the movement of the waves, and ravealing her whiripool navel.

_ "With a big black waist eord wound around him (b= looked) like Mount Mandar: with snake wound round

it for producing ambrosia (by churning the ocean).’

*As if crowned by a dark chauri wearing the chudmapimaka .
*1, Maikha, act as bard to that god, the lord of the dance hall on mount Kailisa, tho dust particles on
whose feet are kissed by the MWH {prest erocodile ornnmant) of Indra (lit mountain-smasher).'
: 10

3 DGA.

riki {crocodile pattern gem for the hair).'
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has lovely representations in sculpture (fig. 10). The chiddmani rtaalf is shaped 'Iika 'n.
lotus, and it has a fine representation in art, as also the chidamanimakarika, wlmh is
beautifully given in one of the carvings from Nagirjunakonda. Chatultilaka, like lals-

Fig. 10. U
kari—lkshviku, 3rd
century A.D., Nigirjun-

akopda, South India

tikd, is a beautiful circular ornament suspended by a golden chain centrally near the
simanta or the parting of the hair:

FATTEAT : _
Harshacharita, p. 32.1

The golden decoration on the praveni or the long plaited hair that Kalidasa describes as
evincing the admiration of prince Satrughna watching the dark stream of Yamuna with
golden flamingoes moving on its surface suggesting the dark plaited braid of earth deco-
rated with golden strips :
TA A qEeEAT  TEAEA |
TwfEadt R wAifes fefed
Raghu., XV. 30.2
has fine sculptural version at Amarivati. The nipura called maniniipura is the anklet
with gems set on it as well as small precious stones put in the hollow of it, so that there is &
musical sound produced by their jingling during movement, and this accounts for the
name manjira, ‘sounding sweet’. The beautiful sound of the maiijira attracting swans
following the foot-steps of beautiful ladies is often described by poets :
AT [RAT §EAT  AEEgEATEr |
wfod g Ad qqefafsaay )
B 995y # g afavaeEwm ogar
Vikramorvasiya, 1V. 30 and 33.3
“As if her head was covered with a red silken veil by the glimmering rays issuing from the capuldtila-

kamayi (forehend gem) that kissed the parting of the hair as it swaysd thythmically on the forehead,’

*There, from the palace, he saw Yamuni with chakrandka birds (on her stream) and enjoyed (the sight)
a8 it appeared like the plaited hair of Earth with decoration of golden jewels,"

*It is only the sound of the swan longing for the Manasa lnks at the sight of the quarters dark with clouds
and not the sound of anklets,’ '

‘Ob swan | please give me my beloved ; you have stolen ber gait.”

and
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The cubical tips of the anklet resembling those of a balance beam as may be seen in early
sculptures account for the term tulakofs :
S e I o e B G e LI
Srikanthacharita, 1.19.

Ramayana, V. 15. 46.2
As we gather from the Mrichchhakatika these anklets could be removed or worn at will :
TR - () g g W o1 (T T Al S
fefaafors g 7099 1)

Mrichohhakatika, 1}
and this is confirmed in sculpture from Amaravati where the prasddhiki not only holds
the foot according to the line of Kalidasa :

sEfeE AT FiagAET |
Raghu., VII 4
but also presents the niipuras in & tray to know the wish of her mistress to slip them on
her feet shown without them but just receiving the paint of the alaktaka. The yajiopa-
vita mentioned in the Kumdrasambhava as composed of pearls :

g fawar e |
e Sweat  segen @A
Kumara., V1. 6%

can never be understood as a beautiful ornament that it is except by a look at different
sculptures of Gupta and slightly earlier and later dates. In the latest phase of Amaravati
art, at Nagarjunakonda, in the paintings of Ajanti, in the earliest Western Chalukyan
carvings, in the late Kushan and Gupta sculptures from Mathuri, Sarnith, Deogarh, etc.,
we come across the most magnificent representations of the muktd-yajiopavita. The
ajina-yajiopavita composed of deer-skin, which has been described by Kalidasa in connec-
tion with the yajaika dress of Dasaratha :

wfsaveyd gaAEal  FanTe qrFaage |

mmﬂﬂmnmm‘ |

*Wonderful ammmhhrgnmdmunndiugd.mppod only bjr‘humm:tuntl‘:ngmund.'
#Vasantassui—(within herself) I have heard and acted accordingly (by gestioulation removes the anklets
and the garlands, prooseds & bit and rubs with her hands)."
X H:'Anuthnr (damsel) frocing her foot still wet with red paint from the hands
olding it.'
uﬁﬂywmmmmpmlumthqqh]mﬁngmnﬂtMWﬂpuh
and bark garment of gold and (carrying) prayer beads of gema R
*Lord fiva made him of unparalleled lendour shine by enteriag his de ready lot perfor-
MNﬂf]thﬂucriﬁwhjmﬁqthudw i ,nillm!ﬂofhﬁplﬂ‘ m{l”hnldmgthﬂﬁmdthhm
nfthndur‘mduburﬁngmﬂmdntinlpmh'

of hor toilet attendant that was
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has & beautiful picture in & sculpture from Deogarh (fig. 11) and Sarndth. ‘T’Miﬂplﬂ
vita which along with ajina-yajiopaviia is mentioned in the Krishna-Yajurveda as worn
by a frotriya :

afad a1 a1 sfaom IvdE afad agEEt
oceurs very frequently in sculpture (fig. 12), the earliest being the Yakshas from Patna
shown wearing it.

The vaikakshaka of gold called hemavaikakshaka :
fodfaagaar  gHassasa  epefagafasar  qrEmaredy |
fraefa swm=t gt faadwr  feemmifne @ 959
Foaesn N
Padataditaka, 45.%

is another noteworthy ornament mostly worn by women and children and frequently
represented in sculpture (fig. 7). A very pleasing subject in sculpture is the pmphﬂ-
nalia of toilet in sddition to jewel boxes, dbharana-samudgakas, of which the custodians

Fig. 11. Adjinayajilopavita—

Gupta, Oth century ‘A. D,

Deogarh, Central India
were prasidhikds or attendent girls. The toilet requisites were kept in flat circular boxes
and consisted of mirror with handle in different fascinating varieties, combs of different
patterns, flower-pollen powder for the face and other unguents. These hand-mirrors are
often referred to in literature as vibhramadarpanas :

saEATsEE ATy |
FreparEgayt  wre fawer o ggareEr
Raghu., X. 103

The jewel for the turban, mauli-mani, sometimes decorated along with pearls arranged
all over t‘lm turban and tucked usually in the centre but not infrequently on either side

* Wearing deer skin o or rlur h to the right and raising the right hand.’

* ' With her heavy breasis sdorned with golden crosshand and with her broad hi ﬂuﬂ&dﬁlphpdyih
short dress reaching up to her thighs, she moves mmulnunly as it were like a tender of the oreeper
abode of eourtesans, agitating the hearts of lovers.”

* Bearing on his large chest ( o gem) the essence of the waters (of the ocean) called kaustubha, shedding
its lustre on the érivates (mark), and serving ae the sportive mirror of Lakshmi.'
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towards one end, is one of the most lovely ornaments in early sculpture all over
the land when the turban or the ushnisha was almost the only headgear for men and the

crown had not become very popular. Omamented golden strips called pattabandhas
arranged on the turban are mentioned by Kalidasa :

freeemaTEa
e awe fows =T
LRl G S SR

waify & wEEEEERE N T s

dsr  gETOIEE  AifeEeEa |
T g gWrvEesier
Raghu,, XVII. 23.7
All these have excellent representations in sculpture. Specially the way in which the jewel
is worn on the turban with the folds bound sll around it is shown in one of the carvings
from Bharhut.

. XXIIL. COURT-LIFE

To understand thoroughly the glorious description in literature of the rich life in royal
palaces and of cultured men and women of wealth and position in ancient Indian cities,
sculpture and painting help in no small measure, as a complete mirror of the life of the time
is presented therein. To take first the king himself we can consider in him the mahd-
purushalakshanas. He is tall as a dila tree and bas long mighty arms :

Sk Raghu., 1. 1822

This is effectively indicated in sculpture specially in the case of one of the mightiest of the
Gupta emperors by showing him as a tall and imposing personality with long and majestic
arms, and & dwarf umbrella-bearer or chhatradhara holds the umbrella over his head sugges-
ting his sovereignty and his eminence, the contrast in the size of both heightening

" Beautified.with the turban decorated with golden .m;?_u& bearing the filaka mack painted on bis
forehead that smile-faced prince made the faces of t beautiful damsels of his foes devoid of that very hlaka.’
** They stuck rubies nt with a halo of efalgence in his turban bound with pearl strands and
tucked with flower garlands
** Tall as & sdla tree and with mighty srms.’
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this emphasis on the king’s extraordinary majestic stature. The wish of the citizens of
Avodhyd to see their beloved prince Rimachandra, always accustomed to riding a noble
elephant with an umbrella held aloft protecting his face from the sun, to be settled on
the lion-throne of Dasaratha :

el fg mER TER wEEE |

THA WEAT g TR gAEaEan i

Ramayana, 11. 2.222

gives us a picture of which both sculpture as from Amarivati and impression on coin as
in the case of one of the issues of the Guptas presents an effective ocular parallel (pl
XX1V, 83). The rdjanka or marks of royalty, the umbrella and the chauris, always
accompanied the king and the prince whether in the state-chamber or palace-apartment
or out on an elephant or in a palanquin. The palanquin, as a rectangular vehicle borne
by bearers, has fine representation in Amarivati sculpture which closely follows the des-
eription of the chaturasrayana-manushya-vikya given in the Raghuvaméa :

HAoraTRl  SgeAamAdEg wen ofaranta

Raghu., VI. 10.2

And, ns in this contaxt, wherever this vebicle oceurs, it is mostly preferred for women.
The picture of the hastipaka or the mahout lazily lounging on the neck of the elephant as
at Amarivati and in similar fashion in distant Barabudur and Primbanan has effective
deseription in literature specially from the pen of Bana. This is only matched by the
old dauvdrika, doorkeeper, dozing at the palace-gate in the representation at Barabudur.
The description of the baggy shirts worn by the kasichuki into which the frightened kubjas

and wdmanas could rosh :

T AALHAAIATHEATEI T AT
o FEAfewsana  frafy oammm oamm
saavafafafassr mga avw: feod w9

LI S I E a2 ST
Ratnavali, 1. 3.3

is clearly portrayed in sculpture from Nigarjunakonda, Goli, Gummididurru, Amarivati.
A peculiar turban is an additional point to be marked in the case of the kasichuki. His

extreme old age and the staff to support his drooping frame as given in the Mudrirdkshasa
is most effectively shown in one of the paintings from Ajanta.

Quaint representations of the kuljds in the retinue of princesses in the palace occur
both in painting and in sculpture. In Amarivati there are fine representations of the
vamanikd arranging the miipura on the feet of the queen, carrying her toilet box, and
creating a funny situation in such a rolemn scene as that of Udavana with drawn bow and
Samavati replying his anger by love. A lovely picture of a kubjd as we get in the Rdma-
yana with due emphasis on the hump for which queen Kaikeyi had prepared a golden cover

1* We desire Rima, the long-armed, the hero amo hus, of t might, going on & huge elephant
with his face soreenced by an umbrella.” PN s %

* * Beated in o rectangular palanquin borne by men and beantiful attendanits (all around) the maiden. ...’

** The eunuchs fled without any sense of shame as they were not to be counted among men, and this dwarf
enters inside the shirt of the kadichuli out of fear, the kinitas scrambling all around :ﬂl in accordance with

the derivation of their name (i.e., scattered themselves), and the hunchbacks move slowly (their bodies)
bent apprehending that they may be seen,’
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and chain arranged on it as in the case of a monkey decked with straps of gold is pre-
cented in one of the scenes from Amardvati, where Buddha visits the apartment of his
noble wife Yasodhard and the kubjd attendant bows to the master. The kirdta, also men-
tioned by Bina along with the kubjas and vimanas as in the royal retinue :

fraaatsaats oot fafefg: sffaogaea ... o577 . .. 5
Kadambari, p. 91*

has representations in sculpture with all his equipment of nets, jila and vdgurd. The
beautiful pratihdri is an amazon with a huge sword hanging by a strap from her left hip
with an arresting personal charm and awe-inspiring personality as we find in sculpture from
Nagarjunakonda, Amarivati, etc., forming an excellent visual commentary on the descrip-
tion of Bina, where she is likened to a sandal-creeper entwined by snake, sweet but un-
approachable :

; Kadambari, p. 8.2
She is to be distinguished from the sword-bearer known as khadgavdhini, a female personal
attendant of the king mentioned by Bana in his Kadambari :
mx % sgAEefmon fafeefrear o SeEgmigaiaaad §F-
afgr  AEAfAREREAT  FOEEA  WATAHAWACT
Kadambari, p. 172
The bearer of the cornucopia often ocourring in sculpture of the early centuries of the
Christian era is another royal attendant. Similar decorated horn is referred to in the
Ramayana as vrishabhasriiga or bovine horn :
THTTEE  Fademr wEeE |
Ramayana, IV. 26. 33.4

The lady cartying cornucopia often occurson the reverse of many Gupta coins (pl.
XXIV, 78). In this case the noose and the cornucopis in either hand of the goddess of royal
prosperity, Rajyalakshmi, seated on lion, suggestive of the lion-throne, connotes the
sense of her being the source of kosa and danda, treasure and power, acting as it were as a
commentary on Kilidasa's lines :

FEATHATEy  afEATRAATT  SAEE )

qaAga AT swesttes  fafEooo

Raghu., XV.13.8

' ‘The royal household .. with itsinside ., havinga courtyacd:.made tumultuous by monkeys, esoaped
from the horse stables, that had plucked the pomegranates in the household (garden), torn the tender leaves
of the mangoes in the opon eourt and scattered jewels soized from the hands of hunchbacks, dwarfs, and hunters
overcome by them. .

* “The usher, with form so beautiful but awe-inspiring, and with a sword unbecoming of a woman hanging
to her left, appearing like o sandal-creeper with snakes.’

* “There lying on & bed, with his legs shampooed by the hands of the sword-bearer, suft as fresh lotus-
petals, as she sat slowly on the ground with the sword in her lnp.”

*“With auspicious bovine horns and golden pitchers.

*‘That same night his sister-in-law who was carrying gave birth to two sons ua Barth produres treasiure
and military force.’
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The throne of State used by the king, simhdsana, richly ormmnnto& with _goEId. silver,
precious stones and ivory and spread with coverlets, of which a fine picture is presented
in the Raghuvaméa by Kailidisa :
T FEMGCIE  TwgaEd g |
FOteETA s AvEwgI & )
Raghu., XVII. 211

has excellent representation in sculpture, lions either standing or squatting supporting
.t on either side. The masicha or paryasika often referred to in literature are other com-
fortable seats for ordinary use. The vefrdsanas, like the ones referred to in the Ditavikya,
are comfortable cane-seats or seats with a framework of wood and wicker-work with or
without back and arms and with fine makara-decoration on the back. The pddapitha
or the foot-rest has numerous examples in sculpture. Royal pleasure-boats with kirafis
as attendants for rowing them as mentioned in the Raghuvaméa :
TGO AW A9 AewAErE |
dewm: gl fEeeeETeETESET A
Raghu., XVL. 57*
in the context of jalakridd of Kuda are represented in sculpture of mediaeval date from
Bhuvaneswar and Purf. Pleasure-chariots known as pushparathas are mentioned in litera-
ture and illustrated in early sculpture. The war-chariot, however, is neither so comfort-
able nor so cumbrous and has four horses yoked to it, has no canopy or awning and is open
on one side. The better type of vehicles for ordinary use were the pravahanas drawn
by fine pairs of bulls or horses to be distinguished from gramasfakafas or country-carts, but
even the better ones like the pravahana are described as making a creeking noise like an
old pig as Sakdra describes it in the Mrichchhakatika : :
T - (Afamreed 1) WA WA weR gm0 (W W@, WEE

faz: - w4 STmfa
- a4 ¥z w g qyge® faw qeETm SveniE o
(F a gafs W= 1 q@Ee @ Toqoonwr @sEd 1)
Mrichchhakagika, VIIL?
The complete equipment for comfortable travel in the pravahana is mentioned in the
Mrichchhakatika, which refers to yandstarana or soft carpets and apavara or screens and

so forth :

Y- & M, o fr arwew fefaz 0 (& &
it amwor e o)

TIAF: - HigfoAl  qAgw AvAy wvRw  qwwwE | (wwEfa

Mprichohhakatika, VLY
''Then getting dressed he sat on an ivory chair provided with coverlets in one of the inner appartments.
* ‘The king, from his boat, watching the interest of the damsels in water sport as they were engaged in
drenching one another, spoke to the attendant woman close to him with a chawri in her hand.’

* ‘Suldira—(hearing the sound of wheels) Bhiva, bhiva, the cart has arrived.

YVita—How do you know

Sakira—Bhiva, Don't you see 1 It appears to make a cresking sound like an old pig.'

% ‘Cheta—Oh dear ! 1 have forgotten the mattress for the cart.

Chandanaka—The cart goes screened just in the middle of the highway."

sqg 1)
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Ti.egmtmmmﬂgm&minnuitmnfuvarydnyuﬁe-in_nmh households is seen from
the passage presenting the king's bath in the Kdadambari :

Fifgf : : NRAHAEA AT afgiafriae-
mqmma.mmmﬁmmmm-
WWWmmmﬁﬁﬁn 5 oEatAd

Kadambari, p. 16,}
of which a close. pictorial explanation as it were may easily be seen in a similar scene from
Ajanth where s prince is bathed (pl. XVIII, 58). The dainty manner in which the man of
taste took his food is described in the Mrichchhakatika, where he is likened to a
painter surrounded by & number of crnall vessels or shallow saucers, maflaka or fardoa :
AT, — O AEE  SAAdaesaaa e EEAAEN  NU AR e -
IR at L e e et U ) TG AT ST
) . Myichckhakatika, 1.2

t ‘He.went to the place of bath provided with .M“ canopy, sarroanded by several hands of ser-
vants with a golden cistern in ‘the centre Alled with water and & crystal stool for taking bath and
adorned by several water pitchers piaced on one side ! ith their mouths eovarsd with dark cloth us if to svoid
the sun's heat.. When the king entered the water cistern with his head smoared with sweet smelling dmalaka
putegmumibymﬂm,;ﬂﬁuudhimﬁ@n&ﬁthmiminthirhmhhhﬂm ses, Sove-
ral attendant womes, with their breasts tightly bound and garment tucked up above the thighs, their bangles
pullad up on their creeper-liks arms, the ear ornaments rised up and the ri.ng]u:-l of hair on the forebead tuck-
od near the ear. The king a8 be was in the water surrounded by them with their slevated breasts like clephant
temples appeared just like a wild elephant surrcunded by cow-elophants. Risng fram the water cistern he
sat on the bathing stool of immacuistely white like Varups on & wiite swan, Then in sucoession
severs! cotrtessns bathed the king, some darkened by the hue of theic emerald jars and n&pﬂrjﬂg like
personified lotus ponds with iﬂuhn-.mhddiu&lﬂmjmin}hm hands like nights with & food of
moonlight (lowing) from the full lunac dise, pome with pure Water in crystal jars like water nymphs, their
bodies wet with sweat by the fati huﬂ;ﬁimmy. some :ynqnd:;nmmmth_mhw
unﬂd;ustcdisnhqdinn,m' mechanical water with water _muﬂﬁngh?muhnm@npml?-
tween every finger &3 the nails shot forth bright rays while their creepar-ltke arms enbwi ned the nides of pit-
cher li up by them, some with saffron water from golden pitchers in their hands and appearing like solar
beanties with {a stream of) rudd sunlight Lo remove drowainess. Then arose deafening the ears and pinrcing
the quarters the shrill sound of the conches blown st the bathing hour, enhanced by the din of the song of a
band of bards and secompanied by the sound of several Inrge kettle-drams, rattle-drums, drums, flutes and
lutes accompanied by song.’ "

t ‘Maitreya—I, who nsed to push aside after just tanching with my fingers from Lhe soveral small snuoera
all around me, as in the case of a painter, in the inner appartments, binyg fed t IEuI day only on sweats,
with fine flavour, prepared with care, on seconnt of the opuletcs of nobls Chirus

3 DGA

11
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A pictorial representation of this is found in a Rajput painting of the Pahiri school
depicting a painter. Even a pélrdsana is shown in Amarivati sculpture. The pdtrdsana
mentioned in érdddha and in the place of which darbha grass is substituted today, just
as'in the case of darbhdsana or vetrdsana, is to be understood only with the help of sculp-
ture (pl. XVIII, 59). This pdfrdsana is a small circular table of wickerwork on which
the plate and dishes containing food are laid. It is usually held that eating . from a table
15 a fashion introduced in India from the west, buv these early sculptures show that this
custom is purely indigenous, and usage also points to the same, as the survivals of practice
in éraddha point clearly to this. We should here remember that there are other things
similar to this which we consider introduced from the west but are actually ourown. The
modern custom of shaking hands suggests European association. It is only when we
read the Vikramorvasiya, where Vikrama shakes hands with Chitraratha, we Enow
the custom to be our own from time immemorial :

T -5 e | (varEEdd) wre femgd o (e
gt e 1) '

Vikramorva§iya, 1.2
This gesture of friendship and friendly salute may be observed in the Rimdyana :

9 afx T w= agw  wERE |
TEmt qifvEr  qifoatar gemt o oe@r o w
Ramayapa, V. 5. 12,3

and a mural from Cochin (pl. XVIII, 60) presents vividly how Rima and Sugriva shook
hands in friendship.  Similarly we may think that flower-vases are a modern decorative
element for which Europeans are responsible, but when we see the piirnaghatas with lovely
lotuses placed on them in all varieties of bud and bloom and similarly small flower-vases
often occurring among the panels at Barabudur in distant Java, we can understand that
the idea of flower-vase is as much indigenous as any other and needs no introduction.
The picture of a mansion typical of a wealthy person given in the Mrichchhakatika
in the context of the description of Vasantasend’s residence containing eight courtyards

is sufficiently gorgeous to impress on ones mind the grandeur of ancient Indian house-
holds :

*‘King—0h ! it is the Gandharva king ! (deseends from his car) welcoms friend (both shake hands).”

* ‘I you desire my friendship hers I hold out my hand to yon. Held my haod i
lasting bond (of friendship) be created.’ y T my hand in yours and let the ever-




Mrichchhakatika, IV.!

1 ' Vidiishaka—(looking with wonder) How wonderful | How i charming is the outer entrance
of the mansion of Vasantaseni, ita sprinkled wi m.m smesared with cowdung, the floor
i in colo
fi

with
decorated with swee ing varieties of lowers arranged patterns drawn, with its top rising
high ss if eager to peep into ven, ornsmented with jusmins estoon suspended and moving like the trunk
of the elephant Airivata, shining with its hi ivory arch, illuminated by the effulgence of rare gems, beauti-
fied by an armay of aupim’nulﬂ.g;::hinh beckon to me sayi ‘mmhnm‘with;hldrﬂutfwi:nq&mp
swaying in the wind appearing like't ir forearms, the two sides dctntbyn oious erystal pitchers
dqwuhdmwrﬁwhndugrmmnfohw“ beside the jambs, t p!dundn?nnmﬁ_r
reinforced and impervi even to the thunder Hhth[mightjr}chmuhpndmmqﬂmdupn:
in the minds of the lowly. Iiilmthtitromahﬂr:wnnhthaumﬁunnfﬂmumﬂﬁuﬂnkm

Maid—Please come, sir | Please enter this the first court.

Vidshaka—Wonderful | Thn-mufmdmoﬂhmmlnuuthmmhudhtuﬂlh
'@ﬁhmdﬂthhnﬂlfuhufﬂum.dmmidﬁthgﬂﬁmm inllid-!ithl?irumgml,lummglnn
Ujjayini, with their moon-like faces composed of mEA windows decorated with pear] festoons hung from
them. The doorkeeper sleops seated comfortably s well-read Brihmin. The crows though invited to eat
fine rice .with curd do not eat it aa it is of the colour of stucco. Procesd madam.

Maid —Please come, sit | Please enter the second court.

Vidiishaka—Wonderful ! In this second court the bullocks that draw vehicles mhnduﬁubmng well
fed with mouthfuls of grass and busk, their horns smeared with oil.  Ths other, the buffalo, sighs deeply
like ome of high birth insulted. Hmthﬂmkdnmncnﬂndnﬁfmm;dnﬂhmu:gd_ like that of & ;
Here the shearing of the horses is attended to. Here securely tied in the stable a thief is the monkey.
Here balls of boiled rice mixed with oil are offered to the elephant by the custodians. Proceed madam.

Muid—Please come, sir | Please enter the third court.

Vidishaka—Wonderful | Here in the third mmm;mpdmmhsfnrgutibgmblrbdmgmﬂm
The book rests half read 1n the book-rest. Here is the gaming hh-m!:mpumd_byuhumnn‘mdn‘u{ﬁ
gems. Moving about bére and there are courtesans old mfas clever in arranging peace o "
Iﬂmﬂthmﬂpdnhd[pomlit}phmbwﬂlinthi:hmd& Proceed madam.

- 114
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The different kakshyds described in detail in the Ayodhyikinda of the Ramdyana in the

case of Rama’s palace also present & magnificent picture :
TAETH AR m l
mgEmazETE  faafremmte o

FreTAfaasm  AfrfagEaros o
mmmérﬂfﬁmﬁ’tm

wmfwﬁ?ﬁﬁﬂfﬂﬂ‘rfgqﬁﬂ
WWWl
Wmﬁfmﬁ;ﬁﬂﬁaﬂu
grazrpmEmr  grr  fafafeen
ﬂaﬁqﬁmm'ﬁrmﬂwu
T AT FACTAANA |
aEzgmafed AANEEEEST N
TogEEH  gAl TEIW w|F O£ |
afedd:  FATRDT  SEISAtERIAE N
AT FHTRAEET AR |
TR E T FEE
WW:
FeAHATAEATL |l
Hﬂmﬁﬂmmﬁﬁwwml

Ramayana, I1. 15. 31-43.1

In sculpture mansions are equally well-represented. The buildings are multi-storied,
the pillars are of varied workmanship, the screen windows most gorgeous, the balustrades
with a variety of pattern, the decorative motifs numerous, the doorways varying in size and

‘Sumantra, the charioteer saw, Rima's palace shining like Indra’s mansion, with largs doors, several plat-
furm all of gold so high, with arched gateway of gem and coral, (white) like the sutumnal ulmld lit up like
Mount Mern, decorated with large gems and flower garlands, acatbered with pearls and perfumed ‘l'lﬂl aqury
and mandal, spreading excellent perfume like the crest of the Dardurs mountain, picturesque with the sound
of sdrosas {ur:mn} and peacocks, studded with well-fashioned fancy animal motifs, with decorated wall space
attracting hoth the mind nnd the eye of |mE1 z ita great efulgence, bright like the sun and moon and resem-
bling Kubera's mansion and Mahendra's, full of diverse birds and like Mount Meru, with several attendants scat-

tered about with their hands joined in adoration, and being filled with E“Ph from rural areas come with pre-
unta appearing a8 if adorned by their beaming faces on acconnt of Rima's coronation that they wmlxpwm
{to witness), exceedingly high like a large cloud and embellished with different gems studded
fillad all over with hunchbacks and hunters. That charioteor saw from his chariot drawn by horses lln rayal
ace filled with men and gladdened the hearta of all in the city by his car that mada for Rima's mansion.
ving reached the opulent great mansion of that noble one like that of the lord of Sachi (i.e., Indra) tumultuous
with desr and peacocks he was horripulated with joy. The charioteer entered there several well decorated
cotrta (high) like the Kailisa mountain and the mansions of gods, and passing by several amiable men l.'lbl-
dient to Rima he reached the innermost apartment.’
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workmanship, in fact in every way and in every bit of detail they are worthy of the most
careful study. Literary description therefore vies with sculptural presentation. Some
of the mansions as we see in the panels at Amaravad, Sanchi and Bharhut present the
picture of India in the early centuries round about the Christian era. Even to take a
light pavilion arranged in a large hall of the mansion there is a gorgeous description given
of it by Bana as composed of four jewelled pillars with golden chain to keep them in posi-
tion with pearl string decoration and an awning of white silk under which was a moonstone

MWWWWW-
ngmmmu

Kddambari, p. 9.1

But it is not the magnificent mansion alone of which we have a picture. We know similarly
that the humblest hut has also the most graphic literary picture. The humble cottage
of the political adviser of Chandragupta Maurya, Kautilya Vishnugupta, as described
in the Mudrdrakshasa :

w1 — (aforaata 1) EEEeTER | Tt
(mwl}uﬂmﬁ!‘ﬁh‘qﬁﬁ1aﬂl
IATFAATEET Al
szfomrgart  afgwt o |
. fafageara  gea  SorgeTd Ul
Mudrarikshasa, IT1. 15 *

is quite typical of the common type, and in sculpture we have numerous representations
of the type.

XXIV. DANCE AND KARANAS

A favourite theme in sculpture is the disposition of the limbs in different dance-postures
known as sthdnas, karanas and angahdras, and groups of these form never-ending pleasing
motifs of architecture. The temple-gopuras at Chidambaram and at Tiruvannimalai
illustrate all the keranas and sthinas described by Bharata and act probably as a richer,
more vivid and expressive commentary on the great text than even the masterly one of
Abhinavagupta, and sometimes knotty points baffling understanding even with the help
of the commentary are better tackled by the living tradition and by these panels as visual
pictures of momentary movements. In the Vishpudharmottara it is stated y‘ﬂﬂli chitre
tathi nritye trailokydnuksitih  smritd, and different karanas have different mnnut-ﬂ*lﬂ

L i ite like t llection of foam of
oo e oo e L oo by e b s (o
«d) with suspended strings of large peatls.’

** Chamberlain—{proceeds and sees) This is the house of noble Chipakya. I shall enter (ent=is and sees)
Wondarful is the opulence of the minister of the emperor ! So it is!

m;.ﬁ s the pice f stane for povdering S0 S withmoe Py e o e 3
of which are awry.'
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and suggestions. To take a single famous example in a coping fragment from Amarivati
representing the ceremonies connected with Buddha’s funeral at KuSinagara, the city of
the Mallas : the music and dance that formed part of it is so cleverly portrayed that thongh
the scene has no label to suggest the theme depicted as at Bharhut or elsewhere the sthina
or pose of ane of the danseuses shows her in dlidha, the warrior-pose suggestive of malla,
and thereby suggesting the city of the mallas where Buddha passed away. It is by a refer-
ence to Bharata’s Nalyasastra that the significance of this karana is learnt and the
utility of ndfya and its scope in chilra is thus made very clear. Siva as the Lord of dance
has been represented in different sthinaslike the chatura, lalita, lalatatilaka, katisama,
alidha, bhujangatrasitaka, kuichita, @rdhvajinu and so forth. Nandikeévara, the author
of the Abhinayadarpana and one of the presiding deities over music and dance, is
often shown dancing in the company of Siva or playing the drum. It is in connection with
the glorious sandhydnritta of Siva that the nityasabha or natyamandapa is made & special
feature to receive the bronze image of Natarja, a feature in every South Indian temple.
It is in this context that the different karasias are introduced as integral parts of the grand
science of dance of which the highest exponent is Siva himself. It is with similar import
we find all the karanas and aiigahiras exquisitely portrayed in panels that decorate the
base of the Siva temple at Prambanan in Java. Sarasvati as the presiding deity over fine
arts which includes dance is represented in fine dance modes in many a sculpture from the
Hoysala temples in Mysore.
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Fig. 13. Dancer from painting in Sittannavial
cave-temple—Pallava, Tth century A. D.

But dance as a pleasing pattern of movement of limbs expressive of a language in
itselfl does not stop with any deity or a creed. Dance-expression is found very often as
a theme in all sculptures without reference to any compartmentalism born of any religion.
The birth of any distinguished personality like Buddha, Krishna or Rima is always attend-
ed by a shower of flowers and the dance of celestial nymphs in rejoicing. Every great
event is celebrated by a flow of music and dance. The chitdamaha or the festival of the
adoration of Buddha's turban is depicted with dance and music in Indrasabhs in Bharhut
sculpture. Dance and music attend the funeral celebration of Buddha at Kuinagara.
General rejoicing is suggested by dance and music. Among the most marvellous carvings
from Mount Abu are many dance-figures. The dancing Apsaras painted on the pillars
at Sittannavadal in the Jain cave (fig. 13) are probably the loveliest of their kind among
the paintings of India and rank equally with the hallisaka dance-group represented at
Bagh. No greater tribute to ndfya has been paid than that by Kalidass, who says that
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this is the most pleasant ocular sacrifice for the gods which in many ways pleasce alke
people of different tastes:

Malavikignimitra, 1. 41
In the Malavikignimitra the requisite form of a dancer is beautifully given in the line :
dfgd  fafasaemae e w2 ™ |
g1 wfggddy wAfe fEe agmEm A 0
Malavikignimitra, 11 3,2
and this standard of perfection in form required for dance may be seen in a carving
from Ellora (pl. XIX, 61): A pause after dance and a graceful pose in which the dancer
stands with one hand on the hip and another dangling on one side and with the feet
toying with a flower petal on the ground is, in the opinion of King Agnimitra, even
more charming than a dance movement itself: ;
FAT WAeGEsE  wERs  feda |
Targeefaaggn  gfgn  arfaard
e famafaad FrergeAEaey )
Malavikignimitra, 11, 6.2
This has beautiful sculptural representation in the pose of the Bhitesar Yakshi listening
to the parrot, and one cannot fail to see that the sculptor who did this was having the
verse describing this lovely posture in his mind when he was fashioning it. - In this context
of dance there are two pictures presented by Kalidasa of danseuses. dancing before Siva
at the time of evening worship in the holy temple of Mahikila :
qrEaTd: | AT e
TeemTafAaatatAET L F gt |
AeqreAEl  AETIgETETS AU
araEER @ty AgFeAvEN e 1
Megha., 1. 354

",&ﬁmidnrkhil;plml ocular offering for the gods; this has been split into two phases by
Rodrain his own body intermingled with Umi;inthilmmmpmnhdwujmngthgﬂddmmg_frnm
lhﬂthmfnldn.tunld_hpodﬁnﬂtnﬂﬂ“ﬂﬁﬂﬂfﬁm moods : dance alone in different ways is the
one thing that pleases people of varying taste.’

=% ruhn&fmbuaﬁfnuihthn-umﬂmmdm:fhg.uwhnmw.mquum
elevated, the sides appearing kneaded, the waist just the measure of the pll'm, the hips huge, feet with bent
hﬂ,thrubodydtﬁlmqufuhmdlndu;dmmnldmhmhh, . :

"Withhahhhndonurniumhmmﬁngﬂonhqmiu.mmpmh@ at ease like
the branch of the wﬂupu,nuinglmglmanth poT mhhthqﬂoqnnm:tpqﬂ;mh with her
}wﬁﬁthhnrbod;dnnmrnhuhﬂlmght.lh looks more beautiful in her standing pose than even
in her dance.’

+* With their bands fatigued by the gentle waving of ehauries, the handles coversd with the hue of the
gews (of Lheir bracelets), their waist zone resounding to their dance stops, tho courte ans, experiencing frem
mtﬁnﬂmEmplmlforMndl-mﬂh{mﬂ], will cast at yoo, side-long glunces long (and dark)

s row of bees' L
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and Siva himself starting his dance with his form encireled by his numerous hands, a verita-
ble forest of arms as it were against a background of elephant hide, as Bhavéni looks at
him with eyes filled with wonder (pl. XIX, 62)
TIAEETAAACA  AUZBAT A
LGN E R REE ek o ee s L
TR g SR
4 [ ey I
AR geEEiEET R
In painting and sculpture this is more than vividly represented as in the Chola painting
from the BrihadiSvara temple at Tanjore depicting the dancers in the presence of 3111
dancing to the accompaniment of music (pl. XIX, 63) and in the numerous sculptures
showing Siva's dance in the chatura and lalita pose at Elephanta, Ellora, from Central
India, Uttar Pradesh, Orissa and Bengal: Some of the loveliest dance-figures come from
Barabudur where in the court of the celestials and the mortals celebration of any event is
marked by dance, and the karanas and the angahdras as represented here are worthy
special study as all the Aastas, both samyuta and asamyuta, occur here exactly answering
the description in Bharata's Natyadastra. Nafya was such a popular pastime that many
princesses and cultured women were adept in it, and’we often hear of avarodhasangitakas
or musical or dance recital in the harem. Agnivarna played the mridasiga in the presence
of the dancé-masters'and by watching for a stray false step of the dancers in the harem
he put them to shame :
7 EF GEATAC  FA AAgEEd geRa |
TR faatgd:  TeEafay ey
Raghu., XIX., 14.%
Prince Naravihanadatta, the son of Udayana, played the tabor as his consort danced :
AT §  FIGAETO |
aent  frmmrt qawar watdEEEEag o
Kathasaritsigara, VI. 8. 171.3
A beautiful picture of a pair, a mithuna, one playing a musical instrument and another
dancing to the tune is to be found in the Kinnara couple from Ajants, the Kinnara sound-
ing the cymbals and the Kinnari dancing with graceful movement. The nepathya or the
dress of the dancer should be, according to Kalidisa's description in the Malavikdgni-
mitra, just enough to cover the body without obscuring its lovely contours :

arfaFT—fomafae adfifa, satgtrenfeems e T

Mailavikignimitra, 1.4

SAMET |

' Thew when Palupati commences his dance please surround his forest of long arms sssuming the glow
of sunset red like the fresh japd flower, and as Ennr devation (to Siva) is witnessed by Bhavinl with eyes
steadfast and without any fear, you mny satisly Siva's desire for the freah hide of the elophant.’

** Himself &n expert ho played the drum, bhis gurlands and bracelets swaying, sud caused embarrssment
to the danseuses when there was any slip in their dance movement in the presence of the dance- mastors.”

*' Naravihanadstta, putting to shame the best musicians, played all the musical instruments, as his
belovel one daneed.”

** Famala ascotic—I speak as judge. For revealing all the fine features of the bordy let both the dapsevses
enter without elaborate doss.’
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Wherever dance is shown in sculpture to the accompaniment of music it is always nritte
or pure dance, as the soul of nritiya or suggestive dance is abhinaya or gesture, and music
has only a secondary place and even has no place sometimes as it is said in the Natya-

ddstra
mafRmre =Ty A A geEg |
Natyasdstra, IV. 2781

In the Amarivati sculpture depicting dance it is interesting to find that the attitude of the
central figure at once suggests what is known as aldrippu in modern performances of
Bharatanatya, the movements of the narttaki as soon as she enters the stage.  This
pravesa, as it is celled, is elaborately described by Bharata. ‘ The kwlapavinydsa (musical
arrangements) over, the actress enters’ (Natyaddstra i.p. 186, iv, 278) and after different
charis in accordance with the music she stands in the vaisdkha basic attitude (sthina)
and sways her limbs in all the prescribed movements (rechitas or rechakas, op. eil., 1.p. 187,
v, 281-282 commentary). She carries a pushpdnjali or a handful of flowers—Bharata’s
great commentator Abhinavagupta describes the karana for this as talapushpaputa—
and after strewing them all around and bowing to the gods she begins to dance. Abhinava-
gupta explains the karana of this as vaisakha-rechitaka. One of the movements of the
hands in patdka (flag-like) hasta as they are brought inwards, shoulders, elbows and wrists
on a level, has been well-caught in the sculpture. The movements (rechitas) have to be
imagined since sculpture cannot give a continuous sequence of movements. The sthana,
however, is more like mandala than veisikha (Natyaédstra, ii. p. 110, x. 65-66, 63-64)
the legs being closer ; and this excellently suits the dancer since mandala, not vaifikha,
i more appropriate for graceful feminine dance. To understand the unbroken traditions
of Bharatanitya and the great suggestive significance of it, it is sculpture and painting
that aid most : and when it is remembered that the science of ndfya has a language as
potent and expressive as any with the finest shades of expression and the richest voca-
bulary, it is a pride that sculpture (pl. XX, 64) and painting preserve for us in India
through these sthdnas, karanas and hastas a language as hoary in time, rich in vocabulary,
subtle in fine shades of expression and multiplicity of connotations as any of the richest
lan g :
a2y XXV. MUSIC AND MUSICAL INSTRUMENTS

It is archaeology that presents us a faithful picture of the glory of music in India.
Music as one of the fine arts was a great hobby, and there was practically no nigaraka
who was not acquainted with this, one of the foremost branches of the vaihdrikaéilpas or
arts for amusement, as the Rimdyana styles them. The high level of musical knowledge
and eriticism in ancient India can be easily judged by the numerous technical books on
the subject but more specially by the passage in the Mrichchhakatika, where Chirndatta
commends the music of Rebhila after witnessing the musical soiree. Some of the musica!
instruments of ancient India which were in vogue in the early centuries of the Christian
era have now disappeared, though in one form or other they still linger in distant places
like Burma, Siam, Malaya and Java. The harp-shaped vind of ancient India, which now
SUTVIVES (ml}- in Burma, ocours in mulptum till the 9ih century AD. and that itsolf
can determine the date of any piece where it ocours. ln fact the greatest interest in the
Vishnu image from Lakshmankati, Barisal, lies n the harp-shaped vind in the hands of

*Where the song is expressed by gestioulation there should be 0o mausic."
36 DGA 12
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Sarasvati, which suggests very early date for the figure. The lyre-type of coin of Samudra-
gupta, showing the emperor seated on couch and playing the harp-shaped ving, is a sculp-
tural commentary on the lines describing his great proficiency in music in the famous
Allahabad inseription, and both in their turn are true mirrors of the glory of music in his
day. It is from sculpture again that we understand the exact connotation of the types of
mridarngas described by Bharata, anikya, alingya and drdhvaka, all three of which are clearly
represented in carvings from Amardvati and elsewhere (fig. 14). The dGrdhvaka is appro-
priately shown with its single mouth upwards, the askya shown lying across on its back

Fig. 14. Askya, alingya and drdhea drums from Amarivati—S&tavihans, 2nd
century A.D., Madras Government Museum, Madras

with both the sides available for playing, the dlingya, a rather small one, actually almost
nestling in ones arms. The konas or drum-sticks often mentioned in literature can actually
be seen and understood only from representations in sculpture. The bheri, palaha and
dhakka are all represented graphically in carvings. The kdnsyatila or cymbals are often
shown as in the painting of the Apsarases at Ajantd.. Musical instruments of the sushira
type like the flute are also similarly represented. High proficiency in playing the flute
on the part of women may be observed from sculpture. The time scale was connoted as
much by the tapping of hands as by the drum and the sounding of the cymbals. This
was very popular and there are many early sculptures representing it. In fact in the
early centuries of the Christian era karatila was more popular than kdrmsyatala. The
glory of ambumridailga, a musical instrument, now having a precarious existence in South
India under the name jalataraiga but mentioned as ambumyidanga in & mediaeval inscrip-

tion :
TG AR T
AAFEARATFH AT T I
AT AR T
TR FAIEATCNT JsE |

Epigraphia Indica, V, p. 142!

1 ';{ny Lambodara (Wagesa) protect you, who in his evening sports of patting the waves of the river
Mandikini (Gaigh) strikes the surface cf the rolling waves for responding to the movements of the artistio
arabhati dance of the Lord Sambhu by starting the sound of the water drum {jalataranga)."
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can be best understood together with its antiquity and once tremendous popularity by
calling to our mind the gambavig of the Javanese which is in all essentials the jalatarariga,
and probably the earlier ambumridatiga comes even closer to gambasg. The musical
moods are expressed vividly as much by pictorial representation as by soft enchanting
notes vocal and instrumental.

XXVI. LION AND ELEPHANT

A motif often occurring in sculpture associated with architecture and furniture is
the lion and elephant. This is sometimes styled gaja-simha and gaja-vydla or gaja-viddla
(pl. XX, 65). This motif is a great favourite in mediaeval sculpture particularly in north
eastern India. Even in distant Java this motif occurs on the throne of Buddha in Chandi
Mendut. The idea here is that the lion, the king of the beasts, delights only in attacking
by springing on the temples of an elephant the most formidable amongst them all, and
the kavisamaya or the convention among poets is that from the torn temples of the animals
rare pearls are scattered :

gl ANgEAGAEAA T
Fgeeq:  glemmamaEAnTan |
U TUFAEAT AT
AW TAfAg SR N
. Raghu., 1X, 65.1

This idea has been beautifully utilised as & motif in architecture. Even in the case of
furniture the motif ocours as in the case of the back of a seat or throne flanking it on either
side immediately below the top rod. In late Gupta and Pila sculpture this occurs quite
often. Sometimes it occurs as a caryatid.

XXVII. GARUDA AND NAGA

Closely allied to this is the motif of the Garuda and Naga, the former swooping down

on the latter and carrying it away. No one who has studied the Nigdinanda can forget
the scene of Garuda carrying away prince Jimiitavihana with his powerful claws. This
gives us the aspect of the Naga represented in anthropomorphic form in which actually a
Niga prince Sankhachiida is described and which is supported by statement in literature
and delineation in sculpture. Examples of this are numerous, specially in Gandhira
sculpture where Géruda is a bird and the Niga or Nagi human, In Mathurd sculpture
of the Kushan period Garuda is shown as a bird carrying Niga represented as snake.
Here it is in accordance with a tradition followed in the description in the Ramdyana
where Hanumin flying in the sky over the ocean with his tail swinging to and fro suggests
the picture of the huge bird Garuda carrying & snake. At Amarivati both theriomurph?c
and anthropomorphic representations occur. In the case of motifs like this emphasis is
placed on the natural enmity between two animals which form also excellent theme for
literary description. Just as in the mithuna it is the love and attraction of the pairs that
forms the theme of so much that is charming in literature and art, gimilarly here it is
enmity and repugnance that determines the theme.

 Havine illed them that were deadly enemies of the race of elephants and that had pearls s:icking to
their curv:dgul.lw:, thnﬁmnd::t of Klkyﬂ':ﬁhl considered that he had paid off with his arrows the debu be
owed elephants which had helped him in battles."

12
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XXVIII. FIGHTING ELEPHANTS i
Somewhat allied to this but only emphasising the fight between equals wﬂlﬂmﬂ
tulyabala is the theme of the fighting elephants, a great favourite in Muﬂpﬁm
from Gujarit. Whether it is vaprakrida or the butting of two elephants as described in
the Raghuvamsa :

frzaeafagrtn  STHFATYREATAT |
swsfrrn AfotromtE -
Raghu., X1I. 93*

it is always a question of showing might equally matched. This equally matched fight
was o great favourite and some of the masterpieces of painting during the Moghul period
represent similar elephant fights, camel fights, lion fights and so forth. These dre well
matched conflicts on a high and noble level. The urabhrasarpdta or the fight of rams
and cocks which are mentioned by the Vidiishaka in the vefavifa in the Mrichehhakatika
are of a lower type. Combats like this have always pleased the somewhat cruder and
more primitive instincts in man and the mediaeval period is full of different well-matched
combats between animals and men. The theme of the fight of mallas has an early re-
presentation in Gandhira sculpture, and in any number of later ones it occurs as a regular
motif. one of the mediaeval ones representing Mushtika and Chanfira fighting Krishna
and Balarima in a panel of great interest from Paharpiir. In this however, it was always
an element of chivalry and manliness and a noble sentiment born of birth and training-of
a superior order that called in for such a phase of elevated human character. And it is
this that provides us the noble ideals of righteous watfare or dharmayuddha in which the
charioteer fights only one in a chariot, a cavalier only another horsemen, & warrior on an
elephant only another similarly placed, and a foot-soldier his equal.

of: gafa e crmEgTyad  gonfesaq
g MEETETARTAes  geaNfasts aF qe
Raghu., VII. 37.2

In inseriptions which record the glory of the kings and emperors who were mainly engaged
in these conflicts not for territory so much as for glory is a spirit of dharmavijaya, the
conqueror not wresting but returning sometimes with additions kingdoma won from
defeated sovereigns, there is a similar description of righteons warfare and a passage from
the Kiiram grant of the Pallava king Parameévaravarman is one of the most El'lPh”
descriptions of battle-scene in epigraphical literature and echoes the description of Kali-

diisa :
IR RIE L LEE ClEtn GEC e Rt to ST
gafagsaraat  fawemfe @
THICETCE  FIrfasoatmfamas |
wfraieg  faommd aw @
ke & wal betwern tho pair of slephant in rat, the goddess of Vickory wa common to both by the
fluetuation of might.’ J ,

1 * The feot-soldier attacked a foot-soldier, the chariot-soldier one in a uhnﬂot.thuvﬂmm-ﬂﬁﬂ
on horse, the soldier on elephant another on elephant ; equally matched in the opponenta snere was the battle."
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Wﬂﬁﬁuﬁ\hﬂwm

T AR g A A g

TEATEANETE:  ATCRA AR TR ey

TR AR EE T

TAATTAF A (T AAA A A AT A |

South Indian Insoriptions, 1, p. 148.1

This word-picture is best understood by us by a sculptural representation of the ideals of
righteous warfare in India so meticulously followed and particularly insisted on by the
great and chivalrous warrior class of India of which we cannot but be sufficiently proud in
these days of war-torn tragic life. This sculpture is from & coping piece from the Amara-

Fia, 15. Dharmaywddha, righteous warfare from Amarivatl,
rail-coping—Satavibana, ] century AD., Madras
Government Museum, Madras

vati rail (fig. 15 and pl. XXII, 72), showing the charioteer fighting the charioteer, the
cavalier a horseman, the foot-soldier another of his rank and one on an elephant a similar
warrior, and this orderliness in disorder on the battle-field makes the scene all the more

instructive and appealing.
XXIX. ROYAL HUNTER

The king's hunt 1s another theme graphically deseribed in literature and portrayed
with great skill in sculpture, the one acting 4s i commentary on the other. The descrip-
tion of Chandripida going ahunting as given in the Kdadambari and that of Dasaratha in
the Raghuvaisa are splendid examples of the king in a chase. It is this very impressive

' * When the dise of the thousand-rayed sun was jedd to masume the appearance of the Iu.lnud.'un by the
mist of dust raised by the stampede of countless troops of molidiers, horses "“d,ﬂﬂ"h““‘-'f ; like an untimely
downpour terrible with the noise of thunder in the sound of drums, with lightning fashes in the unsheathed
swords, with clouds in the marching elephants : with large billows in horses, and whirlpools caused by the
moving whale-like elephanta, the conch sounding all the time and the din rising as in an ecean ; considering
one another as equal or mpm“wmhr"m_; with the ground smeared thick wlr'lh mﬁr}m aa it were by the
blood mixed with musk ; in which the goddess of Victory was made to dangle ns it were in a u?oul:t. ngm
success or defeat of the one or the other ; with raised elub-like hands carrying weapons, with e -
shot and lips bitten in frensy ; with Kiishmindas, Rikshasas and Pisichas singing, intoxicated by draughts
of bloody wine ; with headless trunks of enemies fearfully dancing keeping tume and in tune with it."
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theme that has given many varieties of Gupta coins. The king fighting the lions and
thereby absolving himself of his debt of gratitude to the elephants forming such an
important limb of his army and giving their very best in the numerous fights with enemy

kings :

ArEAT  TEFAASAAA

FEed:  FlearamaALae |

AW TOFTAFAAT AT

A AT AEOEE

Raghu., IX. 65

is beautifully presented in the Tion-slayer type of coins of Chandragupta and his succes-
sors. Another type which illustrates Kalidasa’s description of the king's fight with the
rhinoceros : '

gt Farmfoimaaar g g qefafafaa g

Raghu., 1X. 62*

is represented by one of the newly discovered varieties of coins of the Gupta dynasty
from the recent find of hoard from Bayana, in which the king is represented as engaged
in attacking the khadgamyiga and the rough hide of the animal is cleverly depicted as also
its horn on the snout (pl. XXIV, 82). The tiger and horseman type shows the king
fighting the tiger from his seat on the horse. This represents the king as a regular cavalier
huntsman and thus reminds us of the verse of the sweetest poet of Sanskrit literature :

TrEATEREaAA T e AT eI |

ARG A AT At
afgaaifacal  Tawraa  AETAEEATTTeEE:
goEEAasaageAl  fawey  wafeafag o

Raghu., IX. 50 and 51°

the ear-rings swinging with every movement of the horse. Almost the same depiction
of the king carrying the bow worn round his neck is found in the horseman type of
coin of Chandragupta II.

This motif of the huntsman on horseback, mostly attacking some fierce beast like a
lion, tiger or boar with a retinue of hunters and dogs, is most beautifully represented on
the pillars in the mandapas of the temples erected by Vijayanagara and Niyaka kings of
South India. Famous examples come from the kalyipa-mandapa of Vellore and Virifichi-
puram, Srirangam and other places (pl. XX, 66). Here the graphic presentation of the
theme of the hunter attacking the wild beast with all its ferocity is matched only by the

+* Having killed them that were deadly enemies of the race of elephants and that had pearls sticking to
their eurved claws, that descendent of Kakutstha considered that he ]I:m:l paid off with his arrows the de'
be owned elephants which had helped him in battles.'

** With his sharp cutting arrows the king made the rhinoceroses feel their heads lighter by the removal of
their horna,'

#% That sun wmong men, dressed in elothes appropriate for the game forest and with the bow hung from
his large neck provided the sky with a canopy (as it were) by the dust raised by the hoofs of his horse. With
a turban composed of & garland of wild flowers, and dress green like the leaves of the (forest) trees, his ear-
orpaments swaying with the movement of his horse, be roamed in the haunts of the stag.”
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utmost attention shown to detail—every ornament and dress with elaborate patterns
meticulously worked and all accoutrement and equipment carefully shown, even the chains
furthereimbejngverymafnﬂyuhiwﬂad'matunemutoallowthah movement
by handling. The prancing horse rearing up with its rider, the thrust of the javelin, the
wounded beast fighting with a rare ferocity—are all an excellent presentation of a great
popular theme.

XXX. UDAREMUKHA

In the Ramdyana there is a graphic picture given of & quaint demon named Kabandba,

and Vilmiki describes him as having a face on his stomach :
FAAILTH
Ramayana, IV. 1

According to the epic he is all trunk and no body or head, the trunk itself combining the
face. Tt is indeed very difficult to picture to one’s mind a fantastic figure like this and
surely any sculpture, if available, should aid in understanding such a form. Luckily,
there are numerous representations of the kabandha type right from the early centuries
of the Christian ers, and the motif, being a very popular one among artists for the sheer
phantasy of conception, has been found all over the land from one end to the other (fig. 16).
It has not stopped with its circuit in India but has travelled beyond, and in distant Java,
where the story of the RAmdyana is narrated in the exquisite panels of the Siva temple

Fio. 16. Udaremukha motif from Amarivati, Ghagtaiili, Ajagts, Bidimi and Primbanan

.at Primbanan, the ‘incident of kabandha gives the demon the same fantastic form with
the face on the stomach in addition to the one on the shoulders as it ocours in the mainland
in different places like Amaravati, Ghantasdla, Ajantd and Sarnith in the case of some
dwarfs amongst the hosts of Mira attacking Buddha under the bodhi tree, and as in the
early Western Chijukyan caves of Badami or the carving of Arjuna’s penance at Mahibali-
puram. In these last two, as in even Chola temples of somewhat later date, it occurs in
the case of Sivaganas marked by a quaintness all their own in which this fantastic re-
presentation of the face on the stomach comes in most appropriately handy as sculptural
motif. The influence, quite profound, of a single line of Vilmiki for centuries all over the
land and beyond it, and the significance of the motif occurring in great distances of time
and place all over and also requiring to be properly understood only by resorting to this
Efi_ngle line of the Ramiyana is evident only by the study of this motif itself.

1 Knbandha with face on stomach.’

S et
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XXXI. PADMANABHA

In the verse :

afaysarasgEAT  GEAAE: T9ET 9T |

9N TmEeaantaR: g ArreRniEs 0o :
Raghu., XIIL. ¢!
Kilidisa describes the Padmanabha aspect of Vishpu, as Niriyana sleeping on the
serpent-couch on the still waters of the primeval ocean. The lotus issuing from the eddy
of the navel of the vast blue expanse of Niriyana's form, comparable enly to the vast
expanse of the blue ocean, can best be understood by recalling Sanikarichiirya's verse :

TR AT A AEEa A aaae |

A gen e aaAgET A AT Ay
FH FEROAE@EaEr  faeweafsEs o
Vishnupddadikesantastuti, 25,

where this simile is beautifully deait with. And there are many sculptural representations
of this aspect. But the earliest representation of the lotus issuing from-human navel is
to be seen in sculpture before the Christian era. Long and meandering lotus-stalks
issuing from the mouth and navel of Yakshas may be seen in sculpture from Sanchi and
Amardvati, and even in Gupta carvings the motif occurs (pl. XX, 67). To understand
properly the significance of the essential nature of the lotus as born and growing in water,
we should take into account : Vishpu as Niriyana of the nature of rass, water and
juice, which is the sustainer of life and the first among the elements to come into being ;
the close association of Yakshas with the great gods of the Hindu pantheon in the early
centuries when Yaksha worship was greatly in vogue all over the land and their even being
called Yaksha sometimes as in the U'panishad ; the association of Yaksha with water, as
‘in the yakshaprasna incident of the Mahabhirata : the close association of Yakshas with
treasures, all of which are connected with water in some form or the other, the lotus,
the conch, the tortoise, the makara-fish and so forth being all aquatic ; and Yakshas
being sustainers of life by food and water, an aspect represented in the Yakshi carry-
ing & platter of food and pitcher of water from Mathurd and from Amarivati,—all
of which are pointers to the significance of the lotus issuing from the mouth or
navel of the Yaksha. Sometimes this lotus-stalk is & thick juicy fragrant flower
garland either carried or pulled out of a Yaksha's mouth or the mouth of a erocodile,
one of the nidhis and the garland which sometimes appears decorated with rows of coins
then becomes very significant as the Yakshas and the nidhis are guardians of wealth as
well.  This aspect of the aquatic association of the Yakshas has heen elaborately dealt
with by Dr. Coomaraswamy in his admirable book Yakshas, The issuing of the unending
meandering creeper or lotus, suggesting life in its diverse aspects, is also significant in its

'* The Lord accustomed to slumber after the deluge, sleaps on this coean after destroying the worlds
praised by the primordisl creator seated on the lotus issuing fm}: bis navel.' '

* ' May our mind sport freely as a fish in the ocean of Damodara’s stomach, Eﬂuﬂ with the water of &
flood of effulgence, with hright waves of dark folds, beautified by the great and pictureaque of his deep

navel, and rich with the glow of the great oceanie fire in the form of the {navel) lotus for mﬂﬂ golden
pavel (i.e. Brahmi)'
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association with the vifvariipa aspect of Vishnu of which the different forms issuing from
his face, ete., are presented in the Bhagavadgitd in the darsana given by the Lord to Arjuna
or in the picture of the universe presented to his mother Yadoda by opening his mouth
wide to assure her he was not eating mud as reported by Balarima, narrated in the
Bhigavata and Vishpupurdna. :

XXXII. KAMALASANA

The lotus as a seat with a huge stalk as.its support is one of the most favourite themes
in literature, and many deities are represented on or associated with the lotus serving as
the seat ; Brahmi is seated on the lotus from the navel of Vishnu, Sarasviti is $vela-
padmﬁmnﬁ,mt&dnnwﬁhlﬂtumnndhhhnﬂhuhusmtunnmdmmdthuhm-
pond is her home. There is practically no deity in India not represented on a lotus-seat.
The whole world is conceived as a huge lotus, of which the foot of Hari in his Trivikrama
famiathaauppnrtingm]kugivmhmufthainmturyvmufthnhﬂﬁriinmﬁp—
tion of Parabala.

PR ATETAl | AEqETA AT |

FEEREETEEREAAtT  gferon 1

Epigraphia Indica, IX, p. 252!

which closely follows similar idea in the opening verse of the Dasakumdracharita :

TRTIESEATVE:  AAy A WAATFAIGE HTeEos:

wiEgERe:  gEEEfeEages: |

sqehasney  faaeg fagufoort e 0f
In the grand concept of the Srivasti miracle, one of the most conspicuous scenes from
Buddha's life often represented in sculpture, the magnificence of this lotus concept 1s
portrayed vividly by depicting the central figure of Buddha as a huge one m.ul:fuga lutuu,
the stalk of which is shaken feebly by Nagarijas shown on either side of it in dimunutive
proportions to suggest that it extends to the ends of Patila or Rasitala, apart from
numerous other lotuses with Buddhas seated or standing on each one of them to suggest
his simultaneous multiform.

XXXIIL CHARANAKAMALA
The feet of gods and goddesses and mahdpurushas as fit. objects of worship are nﬁan

represented in sculpture by means of foot-impressions. These are often referred to in
literature in verses like :

a1 W gufx  SCrqEAdeEie:
sfmderfaaafa  Afems  T0an
' g Megha., 1. 55,2

** Proaperous is the fi Hari, the illar of the mansion of the three worlds, the bri nrm_thnlky-
M“-thﬁrum;ﬁn%ﬁhlHbrthnndknhhnhtmwmpauduf:fhnmumlgu:; :

** Muy the foot of Trivikrama render you , the foot that is the handle the umbrella ¢ universe,
the stalk i!thmmdwrrm%dthMﬁmeMﬂMMWst
silk-banner, the axle of the wheel of luminous objects, the pillar of victory of the three worlds. the mace
destruction to the enemies of the gods .' ‘ i

** You may then ap b and bow o the clearly marked foot-prints of half-moon crested Siva, slways
worshipped with fSowers by Biddhas .’

36 DG AL
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and ;

T dai wfwddgs W
o TN Megha., 1. 121

of Kalidasa, and the verse from the Githdsaptafati describing the adoration of Buddha's
feet by monks. There is no better representation of this devout worship of the feet than
that from the Amarivati rail. Whether of Buddha or of Siva or of Vishnu, the feet as
svch of these great personalities have been such great objects of veneration that the word
péda is used as suffix when respectful miention is intended, as for instance bhagavatpdda,
8ri-Sankarachiryapada, Gaudapiida ; even when fun is meant, as in the farce Latakame-
laka-prahasana, the announcement of the entry of a fussy fool of a scholar is made by
referring to him as Kukkutamiérapada, The feet have always been objects of comparison
with the lotus for the softness and red glow and have often been referred to as charanaka-
mala ; and even when the mind of s devotee is compared to a bee its resting place is
ultimately the lotus-feet of the Lord, even as in the verse of Udayana in his Kusumanjali :

foeim  frafes:  qegd wEwEET wWW-

Al ¥ OEgeAAel AgwEArsate

Nyayakusumdngali, T. 1.2

It is the Padaravindasataka of Mika’s Pasichadati that pays the highest tribute to this
lotus-feet aspect in literature and probably in art there is nothing better than the painting
representing the feet of Buddha on lotus at Ajanti, the toes being tenderly fashioned

Fig. 17. Feet on lotus—Gupta-Vikitaks, 5th century A.D., Ajagth,
Hyderabad, Decean. (after Nandalal Bose)
like the delicate petals of a lotus (fig. 17). The lines composing this are very delicate,
and the composition of feet on lotus, the upamina and upameya so cleverly represented
together, with the delicacy of both brought out so well, is the most remarkable achieve-
ment of the Vakitaka painter in the best period of Gupta art at Ajanta.

XXXIV. OTHER LOTUS-MOTIFS
The lotus has been conceived in different forms as & motif or theme in scuipture as
in literature. It has been a perennial source of inspiration to the poet as well as the artist.
The petals, the filaments, the seed-vessel, the stalk with the bee hovering on it, its colour,

' * Marked on the slopes by the foutprints of Raghupati, adorable to men, * BT

** May this ; i :
S 'En.;.‘:h}'mm handful of flowers of reasoning placed at the pair of leet of I4a gladen my heart
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fragrance and bloom are all an inspiration. The lotus in & staggering variety of disposi-
tion ufpetnhhuhe&nnndinthamedﬂﬁnn-paﬂamsofﬂlthauﬂynﬂaufntﬁpu in
India, and among these there is nothing that can beat the Amarévati lotus-medallions for
sheer grace and variety. In the Ceylonese moonstone door-steps, as from Anurddhapura,
t is the lotu&petahandtheirdispoﬁﬁonmth&gammminglntm—st&lhinthuir beaks
or & meandering lotus-stalk that heighten the charm of this noble motif. The lotus as a
mt,pa&mm.huminﬁnitevnﬁetywithpwhnkaaﬁmufpetﬂumgadin'm upward
and downward row most beautifully, sometimes in natural fashion and in conventional
form in many cases. The line of Kalidasa :

grwEwasdn  aagen few T )

qUT | TYETAT  AX . ATHEaRiEa,

Raghu., IV. 5*
is a pointer fo the type of halo which usually ocours in Gupta sculpture elaborately -worked
in the most pleasing manner with lotus-petals arranged in & very natural fashion (pl. XX,
68). The lotus occursasa mntrﬂheﬂhgpntm-htham.nfarmph'mtha
kalyanamandapa from the temple'in the Vellore fort. It is only an elaborate and stylized
representation of the lotus with its numerous petals that we find in the ceiling of Tejahpila’s
temple at Dilwérd, Mount Abu. In Ajantd the motif of the lotus has been utilized in all
possible ways, sometimes running whole length of panel border in meandering creeper
fashion, the buds, the flowers in bloom‘and the lotus-leaves and the stalks arranged in a
very pleasing fashion.
XXXV. YOPAS AND HORSES
The yﬂpumthanacﬂﬁui&lpmtiaaxym‘bullagdpnintatoaphmof gacrifice.  The

original post for the sacrifice was always made of wood. Such a yiipa, & very early one
with an insoription sufficiently damaged because of the fragile nature of the material
composing it, was found some years ago and discussed. Similar yipas of stone have also
been found in Mathurd and preserved in the Museum. These yilpas aré mentioned by
Kalidasa in the verse :

e e ST S S L S

s SRS

Kkaghu., 1. 442

whemhumfmhvﬂngﬁgiﬂedhymniﬁpnmmﬁﬁniﬂpﬁmﬁth.yﬁpmgignifying
them as such. Thmyﬂ;msufwmdmmenﬁnnudalmuﬁtabﬁshadby'ﬂiﬂaﬁrymjm
in the eighteen dvipas :
gt aagTeRag e | .
E—— OIS
Raghu., V1. 383
"Pulmi{l.nkmﬂ.withhuhturmhrdhhnnﬁfnlhhkboldﬁbthnrbufhum,hmnmw
invisibly, waited on him determined for imperial sovereignty .'
-'mmmwmuqmﬂmmmmmmmmmmﬂnmmm
E'M:wlyhyhimtndmlrhdwtbythuirgipupm."

3¢ There was & well-known seer (named Kirtavirys who engaged his thousand arma on the battlefield,
planted sacrificial posts in the eighteen i and bore the epithet of a soversign in 8 manner uncommon to
others '
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These yiipas of wood were replaced later on by stone replicas as permanent records, which
correspond to copies of a permanent nature in metal of records on bhiirjapatra that copper-
plate grants are. The yiipas found in Kutei in Borneo mention the name of Milavarman,
& king of the fourth-fifth century A.D., who performed many sacrifices including bahu-
suvarna and others. The script is in an early South Indian variety and is closely allied
to the Vengi and Pallava script of the period. A glorious picture of sacrificial zeal is
presented hers, and the description of the gifts in the sacred place of Vaprakeévara vies
with those made by Satakarni as recorded in a cave inscription at Nanighit in Western
India. The yiipa inscriptions both in and outside India, specially the ones from Borneo,
are elegant from the literary point of view, important from the historical, and interesting
from the archaeological.

The great zeal for winning heaven by good deeds among whmh sacrifices were
prominent is evident both from literature where afvamedhas and rdjasiiya-ydgas frequently
occur among the exploits of izings and emperors and inscriptions where ten aévamedhas or
dasasvamedha, rijasiya, shoda#i, atirdtra and other sacrifices perfurmed by myﬂm
of donor kings sre mentioned, and also from drchaeological remains that prove all that is
contained in literature. The asvamedha coins of the Satavahanas (pl. XXIV, 84) and of
Samudragupta (pl. XXIY, 85) are very interesting from this point of view. The figures
given on the coins are the horse and the yiipa. The legend on the Gupta coins mentions
the conquest of heaven by meritorious deeds. The horse being the most l.mpurhnt
aviga or limb of the sacrifice even as described by Kilidasa :

TETE  AIIHErRAI  qF srﬁr:r"rq-réﬁw
Raghu., 111, 461

is appropriately presented on the coins with significance. The horse and its importance
is also evident from the figures of the animal in stone almost life-size discovered and
preserved in the Lucknow Museum (pl. XXI, 69). These are commemorative figures in
stone of the horses in flesh and blood proclaiming to the world, like the stone replicas of
the wooden yilpas, the afvamedha sacrifices performed by mighty kings, as symbols of
these great ceremonial events. The recent important discovery of an asvamedha site near
Kalsi by Mr. T. N. Ramachandran revealing numerous inscribed bricks fmm the chayanas
opens up new delightful vistas of study in this field.

XXXVI, VIRAKKAL

In many parts of India there are found stone-slabs set up with panels arranged one
ubove the other all showing the exploits of a hero, his heroic fight, his death and attain-
ment of the heaven of heroes, virasvarga, where he is led by celestial damsels awaiting him
for the purpose (pl. XXI, 70) and his creed, which is indicated by the favourite deity to
whose worship he is accustomed, being shown in the topmost panel with himself in an
attitude of adoration, the sun and moon above indicating that his fame and his memorial
would last for the duration of these planets. To understand this type of memorial stone
or virakkal, as it is called, we have only to turn to Sanskrit literature. In the Raghu-
vamda, in the description of the battle between Aja and the other princes that attended the
svayarmvara of Indumati, the death of warriors on the battle-field and the ascent to the

** Therefore Oh Indra | please release this horse, the most essential thing in this great sacrifice .
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heaven of heroes in the company of celestial nymphs are given :
shefrraggaTg: ga  frmEEEE
TMFEEEEAET: W ueead 8% Lo )
Raghu., VIL 51.

XXXVIL SATIKKAL

mmdyaﬂhdtuthaﬁm&hlhtheuﬁihlmmﬁkdmmwmmmmm
a mahdsati, & woman who, out of her utter despair, an extreme affection, and s high sense
of wifehood; immolated herself on the funeral pyre of her husband. There are many
such memorials with or without inscription like the virakkals. These satikkals (pl. XXI,
71) show a woman’s hand raised aloft to show clear'y the bangles which suggest her wife-
hood (i.e., that her. husband is living).. It cannot be said that the sati was an universal
cuatomin]'ndin,aaﬂimminsbmmnfdsvmdwiveﬂfoﬁowingthai:hmbmdumthe
funeral pyre and also staying behind to look after the progeny. Of the two wives of
Pandu, one ascended the funeral pyre and the other remained behind. In the famous
context of the queen of Prabhakaravardhana preparing to follow her lord on the funeral
pyre Bana puts through the voice of the young prince Harshavardhana a strong plea
against safi, while the queen herself powerfully pleads for it. In the mediaeval period
the jawhar in Rajputina shows safi at its peak. It is whole battalions of Rijput women
¢hat stuck their finger-prints on sandal-paste and cheerfully proceeded decked in their best
tumeettheﬂamingﬁmmdgetmnmmaduqhwfuﬂyutharappmchedthehludﬁh
the cool hours of their bridal day. The hand was the most important symbol of this
ammmu&eﬁww.&amkﬁﬁﬂmhmwmdﬂm
was & special privilege of the women with husbands living for decorating the walls and
almost every household object on auspicious oocasions :

Harshacharite, i"i".p. 142

and

LU . ' :
Harshacharita, 11, p. 57.2

The literary description of pishtapanchangula as we find in Bana's Harshacharita and

Kadambari is found commented on by sculptures as we find the same graphically presented

in & carving from Bharhut (pl. XXIII, 76). The suspicious nature of the bangles worn

by women signifying their wifehood is evident from the line from the Gathasaptasali Which

- "‘Anu-thuﬁthbudmthythawmﬂnfhi:fmmdinmn&iﬂa‘lybmmiqthnlor&'dluhﬁduhhh
with a divine nymph uﬁnginghhhlu&uwhilhﬂdlmtmﬂ dancing on the battlefield. )
"Wit'hl.llhuuuhpl&uﬁdulihmuﬂu,pm}eudm:]ﬂbeingmnu&ﬁth{nmpnuu}pnwﬂu
marks of the five fingers.' gk

3¢ At the au 'iunlmnmentbnbuﬂdtalhrhmﬂydniﬁuomuhyumnud.thﬂ pitcher placed
on the ground of lludlml.ndwithgrmoowdm,"ﬂhitlnmkEnmmldbylpﬂmdofrhm.ﬂ'wlﬂ.
'l'hihﬁthtln{iu]ﬁ.uh‘u]ﬁowdumukufhhﬁ“ﬁmﬂithfmhmﬂ;ﬂluvuﬂwkmihmﬂh
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calls them avidhavilakshana-valaya :
LCIEESESLEEE AL S o R L s
(wfasaraguEed W qOegT: gty 1]
Gathasaptasati, VI. 30.1
When we study thesatikkal in this literary context and understand the significance
of the bangles signifying their state unsullied by widowhood, we can understand why
the forearm of the women is chosen for representation. The line of Kalidasa put through
the mouth of Sita, which is very typical and voices the general feelings of Indian woman-
hood so tenderly attached and so devoted to the husband :
o v gtfregfesd wpmfg afed
@ ogqr ¥ wTaslr @R wal a4 3 fawEen n
Raghu., XIV. 66*

ana the general idea of reunion in heaven and an absolute conswancy as gathered in the
verse :

i FeafaFad  SgFgEEEn:
AR CVATSSGHEET § |
AT AT I
Raghu., VIIL 95°

18 also illustrated in the satikkal stones, the topmost panel of which sometimes shows the
reunion of the husband and wife, and this union is assured for all time so that the safi
has that husband alone as hers for ever and ever. This is suggested, as in the Virakkal,
by showing the sun and moon on top which is only another way of putting dchandrarks
which is actually evkn expressed in inscriptions, When the memorial stones are inscribed
mention is made of the name of the safi, the place and date and occasion for the immola-
tion. A satikkal, now preserved in the Madras Museum, is dated in the 16th century and
comes from near Hampi, where, after the battle of Talikota, there was oeccasion for many
such instances,

XXXVIII. PRATIMA-GRIHL

Mathurd is the findspot of some of the best portrait-sculptures unearthed in India.
And being Kushan they are sufficiently early. It was believed some time ago that the
Patnd Yakshas were portrait-statues representing very early kings of pre-Mauryan date,
but subsequently scholars have come round to an opinion that accepts them as Yaksha
figures like Manibhadra Yaksha of Pawiyi, the workmanship of the figure pointing to the
3rd century B. C., the inscription on the scarf being in letters of about the 1st century
mi; " Restoring to its place the (auspicious) bangle signifying wifehood even as it slipped down Again and

* ' T ghall after childbirth try to do penance with m Exad on ths shak aanbn birth
you yourself will be my husband and there “'iubﬁnﬂ{ug:::tim’ on the sun so again in a future

'* By abandoning his body in the spot rendered sacred by the confl of the ter of Jahnu (i.e.

Gadgi) and Sarayi he again came to be counted among the ujirut:l.h - l.:?!mnmhd‘ m'l beloved exceed :

EmlEl‘i',r more beautifal than before he again enjoyed (with her) in sportive mansions in the interior of the celestis!
en.
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AD. Unfortunately the portrait-statues in relief in the Ninaghat cave in Western India
are nearly completely obliterated, leaving only the inscriptions in the form of labels giving
their names. A whole gallery of successive kings responsible for the building up of the
temple in successive stages is found at Ramesvaram, at Madurai and other places. The
portrait-statues of Tirumald Nayak of Madurai, the famous bronzes representing Krishna-
devariya and his queens, king Achyutariiya's bronze-portrait, the portrait-statue of Vishnu-
varddhana Hoysala from Halebid, that of Rajardja from Tanjore and Kafchipuram, por-
traits of three generations of kings Sirhhavishnu, Mahendravarman and Narasihhavarman
from Mahabalipuram, the portrait in relief of king Gandaraditya set up by his sorrowing
queen Sembianmadevi, the grand aunt of Réjaraja, are some of the well-known ones in
India. But the Kushan portraits are by far the most famous of these. The headless statue
of Kanishka is one of the greatest acquisitions of the Museum at Mathurd. Statues of
Wema Kadphises and some other subsequent kings make up a regular family-series for three
generations. Probably there was a devakula for housing these portrait-statues. In the
Pratimandtaka of Bhasa we get a detailed description of a similar ancestral devakula for
enshrining such portrait-statues of three generations of ancestors. Bharata reaches Ayodhyd
and at the outskirts enters a devakula, where, after some talk with the priest, who forbids
him from bowing to the statues under the misapprehension that they represent deities as
they were portraits of kings, he discovers that they represant his own ancestors including
the latest addition—that of his own father Dasaratha. Kalidasa refers to this kind of
devakula as balimanniketa, where Rima sces the portrait of his father, all that is left of
him, after his return to Ayodhyd from the forest:

areqrTn afawtadaweeraey  fgfEe

Raghu., XIV. 15.1

Such portrait-representations are technically called viddhachitra and the drama of Rija-
éekhara styled the Viddhasalabhaijiki is based on a plot centering on a portrait statue of
aprincess, The viddha type of portrait is mentioned among the types of pictures and
sculptures in the Abhilashitirthachintdmani of Somesvara :

e feed ax zda sfafEeEEg o

afsey frgfraagfasaian 3On 0

awfens  framifs oz gfem feed

wTeTeTAET  akfaafafy wE W
The term also occurs generally in literature in this sense:

L LIRIEE L AR CIEE A
Tilakamaiijari, p. 133.2

Literature abounds in references to such portmit pictures and sculptures. They were
used also for bringing together lovers and there are soveral stories in the Kathdsaritsigara
of marriages of princes and noblemen arranged with famous beauties of the day by excharige

'+ Ho entered with tears in his eyes the memorial palace of his father of whom all that remained now
was only s portrait.’

% * Wise men like Vidvakarma and others consider that a portrait picture (viddAa) which is drawn with the
likenons 80 perfect as to resemble the reflection in the mirror. If it is drawn at random and there is only
the general form portrayed (without perfect likene &) it is known as aviddia.’

»* With his portrait picture painted on boards fotched every day by princesses from distant islands.’
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of their paintings carried hither and thither by land or sea. Sculptural versions of pre-
gentation of pictures of both princes and princesses illustrating a Jataka story at Bara-
budur (pl. XXV, 89 and 90) remind us strongly of similar arrmgﬂmmbymmm'ﬁu
procure suitable consorts for a prince as described in Kilidasa's verse :

sfasfamaran  gfre=tman
aafaFaTeT:  qEEaTET: |
afufafagomaagars o
sgATid drgEl TEwear
Raghu., XVIII, 532

This pleasant theme finds expression even in later examples, as for instance in the Mughal
painting (pl. XXV, 01) where a prince holds a painted picture of his beloved to amuse him-
gelf in her separation.

And it is this literary reference that helps us to understand the portrait-statues of an-
cient India in their proper perspective. The remark that Tejahpila cried when he saw the
portrait of his mother carved of wood need not surprise us if we have no misapprehension
about the ability of ancient Indian artists in portrait-work as even in such a late and dege-
nerate period as the. post-Vijayanagara period ; the numerous portrait-figures of Tirumala
Niyak of Madurai (pl. XXII, 73) tally perfectly and arouse our admiration for the meti-
culous working of details which makes the likeness so perfect. Whether in stone or in
ivory this likeness is maintained. The mere discovery of the portrait-statues would not
have presented them so clearly for our comprehension in their proper perspective but
for these literary gleanings bearing on them and their habitat.

XXXIX. CHITRASALA

Today we consider the Ajanta and Bagh caves as regular art-galleries for our eyes
to feast on; and we have separate art-galleries for introducing in proper form master-
pieces of art to the public and educate them in proper appreciation of works of art. Such
gulleries, both private and public, besides royal art galleries in the palace, are well-
known in ancient India, and literature, both technical and general, presents a glorious
picture of the chitrasald as it is'called. As I have devoted a whole paper and discussed
at some length the chitradalds or art-galleries,® it is enough if I briefly touch here on some

important aspects from the purely archaeological point of view. The Rimdyana mentions
the chitragald in the palace of Riavana :

warrfon  femfor  framemafer s
W UMAEE TEME famE
Rimayana, V. 6. 36 and 38.3
An antahpurachitradalika is beautifully described in the Uttarardmacharita of Bhava-
bhiiti, where in the palace Rima shows to Sita painted scenes from their own lives. In

' * Princesses more beautiful than their portraits presented by female mum were secured by the

ministers who desiréd excellent progeny for that ( I') youth to whom the his
already wedded consorts, Royal Prosperity and E::EL‘ e yw them superseding

¥ * See Bibliography, Sivammamurti 3.

**He suw in the palace of Rivaga the th i u
i pa sya ihe sovereige of the Rikshasss....picturesque fern houses and




crrrragiLi 93
theTﬂdhmijm{shnﬂnrpainmdhﬂninthapalwemnmﬁnnﬂ,andtheminavent.
chﬂmé&ldufthebaﬂmurnzpuhnofummwm:

sfer  aragROfEdET  qEAAETET
. Tilakama#jari, p. 246.1
Inthcﬂmmmﬁmﬁﬂﬂmﬁgdhﬂﬂnfthaoﬁtmﬁhmmﬂed vithis, a word closely
approximating * gallery =
fafafemy | s |
e T, gmwm & AR |
Uttararamacharita, 1.*
IntheKM.BﬁgawhnfﬁhﬁWuinthusbﬁuofa vimdna, and this is
inmnfomityﬁththnﬂhdaﬂpmwimﬁinthabuﬂdingia&mﬁhedmhﬁngamu
gnpuminthefmntwithmm,m.,mﬁafyingthnhhmniaﬁmﬁm:

]

' Kadambari, p. 995
The hall is well-lit by means of windows which are also spoken of in connection with the
chitraéald in the Uttarardmacharita : :
— s LI
: Uttarcrimacharita, 1.4
In the Udayasundarikatha the picture-hall is described as supported by massive pillars:
sreqeRadt  Frrntesrwy  dafrEmmT Fieran]
Udayasundarikatha, p. 133.5
In the Rdmmﬁadmmhwulndimuimommantadmhe&dmr are
described as embellishments of the chitraéala
mm-—[qﬁmmhw) FAAAT &9 stereqaTHAT  ATATAEA
e Irqutae et |
Ratnavali, TIL*

According to the Tilakamasijari the dantavalabhika is painted with pictures on ivory. The
wigana or the vourtyard is decorated with rdngoli patterns according to the drama Vri-
shabhanuja. The different patterns of the chitrasila shaped like mandala ot mardala,
“hmthﬁmpnwdmm.wumm company of Bandhmsundari.
* ¢ Lakshmagpa—Sire, the pai mimhnlpdnhdhnintbinp!krrmwlmm;ﬂuﬂfuuinmunt-
od by me. You may please seo this.
Rima—You know, my boy, to entertain the queen who is dejected.”

' (The city) was decorated i galleries containing (pictures oflgndn. demons, Gandharvas,
?id?ﬂhmlnilﬂiguuiﬁhqh?ﬂ from heaven in divine mansons in their desire to S8 the de-
light of perennial festivities.'

+ * Rima—Please, my dear, sit-near the window. ds o
** fhe was like a picture gallery for the residence of Rati with supple thighs like eolumns supporting it.”
* ' Kifichanamili—(moves forward and sees) How is it that the king is seated here on the top of the ivory
baloony on the forana gate hiding Lis lovelorn state on the pretext of indisposition. y
38 DGA. i1
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svastika, sarvatobhadra and so on with its different parts consisting of halls with the main
vithis or galleries, the verandahs, the doorways both important and minor, staircase, drink-
ing hall and large seats, a number of them for visitors. A large mirror and pleasing
artificial chandeliers to illumine the hall are also mentioned. Of the types of chitrasalds
there is mention of the general ones for the public in the heart of the city, those of the
palace and the harem :

LR ISR UG E IER L e e I B e o
Tilakamanjari, p. 241
and even moving chitrafdlds and small ones specially for the bed-room :
sfawr  aagRdfediar  agafermmen
Tilakamanjari, p. 248.2
It is interesting to note that Trivikrama Bhatta was aware of travelling or itinerant chitra-

Salds
TEEEATETE:  gs i wedT W o
Nalachampi, p. 195.3
The Naishadhiyacharjta gives a picture of the themes dealt with in the fayanachitradal :
ffafrafafamfassn o aeqfimmeen.
TG (AT A Tgaga A ||
qurETEaEtsfremfad o Mawswrte o
TrEEEETEaRY  dAadeely fafag n :
Naisahdhiyacharita, XVIII. 20 and 21.
The temple, which was a veritable chitradald, was similarly decorated, and to understand
the verses of Sri Harsha quoted above we have only to see some of the themes in temples
as at Pattadakal, where labelled scenes of Indra’s approaches to Ahalya are carved (pl.
XXII, 74). From the Nalachampi we gather that the farat season or the sutumn is the
time when chitrafdlis were most frequented. The Kadambari gives a variety of themes
represented in the pictures of the chitradald. One of the chitrasalds mentioned in literature
n the Hirasaubhdgya is a historical one that still survives at Fatehpur Sikri. It is a 16th
century picture hall in the palace of Akbar, where the emperor received his distinguished
guests and where the Jain monk Hirasiiri was welcomed by the great Mughul :
® At o o ferarfass o
Hirasaubhagya, XIX.5
gnﬂa;muslﬁ?:d up the palace of the harem she sat on the platform in the courtyard of the picture
** Entering the picture gallery of the sleeping apartment in the company of Bandhusundati.’
" * Appearing beautiful like the moving city of the celestials with itinerant picture galleries with mechanical
movement (on wheels).'
** Where there wers drawn in all their sequence of narration on the painted walls, stories from the epics
of Cupid who lsughed at the great boldness of the lotus-born Brahmi desirous of enjoying his own daughter ;

on the walls was carved as a trinmphal drum-brat as it were that rashness in sporting with others * wives of
Indrs, the lord of celestials who loved the spouse of (sage) Gautama,’

** The earthly luminary (the emperor) spoke this to the moon-like sage ' Ob venerable one | Please purify
(by your presence) my picture gallery "'
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Iftodnymmtufthuaﬁmﬂlﬁmhu.ﬂyﬂhnuﬁtmhmhmppiementwkmw—
ledge by this graphic description. Ajantd, Bagh, the walls of the perambulatory passage
aruumithaoentrdodluftheBﬁhaﬂﬁnmhmpb:tijmmtub&ﬂudiadunlyinthis
context.

XL. FOLK-ART

Elements of folk-art which have had an abiding influence on the life and aesthetic
appeal of people through the many centuries and millennia are as well understood by
means of surviving ancient and living modern examples as also by all that we learn of them
from literature.

i. TERRACOTTAS

Teruwtmmprmnﬁngtheﬂothuﬂﬂddmmdhmnm&mimalﬁgminwm
found from the most ancient depths in excavations. We know that different animals show-
ing & Witlamgenfchuimhnwbamfwndatl{ohmiu-dummdthmgmtﬁghton
the capacity of the early Indian sculptor or modeller of clay. Similar terracottas of a later
date but earlier than the Christian era, showing the sime immense popularity of these
subjects as in the time of Mohenjo-daro civilization, come from Bhits, Kausimbi, Sra-
vasti, Ramnagar, Rajghat and so forth. The purpose of these terracottas are manifold.
It was for various ceremonies that terracottas were specially used though their interest
was more among juvenile folk. Even today toys are among the presents that accompany
the bride to her husband’s home. Such use and the preparation of the toys for the purpose
is graphically described by Bana in the context of the marriage of princess Rajyasri in
the Harshacharita : :

meqhmmwm. ST AT SR A A A
FEAT AT IIAFH
Harshacharitd, IV, p. 142.1

The picturesque description of terracotta figurines prepared and coloured is supported by
the passage from the Sdkuntala which speaks of the colour on the toy peacock :

mﬁ_m,mmm[m.wmu
m:—{ﬂﬁzﬂﬂﬂiﬁﬂﬁml{gﬂmma}
ﬂ—qﬂﬂ!ﬁﬁﬂt&ﬂﬂmﬁl{mqﬁnﬂmn}
m—mmﬁﬁmmmmﬁrr (7=,

Sikuntala, VIL®

The bright gay colours which are absent in the terracottas recovered from e.xcavn?ion
should only be imagined by the help of texts and modern representatives of this ancient
industry. The potter still retains a very dexterous hand at this kind of work all over the
' * Auspicious pi ing pai artists, terracotta figurines of fish, tortoise,
cm&iﬁ?‘mr mmm mﬁ:ﬂ: tb‘n:l.d gl.::?:ﬂp!ﬂi by & host of modellers.”
* ' Female ascetic—0Oh Barvadama, please see the beauty of the bird lwmw}.
Boy—(Louking around) vhere is my mother (meaning Sakuntali).
Both—The boy so fund of his mother is misled by the similarity of the term.

The second Indy—Child! You are asked to seo the beauty of the clsy figasine of & ]'-nwtrck.l'“




96 BANSERIT LITERATURE AND ART—MIRRORS OF INDIAN OULTURE

land, specially in Bengal, but the history of the traditions should be traced to hoary anti-
quity. In this connection it may be remembered that the popularity of the terracotta
work is understood by such instances as Satyavan who is called Chitrisva mtheﬂ'ﬂh-
bhirala on account of his passion for preparing clay figurines of the horse and the story
of Salivihana, the rival of Vikramiditys, who prepared a whole army of clay horses and
elephants. The custom of preparing such figurines for religious purposes still survives,
and we have in South India battalions of horses and elephants all made of clay as votive
offerings in the vicinity of temples.of Aiyanir, or crawling baby in tens and hundreds
offered to Santinagopils in the temple of Krishna at Mannirgudi. There are similar
votive offerings of figurines of clay in other parts of India. The Vindyakachaturthi in
Maharashtra is an occasion for the finest expression of the artistic view of the nation in
the preparation of the form of the remover of obstacles conceived as elephant-headed
Gajanana. The Sarasvati pija and Durgi pija in Bengal, when magnificent images of
the deity are produced by the potters, with whom the art is a great living tradition, is an

event which no one who has once seen can ever fail to recall as one of the most pleasant
memories in one’s experience.

il. YAMAPATAS, ETC.

The folk-element of painting is also most mteresu.ng study. The description in the
Mahabharata of the worship of Yakshi Jara painted on the wall by the great royal house
at Rajagriha is even today seen in the survivals of worship of deities delineated on the
wall in conventionalized fashion for Lakshmi pija and Vata-Svitri piga in South India,
the Sitald pija and Manasa pitjd in Bengal and in numerous pictures or patas carried as
momentoes by pilgrims visiting sacred shrines like Puri, Rimeévaram, Dvaraka, Sri-
raiigam and so forth. The yamapatas or scenes of punishment in hell and reward for
meritorious deeds in heaven so common in ancient India and so frequently referred to in
literature still survive all over the land, and even in distant Java the yamapata is a favourite
entertainment for children. The Harshacharita gives by far the most realistic and pic-

turesque description of the picture-showman moving about in the strests of the ity
with crowds of children about him eager to see these pictures :

afas 9 fafresitt gremeEgsAEate ey
REEGRIEIE M L UIEC R vLnin G S T R O o e S —
TFTET  FUAW  ANGEE w@E |
Harshacharita, p. 1532
The Madras Museum has a painting of the late Deccani school from near Cuddapah
showing scenes of hell and heaven with detailed description in the form of labels in Telugu.
for each little scene (pl. XXTIT, 75). This is one of the late representatives of the ancient

yamapata. During temple festivals in South India there are always picture-showmen

who carry yamapaias in one form or other for the amusement of children and their own
living.

i ! Entering the bazar street he saw & yamapatika surrounded by & number of eagar and excited
and expluining (to them) the fruits of the other world from a paintad pieture scroll with Yama on &
bufialo in it susvended from top rod held in his left hand, pointing with a cane held in his other hand.’
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iii. RAxgoLi, EtTC.

The rdngoli or alpand, kolam or muggu as it is known in Bombay, Bengul, Tamilnad
and Andhra is a pleasing decoration of the ground with patterns in coloured powders.
Rinigoli is only & corruption of raigavalli and is the same as the dhalichitra described in
the Ndradadilpa. There are numerous references to rangavalli decoration in literature :

qUETEl A TSR ECEEAt S STgentA |
Nalachampi, p. 117,

and this 1s one of the most appealing branches of folk-art which still lives with all its tradi-
tion. In painting and sculpture there are representations of similar patterns. And
specially auspicious marks like dots and pishtapanichingula, marked with the fingers and
the palm dipped in colour-paste, are an ancient practice not only mentioned by Biiga in
the Harshacharita and Kddambari but also actually shown in sculpture of the earliest date,
in some scenes from Bharhut. This is still a living practice and probably the significance
of the representations of pishtapaichangula in Bharhut sculpture (pl. XXIII, 76) would
not be understood but for this reference in literature and the survival of the practice even
today. The practice of imprinting pishtapaiichingula marks on almost every object was
so common that even the bull of Siva is described in the Mandasor inseription of Yaso-
dharman as so' marked by Parvati:

Iq d zam: AR ATy

zifqes:  qaqer @Ay Ew @pEaita Fo0

Corpus Insoriptionum Indicarum IIL. p. 146.2
These pishtapaiickingulas remind us of another significant symbolic marking on

the floor, the feet of Chitragupta and of baby Krishna and Varalakshmi from the gate
to the inner appartments suggesting the coming of the deity and the welcome accorded.
Like the mark of the palm, the mark of the feet was also an important factor, and in this
context we may recall to our.mind the immense popularity of the worship of feet, Buddha’s,
Vishnu's and Siva’s, the last referred to by Kalidisa in the Meghadita. The practice of
this painting of foot-marks on the ground shows its early origin in such representations
as the mark of foot-prints on the silken cloth held by Sakra to receive the new-born baby
Buddha in Lumbini grove, a favourite theme in Amarivati, Nagarjunakonda snd other

stiipas of the Krishnd valley.

XL1. SYMBOLS AND SYMBOLISM

Symbols and the context in which they are used have great significance. They are
properly understood only in their proper setting. In archaeology symbols play an im-
portant part in conveying sense not expressed verbally. They have their place in soulp-
ture, epigraphy and numismatics. In architecture the different types of buildings like
padma, svastika, sarvatobhadra mentioned in literature and surviving in actusl examples
bave their own suggestive value. In inscriptions also the significance of the use of sym-
bols may be considered. In the Hathigumpha inscription of Khiravela there is the soas-

** Lot the thresholds be decorated with colour patterus of fine pearl solution.
*+ May that tall banner of Silapigi (8iva) destroy the might of your enemies, the banner that bears the

bull marked with the suspicious imprint of the five fingars given by the daughter of the mountain (Pirvatl).’
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tika and #rivatsa given first. This is as much as to say svasti-éri and we know that ver-
bally svasti-éri begins many inscriptions. This symbolic way of putting the same aus-
picious utterance is peculiarly charming and it is only in the context and the background
of knowledge of the occurrence of the utterance of this in other inscriptions that we can
understand the true significance of the value of the symbols in the position they occur.
In similar fashion in the case of coins symbols have been used most effectively. To take
one instance, the glorious spread of fame of a monarch beyond all possible limits is expressed
by four symbols and this is given on a coin of the Sitaviahana king Yajiia Satakarni
(pl. XXIV, 86). The four symbols are the mountain with a crescent on top, the so-called
Ujjain symbol with the crescent on top, zigzag and a circle of dots. The significance of
these symbols and the reason for their appearing together are not clear when it is eonsider-
ed from the purely numismatic point of view without reference to Sanskrit literature ;
but when we turn to this source and study it in the light of a verse from the Raghuvarhés
describing the: fame of Raghu as going beyond the Lokiloka mountain, crossing the four
oceans, reaching the abode of the serpents i.e., the nether world and soaring up to heaven :

wreHdIRdifa e yagAmi  wwfy  wfgeeg
4. W™ g A wmafw aw afcggfEmaen o
Raghu., VI. 771

it becomes clear. Here, as according to kavisamaya, fame is compared to the moon, the
crescent is introduced on the mountain which stands for the Lokiloka mountain at the
extreme borders of the earth and the oceans are presented as four katdhas or receptacles,
beyond which the crescent is repeated to show how fame crossed and went beyond the
oceans. The nether world, the abode of the snakes, is suggested by a zigzag after the
crooked gait of the reptile. The circle of stars suggests the sky and the celestial sphere
above. Raghu’s fame could not be gauged by any measure and spread everywhere
white like the moon. This great thought so appealed to the great king Yajfia Satakarni
that he adopted it and presented it symbolically to suggest his own fame as some decades
earlier his ancestor Gautamiputra Satakarni had done. This idea was so appreciated by
even later sovereigns of the Kshatrapa dynasty that it was continued with slight modi-
fications on their coins as well. The obverse of the coin of Yajiia Sitakarni shows him

as & youth wearing kikapakshas suggesting his valour even when he ascended the throne
as & youth and acts as a4 commentary on the line of Kalidisa :

FHIEECRT  gifemeromt fE 4 3w mdsmw o
Raghu., XI. 1.2

Another coin of the Satavihana dynasty, that of Gautamiputra Sitakarni, shows &
single strung bow on it and the legend gives the name of the king (pl. XXIV, 87). In the
Nasik cave inscription of Balasiri the loving queen mother has described the great qualities
and royal splendour of her son Gautamiputra and one of the phrases here used to describe

! * His fame sscended mountains, crossed the oceans, entersd the abode of the snakes (Pitila), went up
to heaven and being still expansive was too much to be measured by any standard.’

¢ (The king) waa nf,?w“d {by Kaudika) and requested (to send Rima) even when he was still wear-
ing side locks, as nge is bo consideration in the case of the powerful.’
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his unnivalled bowmanship is the term, ekadhanudharasa, the one bowman (fig. 18) which

is symbolically expressed on the coin. And to understand this it is again a line of Kaliddsa :
7 ¥ agrewwie:  fRampResgEast @ 0 :
Raghu., TI1. 311

that comes to our aid, as it elucidates both the line of the inseription and the ‘symbol on

| Qj-(]-bﬂ)a)

Fig. 18. Ekadhanudhaross, an epithet
e e, Sann B’ B
miputra s:uhzﬁﬂiuﬂm 2nd
century A. D., Nasik, Western India

There is another coin showing a thunderbolt and an arrow on the reverse and it
belongs to Nahapina, who was overcome by Gautamiputra Satakarni, who restruck many
of his coins (pl. XXIV, 88). Thé coin of Nahapina has also symbolically suggested the
power of the king, who was as valorous.as Indra, and the idea is a close parallel to that
in the Vikramorvaiya, where the protective power of king Vikrama and Indra are men-
tioned together with special reference to the thunderbolt of the one and the bow and arrow
of the other. These are just a few symbols to suggest the possibility of their study with
the help of Sanskrit literature and the field is vast and rich.

XLII. EXPRESSIONS IN EPIGRAPHY
Forthapmpetundmﬂingdthﬁteﬂinm‘mﬂlimuﬁpﬁom Sanskrit poets,

whose contributions to the literature in the language are the most noteworthy, offer help
inama.nmrmaffabﬁvethntammparinunofthairexpmaaimﬁththmhtthaimuip—
tions will fully justify this course. The greatest of Sanskrit poets Viilmiki opens his
Ramdyana with the verse:

AqETsAEtaE  FIEr arfast 90 |

@ qfewse  aTEEAMATERIq !

V. 118

In the 4th century copper-plate from Mattepad the donees are described in the phrase:

Epigraphia Indica, XVII, p. 329, 2
and the source is obvious. Among the many ‘birudas of the Pallava king inscribed on
the monuments of Mahibalipuram there is one on the Dharmarija-ratha in florid Pallava-
Grantha script -
L EEAE 1
South Indian Inseriptions, 1. p. 4.4
' * His father was not only the only sovereign on earth but was also the only bowman.’

** Bago Vilmiki asked of that foremost of sages and best of scholars Nirada who was devoted to penance
and the wudy of his Veda."

"Tothunﬂhmuuof&ifauntgdrumdw,mddmntdmpmmnmmﬂlmdynhhdrﬁdu.'
¢ * Truly valorous.'
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and we have only to refer to the Rdmdyana to see whence this epithet at Mahabalipuram is
taken as Rama is very often described as satyapardkrama : ;
e T T ST
Ramayana, I1. 2. 28,

and
Ramdyana, 1. 1. 19 ; I1. 2. 48.%
Another inscription, an early Western Chalukyan one, describing the king as:-
TE Al WgRem FRY @ qiEEe |
THFEE  FANeS  OTEaEaTaEe |l
Indian Antiguary, X1X, p. 308°
is also after the same epithet used for Rima by Valmiki :

IO GO 1 S B SO (o
Ramayana, V. 34, 30

and
Rimayana, 1. 1. 2.5
As intecesting as these instances is the whole line of one of the verses of Kilidasa’s Raghu-

qatfafagardai - oy
Raghu., L. 6°

i S
cleverly dovetailed among the many epithets describing the Chijukyas in the Mahikuts
Pillar inscription :
AR AT At A A At AT
T aafafaganEr  gemEEfE  saeqayEEt e
Indian Antiquary, XIX, p. 16.7
The ejaculation of Hanumain in his wonder at the sight of Rivana in all his glory :

T WEE @ FAEE | '
Ramayapa, V. 49. 20°

is easily recallod in that phrase :
T ORI qfest FaTaT]

Epigraphia Indica, VIIT, p. 42°

** Equal to Indra in his divine qualities Rima was t.ruhr_v‘l.iorom.‘

** Rama full of such qualities and truly valorous.’

** His son of great lustre, like Cupid incarnats, righteous and grateful, equal in valour to Arjuna.

** Beautiful, pleasing and suspicions, like Cupid incarnate,’

** Righteous and grateful, truthful and steadfast.’

** Who offered oblations in the sacrificial fire aceording to the rules ordaining them, who honoured those

desiring anything from them by granting all that they desired.’

* Of the Chijukyas, belonging to the Minavya gotra (class), sons of Hiiriti, of unassailable enthosiasm,
power, intellect, uffulgence, valour, bravery and energy, contemplative of the feet of their ats, who offered
chlations ia the sacred fire according to the rules ordaining them, who honoured those ring anything from
them by granting all that they desired, who generated merit by numerous desds of merit. . .."

* When angry be cun transform the earth into one ocean.”
** When by the downpour of the clouds the earth was transformed na it were all into one expanse of ocean.
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uwdingmphimﬂydwﬁbiugthumatmquﬁatwuﬂmﬂmdﬂmde&m
area around the lake Sudarfana as given in Kshatrapa Rudradiman’s inscription of the
ond century A.D. Thmmuvamlpam}lalulikrthiuﬁuminmﬁpﬁomamllitemtum
mintheﬂihnhhsﬂﬁpﬁnntdrhiﬂhﬂidhﬂmhudnmpnénﬁ;mﬁm Bana's
famous line :

qal | sfEOEEEeTdeEEEE, e e | i

and Kalidisa's verse :
FareTfpAASs  AEwror |
aify  aferemenfs 7 edfEfes w90
Raghu., XVIL. 43 2
hubeenatmmtmpeatadinﬁ:qihrph:qamlogintham:
o s aeawes  mEereeq |
wd i fafasropfemy |
Epigraphia Indica, X1X, p. 269 *
from the Kondedda plates of Dharmardja. The fine plsy on the double meaning of
words in the lime :- :
frfrcfmaey @  TEaEEr |
st SdtafaEnt
Raghu., XI1. 14
is cleverly expressed in almost similar fashion in the Bodh-Gaya inscription of Mahi-

NAEMan :

Corpus Insoriptionum Indicarum, 111, p. 276 %
This is not all. Whole verses from Sanskrit literature have been bodily removed from
their texts and utilized by-the suthors of the inscriptions and the invocatory varses :
amraifes goE  amEwfared )
s fEd aR  qEdeeEd
Raghu., 1.1

‘;Nuhhbirth,ﬁuhywth,pﬂhubuut.nwhmn r,lﬂﬁmml;mtahlinnflrmbh;
each one individually is the abode of pride, :ht-lhmwbwp:;; combine."
- "ofyuuth,buﬂ,ua.mmmhm'wﬁ&mnyhmuuapﬂdu;mdmnmmm
mind was unaffected by pride.’

* ' Valour, wealth, youth and kingshi mmhinﬂ:iﬁdmllylhumol’pridn; but all these were pre-
sent ir Sriminabhita without change in hi demeanour.’ ot il P

& * Having enj the leastires, reaching the end of his career with his end a ing,
haFﬂ!ih@ﬂfm.ﬂiﬁ&uhﬂmﬂﬂ.mhdMﬁdeﬁckmw to get

* ' With no more love for pleasures, with ignorance removed and fres from attachment, like a lamp with
darkness.’

oil exhausted, whose burning wick had removed .
** T understand properly words and their meanings 1 bow to Parvatl and Paremedvara, the parents of
the universe, who are closely united like s word sad its meaning.’
36 DGA

18
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w gfe: wewEr agfr fafged @ gft « gl
a 3 %m frww gfafrewpr o fear st fre o
ST STREfAEg  aeaTEaE

Sakuntala, 1,1
e FfreafEsmTmea
% e )

Ha shacharita, 1,1 *
mﬁrmq’rﬁmﬁ;ﬂrmmﬁm&m,l
Eﬂﬁﬂmm-ﬂ

Kadambari, I, 2%
Wy sy F g
I A AT S HATEr
oy Wag eI e )

Mukundamalastotra, *
THEAT AR |
T Tt fre admar At o

Kavyadarsa, 1,1°

respectively in the Huli inscription of the Western Chijukyan king Vikramaditys VI
(Epigraphia Indica, XVIII, p. 197), in an inseription from Rajputana (Epigraphia Indios;
X1, p. 65), in many later Western Chélukyan and Vijayanagar inscriptions, in Mahiraja
Kumirapaladeva’s Rewdh copper plate (Indian Antiquary, XVII, pp. 230, 232), in the
Rewih plates of Trailokyamalla Kalachuri (Epigraphia Indica, XXV, p. 5) and in the

same plates are verses for the same purpose from the text of classical poets like Kaliddss,
Bapa, Kulaéekhara and Dandin.

These are just a few odds and ends presented to show the vast scope of Sanskrit
literature in helping the proper understanding of art and archaeology from the literary
point of view and it is no idle claim to say that it is possible to appreciate the different
motifs in the several branches of archaeology like sculpture, architecture, painting, icono-

' ' May Iéa protect you provided as he is with sight ible the first ereation of the erestor
(water), the recipient of du]_',l': offered ::.oriﬁn:isli';ffu:llfm [?n!rp:]hn m, the tw) that detarmine time

(sun and moon), that which pervades the universe having sound as its ty (sky), that which is said to be
the essential element composing all beings (earth), and that by which all sentient bej live (air)."

** Balutation to Sambhu, the pivotal in the ¢ nstructi he igh head is
beautiful with the moon-chaurs on it Lo " th# © nstruction of the thres worlds, whose high

* ' Victorious are the dust nrticlunntbu&nn[thethmqndﬁimdnﬂwﬁuh' that are fondled by
the head of the demon Bipa, t t are kissed by the cluster of crest jewels of ten-headed Rivapa, that rest
on the crown-tops of the lords of gods and demons and that terminate the eycls of births.’

* May the god, the son of Devaki be victorions, mey Krishoa, the lamp of the family of Vyishnis be vic-
torious, may the one dark as the cloud and soft-lim ictors of Earth's
e an bed be victorious, may Mukunds, the remover

" May Saruavati, all-white, the swan-bride in the eluster of face-lotuses of the four-faced Brahma ever
sport in my mind."
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graphy, numismatics and epigraphy only with the help of this great language which Bhava-
bhiiti has rightly termed a divine language :

gepd AW &4t AR WeareqTl  wgiaie:?
And has not the great author of the Mahabhashya, Pataiijali, described this sacred language
as a divine cow :

e FEgErt
And the cow of plenty, Sanskrit literature, yields us new and ever néw thoughts and
explanations for many obscure points still to be clarified in the domain of archaeology
and ancient Indian culture that archaeology is intended to interpret. So the golden key
as well as the descriptive label for the treasure house of Indian cnlture in the museum
of archaeology is Sanskrit literature.

»* Sanskrit is & divine langusge brought into use by grest sages.’
* ‘Literalure is a eow yielding all desirea.’ =






Chiémara "
Chamara-dhdrini
Chamatkira . .
Char-dchara-guru

Charana-kemals
Chatulitiloke

Chatura sra-yina
Chikura

GLOSSARY OF TERMS

jewel-box.

. pesture.

the lady who braves the journey to an appointed place
to meet her lover st night.

eternal (lit. s long as the sun and moon last). -

a drum.

sacred thread composed of deer-akin.

.-nhﬁ;thnhmudﬂﬂufhnrinﬂmon:m

lord.
red dye for feminine feet.

. drum played held almost as in embrace.

mﬁulnmmdmdhyuppingrmhﬁﬂnd'ﬁh
water

. churning of the ocean for ambrosia.

limb,
dance-pose movement.

. dram played placed on the lap.

picture-gallery of th harem.

. appeasement.

screen,
dress reaching up to the foot.

. wild dance of Siva.

drawers.

a flower.

& game of gathering afoka flowers,
musical and dance recital in the harem.

: bracelet indicating suspicious wifehood.

armpit.
an ear-ornament.

house for, offerings to the manes.

hot-tempered lady.

drum.
lhldtydthnmhu{lit.thq town of enjoyment).

. ringlets of hair.
. snake, passionate perscn.

birch bark document.

honorific epithet of king.

pair of chakravikas birds.
flywhisk.

. female chouri-bearer.

clever idea cleverly expressed.

thaiamlufthumimlhudimnimlhuudnol

creation.
lotus-feet,

ciroular ornament suspended by golden chain near

the parting of hair above feminine forehead.
(rectangular) palanquin.

ringlets of hair.

(1

05 )
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Chifd-maha .
Chida-makarikd
Dakshina-patha
Dakshina-nayaka
Dakshinya .
Dampati .
Dopia . .
Danta-patra .
Dauvirika
Devakula
Dhakka .
Dhammills .
Dharma-vijaya
Dhata .
Dhriskta .
‘p‘.’,"ﬁm .
Duida | "
Dhivasa -
Mohada .
Dvira-pila .
Elkivali a
Ela-veni
Gajasnimha .
Frama-fakala
Gumbang
Hamsa-gamana
Harmasaka
Hashaa-mithuna
Haat i
Hostipaka
Ihi-mriza
Indrg-sabhd .
Jaghana .
Jila . .
Jala-kridd .
Jala-tarif-a .
Jila-valaya .
Japd-mukufa
Kakshyd .
Kal-dquru .
Ka'pu-walli .
Kolpa vriksha
Kamala
Kiamaya-tila .
Eonaka-fora

GLOSSARY OF TERMS

the festival of the aderation of the turban of Bidd-
birtha.

jewel for head with makara ornament.

South India and the Deccan.

a lover equally affectionate towards his many wives.

courtesy.

husband and wife.

power.

leaf-scroll-shaped ivory nmmm for the ear-lobe.

door-keeper,

temple.

a drum,

decked feminine braid.

rightecus victory.

Brahmi or Creator.

a lover who is rogue enough to neglect his wife and
annoy her by his attentions to other women.

& drum.

quarters personified feminine like piired-didd or
eastern quarter and v@runi-didd or western quarter.

day personified masculine.

artificial stimulant ¢ trees to fower out of season
as by a damsel kicking, embracing or spitting a
mouthful of wine in accordance with the nature and
taste of the tree.

door-keeper.

pear] necklace.

ungkm“dhu!dmmw
from her husband.

elephant and lion motif,

country cart.

Juvunese type of jalalaranga.

swan gait,

anklet,

sWAR pair.

astitude of the hand in dance.

mahout,

an animal motif of fancy, :

the court of Indra, the Ling of gods.

hips.

oet.

water-sport.

same 13 ombu-mridonga.

perforated bracelet,.

vrown composed of locks of hair.

courtyard,

sweet-smelling dark aloe.

wish-fulfilling ereeper,

wish-fulfilling tree,

lotus.

eymbals,

golden string,
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Kanaka-kamals . . .. . . god ornament haped like the lotus.

Kanaka-patra o = Nt i & 0N Jeaf shaped like palm-leaf scroll for the ear-lobe

Kéafchi - . - ¢ g . pirdle. :

fafichubi . . : T : . . (tit. shirt-wearer) chamberlain.

Kanduka-krigd . - : . . playing with s ball.

Kanth-gilesha 7 i i : : . neck embrace,

Kopcta-pdR ." o1 (o "GP SERNCRERS BN, - dovecot on roof-line.

Kara-kankapa . I = ; i . bracelet.

Karan1 : 4 . . 7 ; . dance-po-e movement.

Eoropdo-wahwls” . w  Le o EERSGRNSSILC, | GRGES with decoration re<embling a pile of pota,

Kara-tals . o= S 2 - | ¥ ‘ hppingofhhﬂlhhpﬁm

Karpa-piire . . . . ' . . jewelthat fills the ear-lobe.

Karpa-veshfana . . . . . . . ear ornament entwining the eir-lobe.

Karmikd ! J : : T  ear ornament shaped after the lotus seed vesse]

Kisu-mélai . ., ol wap i : . Tamil vame for nishka.

Eatabl-mubha .. o o ASORA A hand pos- suggestive of holding flowers.

Kavi-samayn e R O IR | PR convention.

Kvtaka . . - " o 3 % K . n fower.

Keda-pita . - \ i : - _ beantifn! arrangement of hair in loop fashion.

Keyiira ; ; ; - : . armlet.

Ehadga-vihini- ;1§ WS GEE SRR NS, female sword-bearer.

Ehaudiid .- o= S RS 0 DS T e the lady whose lover stealthily loves another snil
acts false to her.

Kinngra-mithuna . . ] - . pair of kinnaras, fibulous creatures half humsan and
half equine.

Ema . <« & P e

Kopand i1 %0 MIneslrlin Soisds . hot-tempered lady.

Kofa . - [ ¥ : i : ., treasure.

Kridd-mayira . . . - . . sportive peacock.

Krida-faila . - ; 4 : : ; . sportive mountain.

Kshudra-ghantika . : : . T . small tinkling lells,

Kubja . ! . : ; % 3 - . hump back in royal retinue,

Kucha-bandha : - . " i : . Lireast bawl.

Kumudini . : ; % : | _ blue lotus pond personified feminine.

Kuydala . : A . . . enr-oroamcnt.

Kutapa-vinyisa ; X . z . musical arrangement in dnnee.

Lalapikd . . .+ s, '+ ocrssmentatthe parting of the hair above the forehead
for women.

Lili-kamala . F : A 2 _ ! , sportive lotus.

Madana-rasa-mah-augha Lo T il lpteaand gushing stream of love.

Madduka . ‘ E 13 ; 1 A . lrum.

Maodhu-misa g ; - 3 - i . month of spring.

Madhyd . . : : ; : . aladywhoisin the bloom of youth and is torn between
bashfulness aad love.

Mahi-purusha-lakshana . : ., characteristic of great men.

Makara-kundals . _ mabara decotated ear ornanent.

Malla . . A : . .+ wrestler,

Maficha . q : . eouch.

Manddin " d k . a flower.

Migd-malat : . Tamil name for a nishka where the coins are mango-

shaped.
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Manjira ‘
Manushya-vihya
Mauli-mani
Mekhala .
Mekhals-bandha

Mithuna
Mridanga .
Mrishga-kundala
Mugdhi .

Multa-tatasika
Mukti-yajiapavita
Naga-dampati
Naga-piia
Naga-rija
Nigaraka
Nakha-kshata
Natya-mandapa
Nayaka-mani
Nayikd-ndyaka-bhdva
Nil-otpals :
Nishka -
Nivi-bandha .
Nritta .
Nritya .
Nipura
Pada-kataka .
Pida-pitha
Padma-dala .
Padma-nibha
Pgdma-riga .
Padmini
Palisa .
FPanava
Pafijara stha .
Paryasika
Paryankikd .
Pataha i
Patra .
Patr-dsana
Patta-bandha
Fhalaka-hira

Pishia-pafich-Gngula
Prasadhikd .
Pratihdri
Pratima-grika
FProudhd

GLOSSARY OF TERMS

anklet,

borne by men.

jewel for the turban,

girdle.

girdle string bondage, i.e., 8 lover getting bound by
the girdle string of his lady for his. misbehaviour ;
:hnﬂofunhﬁdmn‘hhnﬁﬁmmlhm

husband and wife,

a drum.

burnished ear-ring.
a damsel on the thrashold of youth whose bashfuloess
undermines her love.

pearl-set ear-ormament,

sacred thread composed of pearls.
niga-couple,

snake entwining.

snake prince,

& townsman, a man of taste and culture.
nail-marks,

dance-hall,

central large gem in a necklace.

the relationship of lover and beloved.

blue lotus.

necklace composed of gold coins strung together.
knot of under-garment.

pure dance without gesticulation,

suggestive dance with gesture or shhinays.
anklet. '

anklet.

footstool.

lotus-petal.

with lotus issuing from navel.

of lotus hue.

lotus pond personified feminine

a flower,

a drum,

in o caga.

couch,

ocouch,

a drum,

leaf,

& low table or rest for plates from which to eat.
‘ornamented gold strips for turban.

necklace with thres, five or seven jewelled slabs at

intervals,

auspicious marks of th fingers on walls
mcul::n-dpuh = =

m.n:;lﬂml.t‘lmd.lnulfw belping in dressing and
et

amazon royal attendant and usher,
hall of portrait statues.
a lady in full youth whose love tri over her



Pravahara
Praveni .
FPrema-piia

Proshita-bhartrikd .

Firpa-ghata .
Purushottama
Parvi-dvéa .
Pushp-dnjali .
Pushp-doachaye
Pushyaratha .
Rajanka
Rajya-éri
Ramana-viris
Risa-krida
Radand
Ratnikaratva

Ratna-valaya

Rerhita or rechaka .

Sala-bhanjiki
Sambhoga-iringdra
Sandhya :
Sandhyd-nritta
Sangitaka .
Sapta-padi
Sapta-tantri-vind
Barpa-mirmoka
Satha .

Sayana-chitra-ialiki

Simanta
Simandini

‘Sirhha-kap’ .
Simh-dzana .
Sraddha
Sringdra-cheahti
Sropi-siitra
Stana
Stan-oltariya .
Sthina .
Sushira

Svayam-vara .

Svela-padm-Gsana .
Tala-pushpa-puta .

Temierd
Tajanka
Tiluka .

Ti i
- 36 DGA
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superior cart.
long plaited hair.

. entwined in love.
. woman separated from her lord who is away else-

where.
a pot filled with water as auspicious sign of plenty.
best among men.
castern quarter.

. * handful of flowers.
.. pathering of flowers.

pleasure chariot.

! mark of royalty.

royal prosperity.

: lover's message, news from or of lover.

a group dance.

girdle.

of the nature of a receptacle of gems.
gemset bracelet.

dance movement.

: faint streak of hair on the stomaca.

a statue ; n game of gathering sl fowers.
love in union.

evening dance of Siva.

musical orchestra.

seven te walk together by husband snd wife in
thmlgngnnuymboldmmnduhpmhh.

seven-stringed lute.

: the cover of a snake,

a that stealthily loves another damsel and
ends his lady.
picture gallery of the bed-chamber.
parting of the hair. .
wmmﬂit.;hdrwhhhurhnirp-mdinphnﬂng
fashion)

. ﬂiﬂﬂh;muhthtﬂflliﬂn.

lion-throne.

ceremony of the manes.

love. ‘ :
movements suggestive of amorous impatience.

breast.
apper oloth to cover the breasts.
basic dance pose or attitude.
wind instrument like flute.
i i ide's place for her

s gothering of princes at the bri

choice of her husband from amongst them.
seated on white lotus,
a danoe attitude for strewing a handful of lowers.
darkmess.
ear jowel st with gems, peacls, ete,
a flower.

love of the lower order. -
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Torapa-idla-bhai jila
Trikapfaka . . .
Trivali ,

Tula-koli . .
Uddilaka-pushpa-bhaijidi
Uddipana-viblion |
Upamina

Upameya .
Urattha-lindra-malugn
Ordhvaka-myidasiqn
Ushpisha .
Uttamiinige makari . 5
Vackiya - . .
Vadhi .

Figurd

Vaisakia .
Valakhi'yus

Valaya ; : .
Fama-lachani : :
Vimana

Vimaniks . - i
Fana-sthali . : ;
Vapra-krida .
Viri-vikara : .
Varupa pitji .
Firugi-disa . . F
Visakasajjika . ¥

Vastra-yajiloparita .
Fesn-visa © .
Fetr-dgana . .
Viblirama-darpayn .
Viddha . - E
Viddha- ;fﬁ-fa-b.hﬂ_ja.{-;
Vielhiitika .
Vidypest-Lalatry

Fini . a i
Vinoda 5 p
Vinoda-sthdna

Fipan-hi . :
Vipralambha-<riiigim
Firalk ini - "
Vira-srargn | .

Vifa . . .

Frishabha-iriigs
Fraghra-nakha -
Fyangya L .
Yajiiopavita | i :
Yaksha-cadhii-saminya .
Yina-pitra | : '
Yan-dstarana

Yipa . ’ (oL

GLOZSARY OF TERMS

a statuette bracket on a lorane pateway.

an ear ormament.

the throe folds on the stomach, & mark of beauty in
the cass of women.

anklet,

a game of gathering widilaka Aowers,

Factors that fan the flame of love.

ubject of comparison. by

object to which compared.

necklace of gold coins, same as neshka,

drum with the playing side upwards.

turban,

same a8 chudid-makarf.

stated in so'many words,

daughter-in-law, newly wedded bride, young lady in
the house,

snare for catching animals,

a basic danoce attitude (sthdna).

short dwarfish sages that precede the sun.

bracelet.

beantiful eyed damsel,

dwarf in reyal retinume,

dwarf female attendant in royal retinue,

sylvan Biound personified as lovely lady.

sportive butting of elephants and bulls,

water sport, same as jalakrida.

worship of Varaga, lord of the waters,

westorn quarter.

lady who dresses hersell and awaits impaticntly her
lover's arrival,

upper cloth worn in yajiopavita fashion,

the abods of courtesans,

cane-seat,

toilet-mirror,

portrait,

portrait status,

u kind of flower decoration on the braid,

lightuing spouse,

a stringed musical instrument,

Jastimie.

a hobhy,

a stringed musical instrament,

love in separution. -

lady focling the separation from her husband,

heroes' heaven,

an intelligent and witty hanger-on frequenting the
household of courtesans, eto, -

bovine horn ay eornucopia,

ornament with tiger claws used for children,

suggestion,

anered thrend,

yaksha damsels in general,

boat,

carpet uned in the cart,

sacriticial post,

s
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abharapa-samudgakas, 64.
Abhijrinaiikuniala same as Sikuniala.
Abhilashitarthachintdmans, 91
Abbinavagupta, 73, T7.

abhinaya, gesture, T7.
Abkinayadarpapa, T4

abhisdrika, 28, 29, 33.

Abu, Mt., T4, BT,

Achyutardya, 91.

adhamarnpa, 41.

Agoimitra, 18, T5.

Apoivarya, 19, 41,

A Elu.l._:r‘lil ™

Aihole, 24, 42.

Aihole inscription, 101,

Airdvata, the divine elepbant, 9, 7L
Aiyanir, 96.

Aja, 13, 23, 24, 88,

Ajunta, 14, 15, 16, 17, 30, 33, 34, 40, 41, 47, 49, 52,
54, 57, 58, 83, 66, 69, 76, T8, 83, 86, 87, 92, 95.

ajing-yajiopavila, 63, 64.
Akbar, 94

Ji‘fﬁﬂtﬂﬂﬁjﬂ:ﬁ, 1.

alakg, 33,

Alaki, 13, 31,

alaliaks, 63,

iligha, a dance-pose, 74,
dliiigya, kind of mpidaiga, T8,
Allibibid inscription, 78,
alpand, 97,

Amarivati, 3, 5, 10, 16, 22, 23, 25, 29, 30, 31, 34, 35,
41, 44, 49, 51, 57, 58, 62, 63, 66, 67, 70, 73, T4,

71, 79, 81, 83, 84, 86, 8T, 9T,
Auwarudataka, 15, 16, 19, 80,
awbumridanga, 78, 79.
amritakalada, 9,
awritamathana, 8, 9, 10,
Anastiyd, 56,

Anga, 21,

angakdras, 73, T4, 6.

Aukor Thom, temple at, 8, 10.
afikya, kind of mridaiiga, 78.
untahnurachitraidlika, 92,
ununaya, 18,

Anuridha pura, 8, 42, 87,
apavara, 68,

36 DOA

INDEX.

Apparel, 54 .

Appayys Dikshita, 14, 52.
dprapading, a kind of dress, 55,
Apsaras, T4, 78.

drama, 41. b
ardhaquchohha, & kind of necklace, "o,
ardhahdra, s kind of necklace, 58.
ardhamdpavake, a kind of necklace, 58.
ardhoruka, & kind of dress, 55.
Arjuna, 85, 93.

Arthasdstra, 5T.

adoka, 1.

adokadohada, 39,

Adnkan pillar, 3.
aiokapushpaprachdyikd, 1.
Mughlh,i 20,

Atlantes &r:rlhﬂll. 3L
averodhasasgitaka, 20, 76
nﬂlﬂihhhn-wb!ﬂ, o8,
J\}’ﬂdﬁj‘l. ‘-’- “l 9l
Ayodhyikinda, 72.

Badimi, 83.

Bigh, T4, 92, 95,
bakwsurarpa, sacrifice, B8,
Balarima, 80, 85,

Balasiri, 98.

Bali, 9.

balikd, 61.

balimanniketa, 91.

Bigs, 10, 58, 67, 89, 93, 95, 97, 101, 102.
bandhas, 16, .
Bandhumas, 24
Bandhovarman, 8.
Mud“; “r m} 1“’! 93
Barizal, 77.

Bayini, 82

Beliir, 3. .

MFL Tﬁ.l 96,

Besnagar, 12.

Bhigavata, 8.
MWr 45,
Bhandarkar, D. R., 8.
Hmigul. 38, 53

Bharata, 73, 74, 76, 77, T8
Bharatanitys, 77.
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Bhiirat Kali Bhavan, 58.

Bharhut, 3, 6, 11, 12, 16, 39, 44, 48, 49, 57, 58, 61.

65, 73, 74, B9, 97.
Bhisa, 91.
Bhavabhiiti, 92, 103.
Bhavini, 18 fo., 76 fn.
bhkeri, T8,
Bhita, 25, 95,
Bhogavati, 50,
Ghramaraka, 33, 35,
bhujaigatrisitaka, a dance-pose, 74.
bhirjapatra, 88,
Bhitesar, 4, 20, 87, 43, 55, 75.
Bhuvaneswar, 20, 30, 36, 68,
Bird-decoration, 5,

Bodhb-Gaya, 186, 17, 20, 22, 25, 39, 57.

Bodh-Gayi inseription, 101.
Borneo, 88,

Bribadidvars temple, 76, 95,
Brihaspati, 25 fa.
Buddhacharita, 1.-
Buddhist monuments, 6.
Burma, 25, 77.

Cambodia, 8,

Central India, T6.

Ceylon, 5, 42.
Uhaitya-windows, 4 ff,
chakravakamithuna, 49, 50,
Chilakyas, 11, 63, 100,
chimaradhiripi, 34.
{.‘.hﬁ.]_mk}'l.. 73 fn.
Chandapradyota, 25.
Chuydi Megdut, 79,
Chandra, 44.

Chandragupta 1, 23.
Chandragupta 11, 23, 52,
Chandragupta Maurya, 73
Chandedpida, 50, 81,
Chanfira, 80.
Charanakamala, 85 M.
Chatterji, 8, K., 55,
chafuldtilaka, 62,

chatura, a dance pose, 74, 76,
ehalurairaying, 66,
Chaturmukha, 10 .
Chaurapaiichaiika, 32, 52, A0,
chauries, b,

chayana, 83,

Chhadanta jataka, 40,
chhatradhara, 65,

Chhiyi, 46.

Chidambaram, 73,

INDEX

chikura, 33, 35.
Chitragupta, 97
Chitrakiita, 48,
Chitraratha, 70.
Chitraéild, 92 f1,
Chitridva, 96,

Chola, 17, 54, 76, 83.
chiddmaha, T4.
ehiiddmani, 62,

Cochin, mural from, T0.

Cornucopia, 67. z

Corpus Ixscriptionum Indicarum, 8, 35, 97, 101

Court-life, 65 ff,

Cuddapah, 96.

Cupid, 3, 35 fo., 40 fn., 52 fu.

Dacca muslin, 56.

dakshinandyaka, 20, 21, 22.
Dakshinipatha, 54.
Damodara, 84 fo.

Dimodaragupta, 40.

Dinavas, 10.

Dance and Karagas, 73 .

Dandin, 1, 102,

dantakshata, 37,

dantapatra, an ear ornament, 60.

danfavalabhika, 93.

darbhdsana, 70,

Dardura, 72, fn.

Daiakumaracharita, 85,

Dasaratha, 66, 81, 91,

dauvdrika, 66,

Deccani painting, 96.

Deogarh, 63, 64.

Devaki, 102 fn,

devakula, honse for portraits, 91.

Devas, 10,

dhakki, 78,

dhammilla, 31, 32, 35.

Dhanapati, 12.
Dharmarija-ratha, 99,

dharmayuddha, 80, 81,

Dhita, 51.

dhiilichitra, 97,

diggajas, 6, T, 8,

Dilipa, King, 10, 87.

Dilwiira, temple at, 87,

divasa, 44.

Dohada, 39 f,

Drurgi paid, 96,

Dushysnta, 47, 53.
Ditavikya, 68,



Dviraki, 96.

Dviraptlaka, 5.
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ekoveni, 32,

Elephantd, 54, 76.

Ellora, 6, 7, 16, 42, 75, 76.

Epigraphia Indien, 7, 78, 85, 99, 100, 101, 102.
Fpigraphy, expressions in, 99 .

Fatehpur Sikri, 94,

Feminine benuty standard, 50 ff.

Fighting elephants, 80 fT.
Folk-Art, 95 [T

Foucher, A., 6.
(iaja-Lakshmi, 46.
Gajinana, 96.

geja-simha, T9.
pajavakirajhasha, 2,
paja-vigila, T9,

gaja-vyale, 79.
Gaydardditva, 91,
Gandhiira, 50, 79, 80.
Gandharva, 70 fo.

Gangi and Yumuni, 5, 45.
Gangidharamiirti, 18,
Gangaikondacholapuram, 17.
Gangoly, 0. L., 13.
Garada and Niga, 79.

Gilhisaplasati, 5, 32, 55, 59, 86, 89, 90.

Gaugdapida, 86.

Gautama, 94 fn.

Gautamiputra L:‘ittli-llr-‘_li. 98, 99,

Ghantasila, 3, 84.
Ghritichi, 9.
Gitagerinda, AT,
Gali, 66,

golusis, 58,
gramafakafos, H8,
Grantha soript, 80,

auchehha, a kind of necklnee, 5.

Gujarit, 80.
Gummididurm, 66,
Gupabhara, 8 fo.

Gupta, 9, 21, 57, 63, 67, 79, B2, 84, 86, 83,

Halebid, 3, 91,
hallisaka, T4.
haivsaka, & jewel, 28,
harhaa-mithuna, 49.
Hanumin, 100,

Hari, 47, 85.

Harshacharita, 55, 56, 58, 61, 62, 89, 95, 96, 07, 102.

Harshavarddbans, 55, 89,
hasta, 76, T7.
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hastipaka, 66.
Hithignmphi inscription, 97
hema-vaikakshaka, 64.
Hirgsaubhagya, 94
Hirasiiri, Jain monk, 94.
Hoysala, T4.

Huli inscription, 102.
Ihimrign, 2 fF.
Tkshviiku, 11.

Indian Antiquary, 100,
Indian Museum, 10.
Indra, 89,

Indrasabbi, 74.
Indrafailaguhi, 26,
Indumati, 21, 28,
Irandati, 41.

Irivati, 19.
[surumuniya vibira, 41.
Jaggayyapeta, 1.
Jahnu, 90 fu.

Juina temples, 6.

jala, 67.

jalakridd, 20, 41, 68.
jalataraiga, T8, 79,
Jilavalaye, 59.
Jannpadakalyind, 31.
Juri, Yakshi, 96.
Jitaks, 12, 14, 50.
Jiataka story, 92
Jatinukufa, 32,

Javs, 10, 70, 77, T9.
Jjawhar, 83,

Javadeva, 47.
Jimikki, 61.
Kabandha, 83.
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Kadambari, 50, 58, 59, 61, 67, 69, 13, 81, 89, 43, M,

97, 101, 102
Raikexi, 66.

Kailisa, Mt., 3 fn,, 7,42, 72 fo.

Kiilisaniitha, 7.
Kikatindra, 23 fu.
Fakshwi, T2.
Eakutstha, 82 fn.
Ealachuri, 102,
Baldgur, 33.
kilakata, 9.

Kalidisa, 2, 3. 4, 5, 11, 13, 14, 15, 18, 17, 18. 31, 32,
23, 24, 31, 32, 33, 34, 39, 40, 11, 3. H, 45, 16,
47, 48, 50, 1, 52, 53, 55, 57, 60, 83, 65, A7, 68
74. 75, 76, 82, 84, 55, 87, 84, 02, 07, 98, 89, 100,

101, 102.
Kalpasitra, B8,



kalpavalli, 11, 55. krididaila, 41,

kalpavriksha, 9. Krishpa, E‘i. 24, 80, 97.

Kalsi, 88 Krishpadevariya, 91,

Kamali, 23 fn. 41 fn. Krishnd valley, 97.
Kamalisana, 85, Krishna- Y ajurveda, 64,
Kamasitra, 37, Eshatrapa, 98,

kdmayatila, cymbals, 78. kshudraghaniikd, 38,
kanakagdora, 59, Eubera, 72.

kanakakamala, 60. kubju, 66, 67.

kanakapaira, a kind of ear ornament, ), kuchabandha, 24, 56,
Kafchanamili, 93 fn. Kukkutamiérapida, 86,

Kaiehi, 61, : Kulafekhara, 102,
Karchipuram, 91. Eumiradevi, 22.

karchuki, 66, Kumiragupta, 8, 43.
kandukakridd, 42, Kumérapilsdeva, 102,
Kanishka, statue of, 9], Humdirasambhava, 5, 14, 17, 36, 51, 52, 55, 63.
kanthdflesha, 16, 17, kuchita, a dance-pose, 74.
kapotapali, 5, kundala, 3, 51, 59,

karakaikana, 98, Kuntala, 23 fn.

karana, 73, 74, 76, 17, Kiiram grant, 80,
karandamukuta, 32, Kusa, 20, 49.

karpaphil, 61, Kushan, 31, 39, 43, 54, 83, 79. -
hn:ru;.-alir::, 60, Efshmi as, 8] fn.
karpaveshtana, 60, Kufinagara, Buddha's funeral at, 74.
Eirtaviryirjauna, 87, Kusumdnjals, 86,

Eirtikeya, 24. kutapavinydsa, 77,

kifumdlai, 58, Kutei, 83,

Kathdsaritsigara, 76, 91, Kuttanimata, «0,

katisama, a dunee-pose, 74. Kuvalayinanda, 14, 46. "
Kauéimbi, 25, 95, laksha, 11.

Eautilya, 57, 73. Lakshmankati, 77.
Kaveripikkam, 11, 85, Lakshmi, 6, 46, 64 fn.

kavisamaya, 79, 98, Lakshmi on doorway, 6.
Kivyidaria, 1, 102, lalatatilaka, a dance-pose, T4.
Kiryaprakisa, 7. lalagika, 35.

kedapdia, 31, 35, lalita, a dance-pose, T4, T6.

keyiira, 58, Latakaw -laka-prakasana, 86,
khadgamriga, 82, Lavaua, 46.

khadgavihini, 67. lildkamal 3, 23, 43,
Khajuriho, 29, Lion and Elephant, 79,
khandicd, 18, Lokaloka, mountain, 98,
Ehiravels, 97. Lotus-motifs, 86 f,
Kielhorn, 10],

Love = «orts and pastimas, 41 T,

Kimpurusha, 47 fn. Lucknow Museum, 46, 51, 88.

kinnaramithuna, 50, 76,

Lumbini grove, 87.
kwrida, 87, Mackenazis, Col., 41.
kirdti, 88, Madana, 27,
krifamukufa, 32, madhumdsa, 44.
koma, 78, Madras Museum, 11, 81, 90, 94,
Eonpirak, 14, 41. Madurai, 91, 92,
Eondedds plates, 101, Migha, 5, 6, 25, 27, 38, 38, 39,
kriddmayiira, 43,

Mahbalipuram, 4, 6, 99, 100,



Mahabhdrata, 2, 11, 27, 55, 96.
Mahikils, 75.

Mehikita Pillar Inscription, 100.
Mahiimeru, 7.

Mahiniman, 101
mahdpurusha-lakshapas, 85. ,
Mahfrishtra, 96.

mahdsatikal, 89,

Mahisévetd, 60.

Mahendra, 72 fn.
Mahendravarman, 81.
Maithili, 16 fn.
makarakundala, 59.
Mailatimadhava, 50.
Milavikagnimitra, 39, 75, T8.
Malaya, 77.

Milini, 47 fn.

mallaka, & saucer, 69.

Mallas, T4.

Minasa Lake, 62 fn.
mapavaka, a kind of necklace, H8.
Minavys gotra, 100 fn.
maicha, o seat, 68. .
Mandikini, 13.

mandala, 77,

Mandara, Mt., 7, €1 fn.
Mandasor inseription, 8, 97.
Miandhiti, 21, 30.
mangdmalai, 58.

Manibhadrs, Yaksha, 90.
Manimekhalai, 61.
maninipura, 82,
‘maxjira, 27, 62, 63.
Manmatha, 40.

Mannirgudi, 96.

Manu, 8 fo.

Marks of love, 35 fT.

Masculine Beauty standard, 54,
mitarganakra, 2.

Mathuri, 4, 10, 25, 39, 58, 63, 79, 90, 51.

Mathuri Museum, 2, 37.
Mattepid copper plate, 99.
mauli-mapi, 64.

Miyi, 6, 29,
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Moaro, Mt., 7, 8, 72 fa.
Mithuna, 13 ff, 42, T6.
Mohenjo-daro, 95.
Mother Goddess, 95
Mount Abu, 74, 87.
movements of the body, 54.
i . 25, 27, 28, 29, 30, 49, 53, 63, B8,
69, 70, 71, 77, 80,

mridaiga, 76, T8.

mrishtakundala, 59.

Mudririkshasa, 1
Mughal painting,
Mika, 40, 86.

Mukundamalastol
mukididjodka, 0.

8, 66, T3,
3.

ra, 102,

mukti-yajioparita, B3.

Mulkunda, 102 fn.
Malavarman, 88.
Muriri, 47 fo.
Mushtika, 80.

Music and Musical instraments, 77 ff.

Nadidevatis, 5.
Nadi-piija, 5.

Niga, Garuds and, 79,

Ndagananda, 79.
. ndgapdla, 50.

Mill. ﬁr

nagaraka, 35, 53.

Nigirjunakonds, 3, 15, 16, 17, 24, 25, 5,21, 31, 37, 38,
58, 62, 63, 66, 67, 97.

nakhokshata, 36.

nakshatramild, s kind of necklace, 58,
Nalachampil, 94, 97.
Nanighit Cave, 88, 81,

Nanda, 31.

Nandikedvars, T4.

Nirada, 25.

Niiradafilpa, 93-97.

Warasitmha, 41.

Narasimhavarman, 91

Naravihanadatta,

Wirdyana, 84.
Nasik, 3.

Meghadita, 3, 10, 11, 18, 15, 16, 18, 19, 23, 24, 38, 31, Natarijs, 74.
33, 37, 38, 42, 43, 44, 48, B0, 67, 60, 61, 75, T6,  ndlya, T4.
nifyamandapa, T4.

a5, 886, 7.
mekhald, 27, 61.
mekhalibandha, 61.
mekhalakalipa, 19.
minaviji, 2.
Midrakedi, 9.

natyasabha, T4,

T6.

Nayasdstra, 54, T4, 76.
navaghataka, a kind of necklace, 58,

niyaka, 18,

Niyaka kings, 82.
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s INDEX
nayikd, 18, prebfapaichGigula, 89, 67, . hi¥
necklnce, kinds of, 58, Pleasure chariot, 68, N
nepathya, 76, Polonaruwa, 5, i
Nilakagtha Dikshita, 9, Prabhikaravardhans, 89, ; ‘
Nilakapthavijayachampi, 9. prabindaka, a kind of necklace, 52,
nilotpala, 34, 36, Primbanan, 43, 66, 74, 83,
Nirvindhyi, 61 fn, prasidhikas, 29, 30, 63, 64.
nishka, n jewel, 58, Prasannarighava, b1, ot
nivibandha, 55, Pratiparudriya, 23. i
nritya, suggestive dance, 77. pratikdri, 67. .
wiipura, 30, 62, 63. Pratimi-griha, 90 ff. o
Nydyalusum jali, 86, Pratimi-nataka, 91. \
Orissa, 6, 39, Pratyushi, 46.
Ornaments, 57 T, Praugdha-ndyika, 46,
pidakatabas, 30, vravahapas, 68, N .
pidapiphe, 68, pravepi, 32, 62,
Padaravindasatala, 86, praveia, T1. -
Padatiditala, 64. .
Padma, 11, _ ST 2% s
Fadma, type of building, 07,
Padmanibha, 84, Rk o
yadmasri, 46, Plryaghats; £ 8 16 . i
Padmini, 44, 46, pérwed, 4. :
Pikiri, school of painting, 70; Pushpaka, 2, 3, 6. ;
Vihirpir, panels from, 80, pushparathas, 68,
Pila, 56, 79, Pushpivachaya, 38 f.
Pallava, 49, 54, 88, putalya, 58,
Pimpa, 47. Radha, 47
Paichadarti, 85, Raghu, 98,
Panichadikha, 26, Raghus, 66 fn,
Paiichavati, 48, Ragluvaihia, 2, 4, 9, 10, 14, 15, 16, 17, 19, 21, 22
Paydu, 89, 23, 25, 29, 31, 33, 34, 35, 37, 41, 42, 45, 46, 48,
Piyini, 1. 49, 54, 55, 62, 63, 64, 67, 68, 76, 79, 80, 81, 82
Panjubi, 55. : 84, 86, 87, 88, 89, 90, 01, 92, 98, 99, 100, 101.
Parabala, &5. Rijagriba, 06,
Paramedvaravarman, Pallava ktng, 80, rijika, marks of royalty, 66, 5
Pirvati, 52, 97, Ri-j'-ll.‘ijl. al.
paryaiika, 68, Rajesekhara, 91,
paryuikika, a seat, 73. Rijasirhhesvara Pallava, 7,
Pastimes, Love eporte and, 41 ff, rdjusiiya, 88,
"**‘1*‘1":;:: f; Rijendra, 18,
dla- e ‘ g

r;hlipntm. 4 fn. HE!S“L 25, 95,

g Rijputani, 89,
Pataiijali, 103, Rii inting. 70.
Pathiiri inscription, 8¢, u!pﬂt -{mn N
pitrisana, 70. Rijshichi Musenm, 56,
pattabandlzs, 65, Rajynlakshmi, 22, 67,
Pattadakal, 17, 94. Rajyasri, 85,
Pawiiyi, 99, Rikshasa, 3, 21 fn., 81 fn.
phalakakdras, 57, Rima, 66, 70, 91, 92, 100,
phalekavalaye, 57, Ramachandrm, 66,

Pitichas, 31 fn. Ramachandran, T. X., 88,
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Kamayona, 2, 3, 6, 8, 10, 11, 12, 20, g1, 50, 54, 58, Satavihana, 32, 54, 81, 28, 08,
59, 60, G1, 63, 66, 67, 70, T2, 77, 79, 83, 92, 99, Jafha, 41.

100. Satikkal, 89 .
Rambhi, 9. M 46,
Rimeivaram, 91, 96. R Satyabhimi, 22.
Ramnagar, 25, 95. Satyavin, 96.
Ringoli, 97. Sanbhari, 21.
radand, 28, 61. M 93, 94.
Rasatala, 85. Sembianmidev, 91.
rasmilalipa, a kind of necklace, 58 Sena, 56.
Rati, 40 fo. Biam, 77.
rufiphaf.d, 13. Siddhartha, 1.
ratnakalada, 45. Silappadigiram, 61.
ralnavalaya, 59. % aimanting, 30,
Ratnavali, 66, 93. simhdsana, 68.
Rivana, 8, 20, 4, 92, 100. Birmhavishou, 91.
rechitas, T7. Birimadevatd, 61, .
Rewih copper plates, 102, jrshaka, & kind of necklacs,
Royal Fortune, goddess of, 21. J‘W 5, 6, 14, 26, 28, 30, 33, 34, 36, 37, 38,
Royal hunter, 81 ff. i 60,
Rudradiman, inseription of, 101, Bita, 32, 50, 90.
Rulkminl, 22 Sittannavidal, T4
riipdkriti, 23, Siva, Lord of dance, 74, 97.
Sachi, 72 fo. mﬁuﬁbpt, 1:;
Sahi . 5,28, .28, 29, 30, 36, 41, 51. .
P a7 South Indian Inscriptions, 7, 8, 18, 81, 99.
Sakea, 97. g‘im:'é_ T;
Sakuntals, 47, 53. h
Sikuntala, 13, 35, 47, 49, 53, 56, 95, 102. g\:ﬁ. miracle at, 85.
dila, 1. :
Silabhadijika, 1 f. Sri Harsha, 48, o4
Silivihana, 96. Srikathacharita, 61, 63.
Bimavati, 66, &ri Krishna Rijs, 7 fu.
Qan-bhu, 11 Sriminabhita, 101.
Samudragupta, T8, 88. ﬁ-:ipmc-iﬂﬂi- 2. -
Samudrarija, 45, S;ubgin concept, 44 fT.
Sanchi, 2, 6, 10, 11, 16, 41, 57, 73, 84. Srikgaratilaka, 31 -
sandhyd, 44, wmhﬂh“* 8. T, 1L
sandhyanpitya, T4. &rirangam, 82, 96.
Sankarichirys, 84. 814":““- 98,
Saikha, 11. iroyisitra, 61. s
Santinagopals, 96. St-mbh.pnmhhf -
saplapadi, 24. : stanoltariya, 55, 56.
Sarasvati, 74, 78, BS. sthina, ]-"_'l- “', “'::‘m
Sarasvati pujd, 96, Wﬂh' 7 iu '
fardva, o saucer, 69, Budakshind, queen, 1U.
Barawi, 41, 90. Sudaréana, lake, 101.
didrika, 43. Sudarians thhl. 39
Sirnith, 54, 63, 64, B3, w- 30.
sarvatobhadra, of building, U7. Qi
Bakiika, king,t;r Salapini, 97 fo.

Sitakarni, B8, Sumnantra, T2.fn.
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Sundarardmiyana, 47,
Sunga, 12.

Sirya, 44, 46,
Seapnavisavadatia, 25,
Svastika, type of building, 97.
svayamvars, 21,

Bwan Frieze, 3.

Symbols and symbolism, 97,
Tamil literature, 61,
Tanjore, 76, 91.

Tira, 24,

taralapratibandha, o kind of necklace, 58.

tdtai ka, 60,
Tejahpila, 87, 92,
Telugu, 96,
Terrncottas, §3,
tilaka, 33,
Tilakamarjari, 91, 83, 94.
Tilottama, 9,
Tirumala Niyak, 9, 91, 99,
Tiruvilangidu plates, 18,
Tiruvanpimalai, 73
Toilet and Decoration, 30 ff.
Torans decoration, 10,
Soranaidlabhaijika, 1,
Trailokyamalla, 102.
tribhaiga, 5,
trikantaka, 61,
trivals, 51.
Trivikrama, 85,
Trivikrama Bhat ta, 04.
tuldkoli, 63,
Tumbury, 25,
Uchchaitravas, the divine horse, u,
Udaremukha, 53
Udayagiri, 6, 45.
Udayana, 25, 66, 76, 86,
Uri'ayaluﬂdarﬂ'ulﬁi. 83,
Uddalakapushpabhar ikd, 1.
Ujjain symbol, 98,
Ujjayini, 25.

" Umi, 54, 75 fn.
Upanishad, 84,
upalirshaka, a kind of necklseo, 58,
urabhrasampita, 80,
uruh‘.ﬁ-adu'nam-mluya. G,
wrdhvajin, a dance-pose, 74,
tirdheaka, kind of mridafnga, TR,
Urvasdj, 9.
Ushi, 48,
ushyisha, 65,
ultmddgamakuri, 61,

INDEX

witamarga, 41,
Uttaramegha, 40,
Uttarardmacharita, 92, 93.
Uttar Pradesh, 76.
Vadakkuppapayir, 32.
vadhii, 16, 28,

vigurd, 67,

Vaibhrija, 13 fn.
vaihdrika- filpas, 77,
vaikakshaka, 64.

Vik, Sriand, 22.
Vikitaka, 86.
Vilakhilyas, 46.
valayas, 59,

Vilmiki, 3, 4, 20, 83, 99, 100.
vimalochand, 40,
vdmana, 66, 67,
vamaniki, 30.
Vanadevata, 12 ff.
vanasthali, 35,
Vaprakesvara, 88,
vaprakrigd, 80
Varalakshmi, 97.
virivikdra, 41,
Varuga-pija, 5.

odrusi, 44,
vdsakasajjikd, 29, 30,
Vusantaseni, 27, 53, 70,
Visavadatti, 25,
Vadishtha, 22,
vastra-yajropavita, 64,
Visuki, 56 fn.
Vasumati, 29,
Vata-8avitr Fuja, 5,
Vats, M. 8., 46.
Viitsyiiyana, 16,
Vellore, 52, 87,
venibandha, 30,
vedanden, 27, BD,

vesyd, 28,

vetrdsana, 68, 70,
vibhramadarpanas, 64.
Vidarbha king, 4 fn.
viddhachitra, 91,
Viddhaidlabhosjike, 1, 40, 81.
vidhifika, 35.
Vidtishaka, 27, 47, 53, T1, 80,
Vidyiinitha, 23,
vidyutkalatra, 47,
Vijayi, 18 fn,
vijayachehhanda, & kind of necklace, 58,
Vijayanagar, 3, 6, 82,



Vikrama, 70.

Vikramaditys, 96.
Vikramaditya VI, 102.
Vikramorvadiya, 22, 50, 62, 70, 99,
ving, 25, 44, 71, T8,
Viniyaka, 60 fn.
Vindyakachaturthi, 96,
Vindhya, 19 fa.

minoda, 44.

vinodasthinag, 25, 43,
Virakkal, 88,

Virifichipuram, 82.
Viripikeha, 40 fo.

Vishou, 97.
Pishpudharmottara, 73,
Vishpugupta, 73.
Vishnupadidikedintastuti, 84.
Vishyupurina, 85,
Vishpuvarddhana, Hoysals, 91.
Vidvakarma, 91 fo.

Vita, 29, 68 1.

vithis, galleries, 93, 94,

MGIPC—52-38 DGA/53—28.2.55—500.

INDEX

eindha , 24.

Vogel, J. Ph., 2.
Frishabhanuja, 93.
vrishabhairiiga, 67.
Vrishpis, 102 fn.
vyighranakhs, ornament for the neck, 58.
Wema Kadphises, 91.
Western Chi] 63.
Yajia ﬁihhzg';&
yijiika dress, 63.
yajopavita, 63.

Yaksha, 84,

Yakshapraina, 84.

Yokshas (Coomaraswamy), 84.
Yakshi, 4.

Yamapatas, 96,

Yamund, Gadgi and, 5, 45.
yindstarana, 68,
Yadodhari, 67.
Yadodharman, 97.

Yiipas and Horses, 87 fT.

g\ 097

125






PLATE 1

1. Torapabilabhafijikis on Sinchi forapa gateway—Sitavihana, 1st century B. C., Bhopal, Central

Indis. 9. Swan frieze, from the plinth of the Hoysalebvars temple—Hoysals, 12th centary A. D.,

Hajebid, Mysore. 3. atid Yakshas supporting Nisik cave 3—Sitav 2nd century B. C.,

Western Indis. 4 Hesd in kidu from s raths in Mahibalipuram—Pallava, Tth century A. D,
Mahibalipuram, Bouth India.






PLATE 1l

o igarkja carrying piirpaghats from Polonoruwa—b5th centary A. I)., Ceyl 6. Gadgi and Yamuni ordoor-jambs from Buxir,
i ary A. D)., Ceylon. 6. Gafgd . i
Bibar—Gupta, 6t !Mntury A.D., Indian Museum, Calcutta. 7. Monkey and doves on mapdaps from ""“‘ﬁ in Varadarija

“mplb_"ii‘!'lhlﬂﬂ. 15th century A. D,, Kafichlpuram, South India. & Lakshmi on doorway from Sinchi, Bitav 1st century

B. C., Bhopal, Central India.






PLATE III

ik
* e

9, Elephant, caryatides from KaiMss temple —Rishtrakiita, Bth century A.D., Ellora, Hyderabad, Deccan.
10. Devas holding 'l"lmii—?f-h century. A. D., Ankor Thom, Cambodia.






PLATE IV

11. Asuras holding Viisuki—9th century A. D., Ankor Thom, Cambodia.
temple-top—9th century 4. D., Ankor Thom, Cambodia,

12. Chaturmukha Siva head decorating



i



PLATE V

14
13, Sadikha and manidhi from Kiveripikkam—Pallava, 9th eentury
Madras. -14. Kelpavelli, meandering creeper, from Bharhut rail-coping
. ts, eto., issuing from it—Suf
devati’s hand issuing from tree-clump from Bharhut rail-copi

A.D., Madras Government Museum,
showing wine-pat in a sling, jewels and
. Indian Museum, Calcutta. 13. Vana-

3nd century B. O, Indian Museum,

gs, 2nd century B.C






PLATE VI

16. The 1.;',,“ Eastern Gniigas, 14th centory A. D, Kondrak, Orissa. 17, Mithuna panel showing 1l

Ill.d}' I.11r|'||_|:|_g hor face away from wine- Akshviaku, Jed century A. D, h-illil‘jull-lnotufﬂl, South India.

18. Mithuna panel showing the lady stopping the beak of pet parrot with her ear-je wel—Ikshviku,
3rd century A. D)., Nigirjunakonda, South India.






PLATE VII

-~ "" e

19 21

19, Mithuna panel showing close embrace from Kailisa tem o—Rashtrakiita, Sth century A. ., Ellora,

Hyderabad, Deccan. 20. Mithuna showing the lady freeing ﬁemll’ from lover's hold—Sufiga, Ist century

B. C., Bodh-Gays, Bihar. 21. Siva appeasing Pirvati displeased with the prospect of co-wife—Chola,

11th century A. D., Gadgakopdacholapuram, South India. 22. Datshipandyals equally loving towards
his many wives—Eastern Gadgs, 11th century A. D., Lifigarija temple, Bhuvaneswar, (rissa,






4
$
E

i entwining
%5, Madhupina from Ajagti—Gupta-Vikitaks, Sth century A. D., Hyderabad, Deccan.. 24.if:ugiwtuh. h;::" orbosad
neck from Ajapti—Gupta-Vikitaks, Sth century A. D., Hyderabad, Peccan. 25, Konthddlesha & tmmLi.d i
“‘N“m m]"k!‘- &fl 'HMI!I A. Du ?lr[.-ld-lkll. Western l.I'IdII. . Pmm_-g III
Western Chilukys, 6th century A. D., Aihole, Western India.







PLATE IX

of het padmariga ear-jewel and her filakamala ;.,;wn Jotus)—Tiahviku, 3nd ceotury A. D., Nighrjuna-
kopds, South Indis. 29. Mithuns showing lover's pand on the mavel of his lady- Iuﬂ--lhhﬂ.ku,
3rd century A. D., Nigirjunakopda, South India. '
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30. Mithuna supporting garland on rail-coping from Amardvati—Sitavihana, 9nd century A. D, Madms
Government Museum, Madras. 31. Mitkuna showing lover's hand on the girdle and breasts of his lndy-love—

Fastern Gaiga, 11th century A”D., Lifigarije femple, Bhubaneswar, Orissa. 32. Mithuna showing lover
decorating his Iady-Jove—Tkshviku, 3rd century A. D., Nigirjunakoods, South India, 3. The wring Mveas
of spingiira or love—Ikshviku, 3rd century A. D.; Nigirjunakopda, South India.

PLATE X







PLATE XlI

.1.-1.0-&.-‘;'-
. B .\1

39

A7, Vaadhasny dn decked aml impatiently swaiting her lord—Eastern Gadg,

Orissa. 38, Nunds arranging simanta of his wife from Amarivati panel

Madmas Government Moweum, Madms. 30, Yaksha srranging the hair of his wife
Lucknow Museum, Uttar Pradesh.

11th century A. 13, Bhubaneswar,
Gatavihans, 2ud century A. D.,
_Kushan, 1st century A. D,
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PLATE XIII

WIOW 30 WEEL() CIRMSRUVATGE (] vV Sanjues
‘ar

b o, |

i

¥ Amaumeo qipr ‘ejoy—pruy

eepEag wiqpury morg Aqwgoad

QU1 —3009]-9A0] W #% oynunypg 0, Lpu| 0o EEVI-IUN CTF  CYRIPVY ‘Unsm JUeunaeAcs)
podoop-IaAoy (njnnwaq Hummous apivbednyyupey wory doogd wwwy oy woaj YR OF







PLATE X1V

42. Lady examining her marks of enjoyment in & mirror abashed by the spproach of her lover

reflected in the mirror—Ikshviku, 3rd century A. D., Nagirjunakopda, South Indis. 43. Dohada or

the Bowering of the kuravaks tree by the embrace of lovely damsel from Bhartrat—Sungs, 2od century

B. C, Indian Museum, Caleutta. 44. A_pglnng of & lady-love by & dakshipandyaka, music in harem
v

and game of dice from Amarivati mail—Sitavihans, 2nd century A. D)., British Museum, Loodon.






PLATE XV

15, King Narasiitha on & swing surrounded by his ladies—Eastern Gaiigs, 13th century A. D.. Kogirak, Orisa.
46. Couple in cave—6th century A.D., Isurumhuniyavihira, Ceylon. 47. Pirvatl embracing Siva in fear as
Rivans shakes mount Kailisa—Rashtrakiita, Sth century A. D, Ellors, Hyderabad, Deccsn.






PLATE XVI
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PLATE XVII

- .
- __-l-vl"'h [ T—

the solar deity in his chariot preceded by Valakhbilyas, dinpelling

darkness and creating joy, lotus-pond with fowers in bloom and elephant pulling & lotus-stalk, and below—Lakshmi

standing amidst lotnses bathed by d;eyhmta—-'ﬂmhm 2nd century A. D, Provincial Musenm, Lucknow, Uttar Pradesh.

3. Pair of deer, Pallava, Tth century A. D., Mahibalipuram, South India. 54. Doves making Jove on the roof-line

of palace from Bharhut—Sufgs, 2ud century B. C., Indisn Museum, Caloutta. 50. Doves making love on the roof-line
of palace—9th century A. D., Prambanan, Java.

52 Pillar from Lali Bhagat showing above-- SUnrise,
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PLATE XVII

o8 56
55, Nign couple entwined in clost embmce—Eastern Gaiign, 15th contury A. D., Konirak. Orissa. 57. Nigarija and Queen
Gupta-Vikiaka, fth century A; I, Ajagid, Hyderabad, Deccan. 08, Prince's b-m—l];ﬂl-'rihl;lh. Oth century A.D..
Ajapti, H bad, Decean, 00, Palnisana, Tkshvikn, 3nd centary A. D., Nigirunake Soath India. 60 Rims sod
Sugrive ~haking hands in friondahip from & Coebin-murml—i7es-centarr-A. Do






' _ PLATE XIX

Decean, 62 Siva’s dance against elephant’s
from Brihadiévars temple—Chols, 11th

A. D., Ellora, H}':Irrli:wL
Routh India. 63, Dance accompanied by music
century A. D., Tanjore, Bouth India.

1. Ideal Leauty for dance- Gupta-Yikitaka, 6th century
hide—('hols, 19th century A. D., Dilrisuram,






PLATE XX

Hoysala, 12th century AL Ik, Belir temple, Mysore. . 65, Lion and elephant—
6. Roval hunier on’ rearing horse ffom a mapdepo—Vijavanagam,

6l. Dancing figare* from  pillar-bracket
Eastein Gadgn, 13th century A. 1), Kogiirak, Oriss,
fi7. Lotes issuing from Yaksha's navel from Bhumira—QGupta, Sth eemtury A. D,

16th eentary A, IN. South India.
Indian Moseum, Caleutts, €5, Lotus-decoration on halo—Guapta, Sth century A. D., Indian Museum, Calcutts,






PLATE XXI
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PLATE XXII

74 73

79, Righteous war in battle-scone from Amarivati—Satavihana, Snd eentury AD., Madras Government Moseum, Madras,
73, King Tirumala Niyaks and queens—Niyak, 17th century A.D., Madurai, Sonth Lmdha 74 Indra sporting with Abalyd
from a pillar in ﬁ:ﬂp&Lh temple—Western Chilukya, Sth century AD., Paptadakal, Western India.
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