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FOREWORD

I had the pleasure of listening to the discourse
which forms the subject-matter of the present treatise.
It was a revealing topic rare in its range of originality.
Few students of Kalidas or of Indian sculpture could
have done better justice to the subject. . The wide range
of Kalidasa’s aesthetic sense and attainments and his
profound knowledge of human grace of form and
adornment are well known. Scattered throughout his
writings the student discovers a deep knowledge of
music and of the exquisite beauty of Indian dances. In
fact, Kalidasa’s knowledge of feminine gracefulness of
form and toilet is well known and must have formed a
favourable subject of observation among his contem-
poraries. Ile lived in days when the popular fancy
delighted to dwell on the lovely forms of Yakshas and
Yakshinis and their entrancing lives in mystical snowy
abodes, and gradually sculptors and painters delighted
in putting in stone or on canvas Kalidasa’s conceptions
of human grace and attractiveness. In the Meghaduta,
le reveals his profound knowledge of feminine toilet:
buds, flowers, blossoms and tendrils—all have their place
in feminine adornment—flowers for the braid, buds for
curly ringlets, sportive lotuses for the hands to toy
with, fragrant pollen for the face, delicate tendrils for
the ear, nature’s dyes for the feet and eyes. All these
were known to Kalidasa equally well with other soft
artifices that make feminine loveliness so superb in its
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composition. His poems gave expression to all the
knowledge and feelings that were probably the common
possession of the cultured men and women of his times
and it is perhaps a more true theory to hold that the
sculptures reproduced in the present treatise are only
instances of an unintentional parallelism rather ‘than
that they represent a deliberate design to reproduce
Kalidasa’s ideas in rock or stone. It is undoubtedly
true that these sculptures, whatever their true origin,
have caught and perpetuated in a permanent and
imperishable form what were only evanescent
ideas at his time. The amorous poses of his
Yakshinis would have been lost to the gaze of an
admiring world so easily forgetful of its geniuses. The
sculptures shown in the treatise have been selected with
great care by the author and are typically expressive of
Kalidasa’s ideas—though perhaps not intended for that
purpose. It denotes great research on the part of
the author, both in the region of sculpture and poetry,
to be able to make this critical selection and to identify
with passages in Kalidasa’s works. It indicates a range
of research and scholarship rare in these utilitarian
times. We must all feel grateful to the author for his
wonderful production. Let us hope that the publication
will evoke a new vista of scholarship and enquiry, so
fruitful in its consequences on the present age of dead
routine and uniformity.
ASHRAM,

WINTER RoAp, -
MArAgar Hirr, Bousay .M' B AR

April 28, 1942



PREFACE

I consider it a delightful privilege to place before
the public this beautiful booklet, by my friend and
former pupil—Sri C. Sivaramamurti, on behalf of the
Sathskrta Academy, Madras. This booklet contains
the paper which Sri Sivaramamurti read on the
Kalidasa day (29th September, 1941), at Madras,
hefore a distinguished audience, with the Rt. Hon’ble
' Mr. Jayakar in the Chair.

The subject of the discourse in this booklet is
<« Sculpture inspired by Kalidasa”. To Kalidasa, the
whole of creation is art and the creafor is the greatest
of artists. To him, the ArdhanarisSvara synthests sym-
bolises the great synthesis of charm and responsc—the
artist and the ari-critic—sculpture, painting, music,
dance and such other arts on the one hand and poetry
on the otherzform and content—all speech and all
thought. Readers of Kilidasa ought to be able to see
that he had complete faith in this great synthesis and
he lived this synthesis, through and through, in his life
as poet and as man. Every endeavour to understand
and appreciate Kalidasa in this way is highly praise-
worthy. A very successful endeavour in this direction
‘has been made by Sri Sivaramamurti, in this booklet, in
a manner which is quite worthy of him, as a talented
artist-scholar. = Sri  Sivaramamurti’s mind always
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dwells in the realm of art and revels in it. He is
one of the exceptionally gifted Sanskrit scholars
who could expound clearly and sweetly a theme
of this kind. How well he has done his work it is for
Sahydayas to judge. An eminent sakrdayaadorning the
world of politics, the Rt. Hon’ble Mr. Jayakar, has
given high praise, quite deservedly, in his foreword to
Sri Sivaramamurti’s artistic sense and work. To this
eminent son of Bhiratavarsa, the Sarhskrta Academy
tenders its grateful and respectful thanks for the fore-
word he has furnished to Sri Sivaramamurti’s booklet.

The sketches illustrating this booklet were all
drawn by Sri Sivaramamurti himself, on the basis of
several ancient sculptures specially selected by him.
Some of the blocks for these sketches were lent by the
editors of the Journal of Oriental Research, Madras and
the Free Lance Writer in which the particular sketches.
were published to illustrate Sri Sivaramamurti’s articles.
The other blocks were all prepared by the Sarhskrta
Academy, Madras. The thanks of the Academy are
due to the editors for their kindness in having lent the
blocks of the sketches which appeared in their journals.

In the case of this publication also, as in the case
of all the previous publications, the Sarhskrta Academy
feels particularly indebted to the Proprictor of the
Madras Law Journal Press—Sri R. Narayanaswami
Aiyar—for his hearty co-operation and help, in the
endeavour of the Academy to print and publish, from
time to time, useful matter in a handy and attractive
form. The typographical execution and the get-up in:
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the case of this publication are quite consistent with the
high standard usually expected in the books printed im.
the Madras Law Journal Press, Mylapore.

The Sarhskrta Academy would like immensely to-
issue publications of this kind, bearing in mind the
significance of the following epigram :—

“All art is poetry and all poetry is art”.
“q g A dfPed T 41 391 T g1 F@ |
J(Aq a4+ FHEATFAL! A A& ||

Dated 7—7—1942. S. KurPuswAMI SASTRI,
(Camp) President.
Ganapatiagraharam Sanskrta Academy,
(Via) Ayyampet, Mylapore, Madras..
Tanjore District,

S. L. Ry.
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SCULPTURE INSPIRED BY KALIDASA

ARANET GIHT TG |
A AT T8 TERIEEERT | Raghu. i, 1.



INTRODUCTORY*

Kalidasa is the most beloved of zll our poets. His
sensuousness has always endeared him to poets and
readers alike. Indeed, his writings are so charming

that Bana compares them to sweet, fresh blossoms,
lovely and lovable—

forarg 7 a1 awa wtegEeE g |
siifasgwErag agdfa s (| Harsacarita i, 16,
Fragrant are the memories of his verses. They are
enough to inspire the greatest in any field of art.
Kalidasa is a poet to inspire, his knowledge of fine arts
being of the highest order. No greater tribute to dance
has been paid than that by ,Kalidasa who calls it the

sweet ocular sacrifice—
AAIMEARART 79 FEQ HF AT |
Malavika. Act i, 4.
His musical appreciation is voiced in the line agd
#EA AT F0G Malavikd. Act i. There is perhaps
no work of his but has its every page revealing his

aesthetic taste. Kalidasa is not only “the poet’s poet”,
but also ‘‘the artist’s poet”.

Kalidasa’s inspiration has been everywhere. In his
own time and later, all over the land, his verses were

* Paper read before the Samsk_fta Academy, Madras
on the Kalidasa Day on the 29th of September, 1941.
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on the lips of every devotee of art. Painters and sculp-
tors loved to ponder over his lovely descriptions and
inimitable pen-pictures; and they became part of their
aesthetic culture. Without an effort these found expres-
sion in their works as they chiselled the stone or painted
the wall.

The days when Kalidasa lived were days of popular
and ardent worship of Yaksas. Mauryan, Sunga and
Satavahana art has many beautiful examples of Yaksas
and Yaksinis. Classical forms of the Supreme Deities
were honoured and worshipped. But Yaksas had a more
popular appeal among the common folk. The Megha-
dita is a sublime presentation of the Yaksa theme.

KALPAVRKSA AND KALPAPAVALLI

Many an attitude of the Yaksas and Siddhas des-
cribed in this lyric has been utilised by the sculptor.
The Kalpavrksa and Kalpavalli became motifs of great
absorbing’ interest and whole rail copings were covered
with the lovely meandering creeper with ornaments and
silks peeping through its foliage and blossoms.

Contemporary sculptors in the Sufiga empire work-
ing at Bharhut embellished the rail coping with the
Kalpavalli motif. Even in distant Dasarna the ivory
carvers of Vidisa, the city that Kalidasa has so tenderly
described, have embellished the Safichi gateway with the
Kalpavalli and pairs of Siddhas and Guhyakas in.
amorous attitudes. Linked up with the Kalpavrksa
concept is that of the Vanadevatas, kindly spirits that
delight in showering gifts on those who seek their
bounty. The Divine Tree is often represented in early

.
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sculpture with soft silks, dukilas, hiras, angadas, kun-
dalas and other ornaments and apparel peeping through
their boughs recalling the lines of Kilidasa:
M IAREZIOE G801 AgeaniieTd
MBITHTANGAN SERE: Faraq |
Sakuntalam. Act iv.

Sometimes as at Bodhgaya and Mathura the hands of
the Vanadevata laden with gifts show themselves from
near the clumps (fig. 5) and answer the lines
A FARATFASUTAAN AT
ararRen afsasaRaRafa: ||
Sakuntalam. Act iv.
The Kalpavrksa or valli is the storehouse of all ob-
jects of adornment and toilet for the citizens of Alaka.
Kilidasa enumerates all the materials required for
feminine embellishment and adds that they are all sup-
_plied by the self-same Wishing Tree
A qY AR TR
&R G RE@AoTEl fFer |
SIGRET FOHASAGATT = Feqr-
%t g GHRSHASHIST FeqIe; ||
Megha. ii. 12.
Whether Kalpavrksa or Kalpavalli, the motif is

the same, and at Bharhut, sculpture illustrates every line
of the poet and acts as a commentary. The line

{TUET [@FAA is explained by a variety of ornaments
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like pearl necklaces, golden necklets, patra-kundalas,
ratnakundalas, karnavestanas at the ends of the ten-
drils of the creeper or issuing from flowers (hgs. 1,2
and 4). The variegated cloth with flower pattern
worked on it and the soft fabric with delicate folds ex-
plain the lines AT and &9 Fafafrzarg qeur ageAr.
%%, (fig. 3). Wine, the trainer of the eye-brows in
graceful glancesof women, is also supplied by the Kalpa-
vrksa 7Y TaFAfGTHATCRZHH. The madhubhanda or wine-
pot in the $ikyd or net issuing from a flower (fig. 4)
suggests wine tasted by lovers on moonlit terraces
even as the image of the beloved trembled in the
liquor poured in casakas RTATHRRT TY. Ordinary
flowers of individual variety are found in their respec-
tive places but the Kalpavrksa has an infinite variety on
its stem; and this is seen in the different buds, blossoms
and fruits on the same creeper in the sculpture (fig. 1).
Thus all feminine decorations—Kuravaka flowers for
the braid, Kunda flowers for the curly ringlets near
the forehead, sportive lotus for the hand to play with,
Lodhra pollen for the face, Sirisa for the ear and Nipa
flowers for the embellishment of the parting of the hair
—are all supplied by the Wishing Tree

T FemATASH ACFTIIEE
A6l SugERAE TOgAEAT ;|
SRITRT ATFER A6 01 RS
difFd 9 aguAs 9% g T I
Megha. ii, 2.
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The tender shoots on the ears of th

e belovegi= that
maddens the lovers

oo

FaeaagAsy Pt agEar sRamaontia: |
Raghu, ix. 28.
(fig. 6.) and the laksa die for the foot that appeared
like the first shoot of the tree of Love burnt by Hara
' ggaifia TgTaEf eEiTer sAvagae |
Malavika. Act. ii.
are also supplied by the same tree. And the lines
goqigs HE g3 Megha. ii, 12. and &I
FOHRASAFATE T J&A,. Megha. i, 12
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are illustrated by the tender shoots beside flowers,
some to adorn the ear and others to tinge the foot.

YAKSAS, KINNARAS, SIDDHAS, AND LIFE
IN ALAKA

Decked in these robes and jewels the care-free
Yaksas spend their times in sport and gaiety. And these
heavenly pairs repair to the Kailasa mountain where the
waters of the Manasa lake produce golden lotuses,
where heavenly elephants like the Airavata sport,
where the silken cloths on the Kalpavrksa rustle in the
wind. There they sport escaping the heat of the sun in
the shade of Mandara trees growing on the banks of
the heavenly river Mandakini and entertained by her
cool water-laden breeze. Here in their pleasure garden,
Vaibhraja, the Yaksa lovers spend their time daily con-
versing with their divine damsels and erotic companions
along with sweet voiced Kinnaras who daily sing the
glories of the Lord of Riches. In this life of ease and
pleasure there is no tear-drop except that born of pure
joy, no pain other than that caused by Cupid’s arrows
which only helps to unite lovers, no separation except
that caused by love quarrels and no age beyond youth.
All these ideas were in the sculptor’s mind when he
carved scenes that answer this picture of Kailidasa.
Thus great contemporary sculpture in the Sitavahana
realm was inspired by contemporary poetry from the
Sunga empire. The carving (fig. 7) suggests the pic-
ture that the Yaksa portrays to the cloud in the verse
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while the peacock in the vicinity of the lovers seated
on the rocks brings to our mind the wish of Sunanda
addressing Indumati.

HART FERIIAEANE FSATNE RESi |
FANGAT I 978 I Frag AETAHREAG ||
Raghu. vi, 51.
The mountain torrents in the picture remind us
again of the line IASHUIR TIIMEA: Raghu. vi, 60 as
such water particles are sprayed by mountain torrents
TR AR Raghu. ii, 13; and their presence
indicates all that is conveyed by the words ei¥H:-
EEClECIER
The Kinnaras, who enjoy equally like the Yaksas
and are described as

798 (HA0SERAZIATRa: fhakad a9 |
Megha. ii, 10.
are suggested by the pair to the right top which has a

vina of the harp type—the ancient bow-shaped one with
seven strings common in all early sculptures.

? The next figure (fig. 8)isa commentary on the
ines :

wRIAAT: afeeRiRn: gsaam aeig-
g . o
HIUOTAGAZEl BEAT ANTFE: |
; i Megha. ii, 6.
- ~
TS FAggaRaERaEIEE:
TR AREIAT HIH FETr ||
Megha, ii, 10,
The atmosphere itself so full of love and intoxication
echoes the verse



11

¥ qgAqeS I A=490

L.
(!

IR

i |

fRegaamar

-

AIGAHARATTATSENETAT

AFGEIT: FAT

M-

(o3

A1 qEAEagRa |l

-

g @ @3 9 q

Megha. ii, 4.
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Wine cup in hand, they yet exhibit excellent com-
Posure, as the liquor from the Wishing Tree is only
Ratiphala, having the fulfilmant tof love alone fas its

fruit.
I Fe1: (AN R EeaER
AT FGUAT IR GAT: |
HEA-T A VAR FeqIaqgd
FGHEEMAY T95h: IRCAETY ||
Megha. ii. 5.

The plantain trees near by are golden ones like
those around the sportive hillock in the Yaksa’s
mansion

SRS, FARTCITTATINT: |
Megha. ii, 17, .

Wine, the friend of Cupid, the fragrance of which
surpassed Bakula flower and which produced lovely
dalliant sports (vibhramas) without interrupting love,

was tasted by damsels in the company of their consorts,
but the lines of Kalidasa

FiSaETAT-aRFTAN GUNTFITTIRaT |
qiay REARgAgagan gy EQUIATTA (|
Raghu. ix, 36.

‘have a more flowing commentary at Ajanta where
centuries later painters depicted amorous pairs in the
act of Madhupana with grace that would have more



13

than satisfied and even astonished the poet himself
(fig. 9). Here the beloved nestles in the lap of her
lord like a lute and reminds us of the verse

IFATIRIAANET qed FgRrEFIaEy |
A 9 ZIAFAEAT AN T FASFAT |)
Raghu. xix, 13.

The beloved enthroned in the lap of her husband is as
~ often described by Kalidasa as she is so depicted
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by the painter and sculptor who appreciated his theme.
Such lines as

JeqrgIaAIIT QA Raghu. vi, 43,

, \Jg:l\

and EFARE FAFAR INFIURFITIEUAT |
FESHE R gd@: 9953 Tk wWoisteEa |l
Raghu. xiv, 27.
are vividly portrayed for ocular appreciation at Ajanta
as clsewhere (fig. 10). But the pathos in the verse
AN AR TR aRTeAa FIREGAR, |
q (e [AarasEe: qRaEargagan, ||
Raghu. viii, 41.
where the beloved bereft of life lies on the lap of her
husband like a vina with loosened strings, is not less
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eloquent in its sculptural echo at Amaravati in the 2nd
century A.D., at Goli in the next century (fig. 11) or at
Ajanta three centuries later.

But separation and sorrow are unknown factors in
Alaka. This makes the grief of the separated Yaksa

Fig. 11.

all the more poignant, He fondly explains to his wife
through his cloud messenger, how cruel Fate having
separated them, his only solace lay in the close embrace
of his beloved at least in fancy where his emaciated
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body, tear-stained eye, deep sigh, longing and affliction
met hers in exactly the same state. The verse
SgATE 999 agq1 Meana ag
GG I EREIBIGIE s et i
SWIsgIg ARG geadt
geeqrarat @A SRon sgart: |)

Megha. ii, 42.
has no better explanation than
that offered by the master-
piece from Ellora (fig. 12)
which an unknown sculptor
of the Rastrakiita realm has
carved and left as his appre-
ciative offering at the altar of
Kalidasa’s Kavita—poesy. It
also answers the close emi-
brace of the Yaksa pair with
the Yaksa’s hands twined
fondly around the neck of
her lord united with her only
in a dream, and even that
being scarce the Yaksa
requests the cloud to wait

awhile if he found her
asleep,

Fig. 12.

A1 IA: ANEE A @IS HEH-

I FIEIaITIAMT TR |
» Megha. ii, 37.
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The Kanthaglesa coveted by the beloved 15 50 des-
cribed by Kalidasa in lines like

Fig. 13,

FHOBIRIINEAR S h gAgeqed Megha. i, 3,
and  § IHASFISHSAIROT AgAT Raghu. xv, 56
that the very pathos heightens its glory. The artist at
Ajanta has immortalised Kanthaslesa (fig. 13).
The Yaksa suggests what his beloved may be
engaged in when the cloud approaches her at Alaka.
Perhaps she would be engaged in worship or painting

his portrait or perhaps addressing the pet parrot in the
2 2,



18

cage interrogating the bird
whether it remembers its
master who loved it so well.
ISP+ a1 AgEaAi
iR gFEsd
FiEgy: ey ok
& & aw Ik |
Megha. ii, 25.

Among the Yaksis from
Bhutesar near Mathura there '
1s one that almost answers this
description. She is a Guhyaka
woman looking nude but really
drapped in diaphanous apparel.
She stands on a dwarf, a fea-
ture common in most of the
Yaksa representations.. Her
pet parrot is on her shoulder
nibbling at her locks and the
cage for the time is in her hand
while the bird is out of it
IHECEDY 4 (fig. 14). It is noteworthy that
in carving this the sculptor had

i also part of another verse of
( Kalidasa in his mind, the atti-
, _______,___L tude of the dancer described
I in the Malavikagnimitra

: Fig. 14. - which has its echo here.

=

§
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I AiFaiRamaed e
g& [as
FAT FMITF2I9E
qEagh Garad |
IRISYSIZFTFEH
8 qiiare
I Reaniqay

FGISTEIEE. ||
Malavika. Act ii, 6.

The series of Bhutesar rail
pillars with Yaksis appears as
though carved to illustrate the
amorous reminiscences of the
Yaksa in the Meghaddata. In the
top panel there is always a
miniature representation of
some aspect of sambhoga or
love in union of the Yaksa
couple and Ilower down the
Yaksi stands alone in one or
other of her most graceful
attitudes.

A carving showing the
Yaksi carrying a madhubhanda
is a tender picture of (fig. 15)
the woman whose usual delight

Fig. 15.
in wine the Yaksa so weall knew but which he now knew
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she should have given up in her separation and with it
her bhrivilasa.

TECARH ¥ A RregagfFoEm |
Megha. ii, 35.

The woman under the Raktiloka tree, a fine
specimen of Kushan art (fig. 16),
recalls the line in the Meghadiita.

Uh: GeqRaa 98 A44[
g i, 18.

Her attitude as she clings to the
branches recalls

IENGFY FAFAAT: FEAal aia) §

EATFEAFAMI! TSATRTE; [}
Megha. ii, 15.

that of her kicking the tree hav-
ing no doubt its inspiration in the
verse.

FARESIAHATRA A
tHRa@edl &I srgasdnd |
SFGManG Qg uear ar

aloRaREg a1 FeaERTTTa )
Fig. 16. . Malavika. Act iii, 12.

The early carving from the Bodhgaya rail showing
the lover fondling the foot of his beloved as she
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clings to the tree desiring Dohada is reminiscent of
" Agnivarna’s amour :

g @Y FUITEREY Ar8dl T F J97 GRIEA: |
PrAETA: SagRNESIuaran: I
Raghu, xix, 26.
The verse
FEGFY BAFAAT:
Fl=qar qEAr A
LGRS CE il
JrEAraRaE: |l
Megha. ii, 15.

has its parallels elsewhere as
in the Raghuvarsa,

dq QU 933[@ L
gAFAISH! TTHETT |
41 gagFIRIAlAEgaEr

TH7aeg Alg: 9949 @ |l
Raghu. ii, 36.

In a sculpture from Khich-
ing this motif is found port-
rayed so late as the 11th
century A.D. (fig. 17). But
it is a motif which became
so popular that the flight of
time did not dim its memory.
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The sorrowing Yaksa as
he contemplates a mental picture
of his beloved’s face pale, half
hidden by her uncombed locks,
bereft of its full splendour
like the cloud hidden by the
moon

EXIIET FEHAGHTA(H

SHI[ThHA|-
R=R aggauiEe-
Qe )

Megha. ii, 24 .
cannot forget her usual wont
when he was beside her at
Alaka and she like the others

beautified her face with Lodhra
pollen

CIGIRCIPERSEIS S|
qUEARET ;|
Megha. ii, 2.
The picture depicting her
in this attitude (fig. 18), is
among the most beautiful from

Mathura and also recalls the
line

Raghu. xix. 28.
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Eagerly the Yaksa looks forward to the time when
he would reach again his home and unbind the ekaveni
braid of his beloved signifying her separated condition.

TR

b

NS
Fig. 19.

Y Tg FRelRay a1 R@ qm &
FgEEFa EaeagEr a1 agearEaar |
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Bt e BB fen e re e
TSI SEANATHERACT 0T |

e

S 1\

Fig, 20.
MWTEZGATTEHT Srasoiae :
BIARAREGINRISA: qUSEREE || Megha. i, 27.

Megha. ii, 32.

A lovely picture of this
fancy of the Yaksa is por-
trayed by one of the Mathura
sculptors of the 2nd century A.D.
(fig. 19). Here he is unbinding
the braid as fresh flowers are
brought in by the attendants. The
Yaksl is shown emaciated and
with just the ornaments requisite
for indicating her saubhigya.

Gl G=qTqMUHES[
9 gEEd | ,
Megha. ii, 33.

These are some of the many
pictures suggested by the Megha-
diita and immortalised by the
sculptor and painter.  The
cloud’s experiences on its jour-
ney to Alaka as the . Yaksa
supposes are also recorded by
the chisel and brush. Suggestive
of the lines
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is the picture of the flower-gatherer from Mathura
(fig- 20). .Siddhas, lute in hand, afraid of drenching
themselves, make way for the cloud (fig. 21).

Fig. 21.

Sgigar
o (¥ .
RigaaderoaiOIRgwar: | Megha. i, 48.
A lovely painfing from Ajanta showing Siddha couples
flying in the sky studded with clouds and sarasas
(fig. 22) is reminiscent of the verse
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2R L G G TR T L
Foiar: aiaoEan [igzear s |

@AMEE @ATgay AEEata [

- gEanE gaeatiRuaRiEaf |
: Megha. i, 22.
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The adoration of the Buddha’s feet from the
Amaravati rail (fig. 23) cannot but remind us of the

Fig. 23,

reverence shown by the Siddhas to the footmarks of
Siva on the Kailisa mountain.

a7 4% IR AOFERd-gais:
THEGEIEAAIS AKAS: 9G4n: | Megha. i, 58.
Rudrapadas like these are actually carved on the
rocky slopes of the mountain Jehngira. Worship of the
feet was, as shown by Dr. Jayaswal, earlier than Yaska
and both Mahesvaras and Bhagavatas worshipped such
padas.
779 4&i (guiaqeUEd d@erg | Megha. i, 12.
gives the feet adored by the Bhagavatas.

The gay life of the Siddhas and other divine
beings on the Kailasa mountain and the purpose of the
mirror served by the glassy slopes as the tridasavanita
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—heavenly damsels—attended to their toilet are port-
rayed at Sanchi (fig. 24) and the sculptor has given a
second life to the line of Kalidasa.
FeE HRIaRaRIoRaE: @ |
Megha. i, 61.
The raktakanthi sings to the accompaniment of the
ving, the madhubhanda with cup ready for a fill, beside

Fig. 24,
her, Airavata sporting in the lotus-laden Manasa lake.
From a nagadanta is suspended the toilet box whence
the application of all decorative substance is appraised
in the grand mountain slope mirror, Kailasa, the toilet
mirror of all heavenly damsels.

The picture of the Kiritas on the same mountain
following their game in the company of their wives

T AFAREA Kymara, i, 10
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and enjoying the breeze of the heavenly river wafted
by the Devadaru trees that waved the peacock plumes
on their heads

Fig. 25.

arieEiRa@taun ARl §8; &tgacacie: |
AEEIEAET: FARAUEsAT NARmEveas: ||

Kumara. i, 15.

is“splendidly shown in one of the Sanchi panels (fig.
25).
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MOTIES

The Naripravekas described by Valmiki as among
the architectural motifs in the Puspaka palace of
Ravana occur in all early sculptures and their place is
more clearly indicated by Kilidasa who says that these

Fig. 26.

figures are pillar statuettes. Yaksi carvings from
Jaggayyapeta (fig. 26), from the Bhutesar rail up-
rights (figs. 14, 15 and 18), and other figures from
Mathura (figs. 16 and 20), not to speak of a host of
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.others from Bharhut, Bodhgaya are all illustrations of
‘the verse : :
TR AT AR FFITRALAUA |
-~ _ a0 o 0o e ~ A ;
TIAITUAMNOT AFFd GFN=AAIRIE ROHEAHA: (|
" Raghu. xvi, 17.
Generally beneath such figures quaint vehicles
answering the description of Valmiki’s Thamrgas occur.

The most conspicuous of these is the Jalebha, a common
figure in early sculpture. This is described by Kalidasa

Fig. 27.

-as Matanganakra, a word which in unequivocal terms
gives the best description of the animal with elephant’s
‘head and body of fish. The foliage patterns in
Amaravati with Matanganakras between them (fig. 27)
«clearly remind us of Kalidasa's description in his
dine. :

o

AAEAR: SsAITATEMARET R GERHAT |

Raghu. xiii, 11
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The torana Sateway, the most magnificent creation
of Indian genius and of which the best example is to
be seen at Sanchi (fig 28), is described by Kalidisa
to be as beautiful as the rainbow.

TWSHd GURIIARON GG Megha. i, 15.
gmq&n’?{aa\ﬂung Raghu. vii, 4. :

the lines being suggestive as much of the arched
structure as the picturesque and colourful minute
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carving thereon. It is on these
toranas that figures of puspa- _ T o
bhafijika type of toranasilabhafijikal gig=en: o
answering the description R
JEOFT FIRIAT:
Fl7qar aEar q
G RIRIGERTIEGI

ABA-ENT: ||
Megha. ii, 15.
are appended (figs. 29 and 30).
Parnakumbhas or overflowing
vaces filled with lotuses mentioned
by Kilidasa as flanking doorways
are common in early and medieval
sculptures. Resting on the dvara-
vedi (fig. 31) they remind us of the
verse
qENEIRRGE: Jore: qE
S UATCIACICEIG U R
@t EIAREE: gqagwEt

ARARIUMET T2 ARSI ||
Raghu. v, 63.

1. Toranasalabhafijikas are mentioned by Asvaghosa
in his Buddhacarita ; . ' :
HAISF AR ATHIT FAIIT=HAT: |
oRUS [HERaERERT U AWEEIRFT || v, 35.

and attention to this term has been specially drawn by
Dr, Vogelin his paper on Salabhafijika.
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This was such a common sight in the days of the
Sungas and the Sitavahanas that one of the kings of
the Jatter dynasty describes it in one of his gathas

9300079 q B3] gH &1 §ie=BY T=a |
gRiuiEYR” AR° A "geweai” 7 a0 ||

[ R TmaAEe @i g gqEs snaEad |
ERARAT areamf AgeReaTARE G |

Gathasaptasati ii, 40.

Fig. 31.

The Amaravati stipa gateways were flanked by
purnakalasas as may be seen in sculptural representa-
tions of the caitya; and in all early Calukyan temples
these auspicious vases are a feature as also forms of
Sankha and Padmanidhis which Kalidasa describes as

QAR [BReaagRl TGN T T ) Megha. ij, 20.
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APPAREL AND ORNAMENT

Some of the more familiar modes of wear in early

sculpture like the ajina-yajfiopa-
vita (fg. 32)!, mukta-yajiiopa-
vita? (fig. 21) and necklaces with
large central gemS, are directly
inspired by Kilidasa.

The beautiful knot of the
krsnajina yajflopavita in early
carvings forms an excellent
sculptural comment on the line

BT AFGAS ZTFH

Kumara. iii, 46.

Though the original Amaravati slab was lost, one
of the drawings by Col. Mackenzie has preserved us a
picture of the ajina yajfiopavita with the knot as worn

by a sage. Some of the best representations of this
are in Gupta sculptures.

2:
3.

SAMIANGH: Kumara. v, 30;

AT Raghu. ix,

THREREHANT Kumira, vi, 6.

U EHRAMET 99 SRATAG, Megha, 7, 49.

This is one of the many sculptural modes noted by
Mr. V. S. Agrawala, one of the most gifted of Indian
- archaeologists and a rare scholar. See f.n. * on p- 43.
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PORTRAITURE OF LIFE

Among the familiar scenes from Kalidisa no one
<an forget the peaceful asrama surroundings, with
deer frisking about with the least fear of beasts of
prey, peacocks repairing to their trees, women sprinkling
lajas on princes and young damsels at their toilet rush-
ing to see the welcome to a farfamed beautiful prince—
a wonder of his age. All these are portrayed at
Sanchi with a careful fidelity to the poet’s account.
The woman rushing to the window carrying the afijana-
Salaka with but one eye stained with collyrium

Fig. 33.
A9 ZRuAEgTT qaET agRIaamaET |
ﬁ‘a—ﬁ QTHWFTHI%{EE& CF!?[ STSIRHATA Fg=dT ]
: Raghu. vii, 8.
has its illustration at Sanchi where she carries the

mirror as well, an object more easily observed in sculp-
ture than the small Salaka (fig. 33). The application

o
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of the alaktaka to the foot and the slipping on it of the
niipura are so illustrated at Amaravati (fig. 34), as to
answer the verse,

Fig. 34,

JaiSFEFETaTRaAa FEgERma |
SGEIRFGUAIEC SRS 939 daT ||
Raghu. vii, 7.
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The heat in summer is apparent in the pleasure
pond where with the diminishing of water as it recedes
from the steps reaching only the waist of women the.
long lotus stalks appear quite above the water surface

Fig. 35.

o

B9 R JFeTauear@iuagao Fg=Eee: |
Io2qW AR QAL 737
Raghu. xvi. 46..
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This is figured in a painting in far off Dandan
Uiliq, Khotan (fig. 35) where Indian traditions have
travelled as also Kilidasa’s inspiration.

Fig. 36.
ICONOGRAPHY.

The iconography of the time of Kalidasa was not
s0 developed as at a later time. But the Elephanta and
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Ellora caves are directly inspired by Kalidasa’s iconog-
raphic material. At Badami is the figure of Siva
{hig. 36) dancing in Catura pose, with his numerous
hands spread out in bhujataruvana fashion.
IHIgEgTaEa- Aoe3AINEA:
Megha. i, 39.

This is the precursor of the later Gajantaka and
HNateda types.

Kalyanasundaral, Tripurantaka?, Gangadhara3,
Ardhanarisvaras and Rivaninugraha5 are some of the
most important iconographic forms of Siva. His yogic
position on the vedi under the Devadaru trec has

1. € a1 Aegeddd SuE amr@;gr“mexgﬁ: i
FUFE] [N €T FESEA: TarAT U
Kumira. vii, 76.
2. STEIMEYESE Maa FeEah |
Megha. i, 58.

sAfagrAefEmaar ag:qFu0 FEfaaaT |
Raghu. iii, 52.
3. asEsEd gid Heasdr =)= |
FIEEHMUFANET BUUET: || Raghu. xvii, 14.
4. A1 g TATGIYWATST TATFAT: RGNS (I
Kumara. vii, 28.
5. Al | AGEES S RanEag:
Megha. i, 61.
-~ .
(HEEAHRSE Raghu. xii, 89.
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numerous sculptural parallels one of them coming from
Goli and representing prince Vessantara as a hermit.
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Among the forms of Visnu, the boar raising
Prthvil from the ocean, Trivikrama with raised leg2,
Sesasdyi Visnu3 and Padmanibhat are noteworthy. All
these were favourite motifs in Gupta and early medi--
eval period and exactly answer the description of the
poet. :

Gangd and Yamuna flank Siva in Pila sculpture
(fig. 37) in accordance with the description  in the
Kumarasambhava.

AT T TFMEGA daA gEE SAAHEANGE |
Kumara. vii, 42..
The River Goddesses became such a popular motif
that they flanked all the gateways of the Gupta temples
(fig 38).* Earlier, as shown by Dr. Jayaswal, the
motif was a feature in the temples of the Bharasivas.

. AR ST ASAMEAH A, Raghu. xiii, 77.
2. drEl femmaateanmEm
TAMH; QU0 A(STIRATFGAAEET & |)
Megha. 1, 60..
3. AR A GINIFANIRAT TN Megha, i, 50..
AMTARTEATE Raghu. x, 7.
The seated type is at Badami and Aihole.
4, ANTIEIGRIEGT GEAAM: TAAT 937 |
Raghu. xii1, 6.
* This feature in Gupta dooEways and details of
ornamentation like the central elongate gem in haras and
iconographic forms like Kumara on peacock’s back as-
described by Kalidasa have been, I learn, discussed in a
paper in Hindi by my friend Mr. V. S. Agrawala.
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and the Vakatakas, great devotees of Siva. The
Prayagaksetra assumed an importance altogether un-
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Fig. 38.

known in sculpture before Kalidisa and his description
in Raghuvarmsa
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haNl Y S

FlwgaRRReadeawmd akRaaFa |
9 HIS[ ﬁ?ﬁ‘?§5”?ﬂq’iﬁ(@“@ﬂﬂﬁf’ﬂ{q ll
Fi=c@mEf FaaEaE EF\KWHH’WHIET cﬂ%f: |
ST HISEEAT ARG ATTFHRIIT ||
SIS FFERE SRIRSEETR: TadiEad |
GFaF P INGHASE! CHAANSEAAT: S ||
FAT FONETYIE AHIFA TGUERT |
TN @G g F=gaE agaag: |
URTEANBAMAIS ARFANS RN |
AxAEAET FANT TGl it adE@T ||
Raghu. xiii, 54-58.
found a sculptural interpretation of which the hest exam-
ples are at Gwalior and Udayagiri (fig. 39). The lines
¥ AR [MATSAFIHEAE@adFaRd || and
Fiw@mAl FaAFaEr FFEgaTIaE 9 |
are echoed in the figures of Ganga and Yamuna flanking
the doorway, through the flower garland in their hands
and the swans that flutter near their halos whose
contour appears like that of clouds. In the sculpture
from Udayagiri the last verse is convincingly portray-
ed and the immortality attained by those sanctified by
their waters is suggested Dy the deva fluttering above
which reminds us again of the line
SIERCIREIRETCERS e el
SEAMIAWOAIEEIATER aa: ||
Raghu. viii, 95,
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The anthropomorphic concept of River Goddesses
on their wvehicles, the earliest

examples of fwhich #occur at \
Amaravati, has long continued ‘K

to be a motif of importance - X vy
. . 1
and even in late mediaeval = =
gopura doorways of South S -
i : o

Indian temPIes (fg. 40) are %@A \
found flanking figures of a p7% e

woman on makara holding a \
decorative  creeper  running \\!)'

the whole length of the jamb
entwining circular panels all
the way along. These figures
are a combination of Nadi-
devata and Vanadevata concepts
or more strictly Ganga and
Salabhafjika.

o BT, =
— “3.“4-‘
S

<
A
129 .

The gateways are also
flanked and guarded by seated
forms of Sankha and Padma-
nidhig the principal treasures of
Kubera. Kalidasa says that
their figures are painted in
anthropomorphic form. These
nidhis are represented both
~ symbolically and anthropomor-
phically; and in the Pallava
sculptures from Kaveripakkam



(fig. 41) representing the treasures both forms are
present, coins oozing {rom conch and lotus, as in the
famous Suniga Kalpadruma capital, while dwarf figures
are shown beside them, thus answering the line of
Kalidasa

—_———
e A2
N\

TR [EfEaagn Tgaa = g | Megha. ii, 20

Four Lokapalas are usually mentioned in early
literature and Kalidasa calls one of the Tksvaku kings
the fifth Lokapala

—qFH JFHR@EAE. Raghu xvi, 78.*

In early sculpture at Amarivati andelsewhere only
four lokapélas are shown.

Indra rides his elephant Airavata to survey his
city adorned with Kalpavrksa

*  Also TAFATSATAN FAIW, Raghu ix, 24.
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8 g¢ gegasfl: HeugAEweIaq |

HAACIHRR Al ANATIITAT |
Raghu. xvii, 32,

J{(
I] ”in

i n-gi;q‘r’m
1 ,”,-f]‘k & ql l]
TN ff"f%a\ :Wéﬁ

i
Fig. 42 (After Burgess).

2nd this picture of Kalidasa exactly answers the earliest
sculpture of Indra in the Bhaja cave (fig. 42°. The

4
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flower garland on the neck of Indra and the beautiful
turban worn by him remind us of the lines

SR &l and
ASET GHIGOI=E Alfeqranaasia |
Raghu. xvii, 25 & 23.

The back of the Sivagana
Kumbhodara is sanctified by the
padarpana of Siva

aQ e &

TR ITHEEEL:

IRIGONGASIAISA. |

(ﬂl
;

Jafe A Egwmead:
FFAIGL A (Mg ||

Raghu. 1i, 35.

and this has its parallel in
contemporary sculpture, the linga
in the Gudimallam temple (fig. 43).
At Trichinopoly cave and else-
where, in Pallava and Cola scul-
pture the same dwarf continues as
the foot-stool of the Lord (fig. 44
& 45).
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These are but a few instances of tne inspiraticn
tae sculptors of India derived from the immortal lines
of Kilidasa. To enumerate in detail their indebted-

ness to this prince of poets is too great a subject for
a lecture. I have just attempted to help you to realise
vividly, with your eyes, some of the beauties which
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- you, lovers of Kalidasa, have again and again read and
conteinplated on.




INDEX

A

Aesthetic culture, 3.
Aesthetic taste, 2.
Age, of youth, 8.
Agnivarna’s amour, 21.
Agrawala, V. S, 36, 43.
Airavata, heavenly elephant, 8.
in Manasa lake, 28,
Ajanta, 14, 17.
madhupana scenes at, 12.
Ajina-yajhiopavita, 36.
from Amaravati, 36.
in Gupta sculpture, 36.
Alak3, 8, 17, 22, 24.
separation and sorrow un-
known at, 15.
Alaktaka, for foot, 38.
Amaravati, 14, 31.
adoration of Buddha’s feet
from, 27.
stiipa gateways, flanked by
piirnakalasas, 35
Amor(l)gs pairs, at madhupana,

at Ajanta, 12.
Anthropomorphic concept, 47.
Apparel and ornament, 36.
ArdhanariSvarag 41.
Aéram3n75urroundings, peaceful,

Aévaghc;sa, 34.
B

Badami, dancing Siva at, 41.
Bakula flower, fragrance of,
surpassed by wine, 12
Beloved, in lap of lover, 13.
at Ajanta, 14
lifeless, on lap, 14.

Beloved, from Goli, 14.
Bhﬁga;;xtas, padas adored by,

Bharasiva, 44.
Bharhut, 3.
sculpture, commentary on
Kalidasa, 4.
Bhriivilasa, 20.
Bhujataruvana fashion, 41.
Bhutesar, 18, 19,
rail pillars, illustrate Megha-
diita, 19.
Boar, raising Prthvi, 43.
Bodhgaya, 4, 20.
Buddha’s feet, adoration cf, at
Amaravati, 27

Buddhacarita, 34.
C
Calukyan temple gateways,

flanked by pirnakalasas,
Sankhanidhi and Padma-
nidhi, 35.
Catura pose, Siva dancing in, 41.
Close embrace, 15, 16.
at Ellcra, 16.
Cloud messenger, 15.
Conch, ocozing coins, 48.

D

Damsels at toilet, 37.

Dance, sweel ocular sacrifice, 2.
Dandan Uilig, painting n, 40.
Dadirna, 3.

Decorative substance, 28,

Deer and beasts of prey, 37.
Devadaru trees, 29, 41.

Devotee of art, 2.



Divine Tree, representation in
early sculpture, 3.

Dohada, 21.

Dukiilas, on Divine Tree, 3.

Dvirav:di, piirnakumbhas on,
3

Dwarf, as footstool of Siva, in
Pallava and Cola sculp-
ture, 50.

Dwarf figures, beside lotus and.
conch, 48

E

Early medieval, 43.

Ekaveni, signifies separation, 23.
unbinding of, in Mathura

sculpture, 24.

Elephanta caves, 40.

Elephants, sport in water, 9.

Ellora, 16, 41.

Erotic companions, 8.

F

Fate, cruel, 15,
ine art, 2.
Flower garland, 45.
on Indra’s neck, 50.
Flowe;ggatherer, from Mathura,

G

Gajantaka, 41.
Ganga, 47.
flanking Siva, 43.
and Yamuna, flanking door-
ways, 44, 45,
Gangadhara, 41,
Gathasaptasati, 35.

Goli, 14.
Guhyaka, pairs of, 3.
women, in  diaphanous
apparel, 18.
Gupta, 43,
Gwalior, 45.
H

Haras, on Divine Tree, 3.
Wl‘{;l central elongate gem,
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Harsacarita, 2.

Heavenly elephants, sport
Manasa lake. 8.

Heavenly pairs, 8.

Heavenly river, 29.

I

Iconography, of Kalidasa, 40, 41.
Ihamrgas, beneath pillar statuet-
tes, 31.
described by Valmiki, 31.
Iksvaku king, called fifth loka-
pala, 48.
Indra on Airavata, 48.
in Bhaja cave, 49.
Indumati, 10.

in

J

Jalebha, 31. ‘
Jayaswal, K. P., 27, 44.

K

Kailasa mountain, 27.
heavenly pairs repair to, 8.
toilet mirror of heavenly
damsels, 28.
Kailasa slopes, as mirror, 27.
Kalidasa, 4,8, 18,28, 31, 35, 43,
48, 49, 52.
Bana on, 2.
familiar scenes from, 37.
inssplircs Indian sculptors,

inspires painters and sculp-
tors, 2.
on dance and music, 2.
on materials for feminine
embellishment, 4.
on nidhis painted, 47.
inspiration of, in Dandan
Uiliq, 40. :
poesy of, 16. =
Kalpadruma capital, Sunga, 48.
Kalpavalli, motif of interest, 3.
Kalpavrksa, 3.
infinite variety of flowers
in, 6.
in Indra’s city, 48.



Kalpavrksa, storehouse of
adornments and toilet, 4.
motif of interest, 3.
Kalyanasundara, 41.
Kanthaslesa, neck embrace, 17.
at Ajanta, 17.
Karnavestanas, issuing from
creeper and flowers, 6.
Kaveripakkam, 47.
Khiching, child and sapling
motif at, 21.
Khotan, 40.
Kinnaras, sweet-voiced, sing, 8.
pair, with vina, 10.
Kiratas, with wives, 28.
Krsnajina-yajfiopavita, 36.
Kuber:i principal treasures of,

Kumara, on peacock, 43.
Kumirasambhava, 28, 29, 36, 41,
43

Kumbho'dara, Sivagana, back of,
sanctified by Siva’s foot,
40

Kunda flowers, for ringlets near
forehead, 6.

Kundalas, on Divine Tree, 3.
Kuravaka flowers, for braid, 6.
L

Lijas, sprinkled by ladies, 37.
ILaksa die, for foot, 7,
for foot, supplied by Wish-
ing Tree, 7.
on foot, like first shoot of
tree of love, 7.
I odhra pollen, for face, 6, 22.
Lokapalas, four in early litera-
ture and sculpture, 48.
Lotus, oozing ceins, 48.
Lover, fondling damsel’s foot,

Lute, in 'lap,‘like beloved, 13.

M

Madhubhbanda in §ikya, issuing
from flower, 6, ;
Madhupana scenes, at Ajanta,

12.
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Mahesvaras, padas adored by, 27.
Malavikagnimitra, 2, 7, 19, 20.
Manasa lake, golden lotuses in,

lotus-laden, 28.
Mand%kini river, cool breeze of,

Mandara trees, shade of, 8.
Matanganakra, Kilidisa on, 31.
same as Jalebha, 31.

Mathura, 18, 24, 25.

Mauryan, 3.

Meghadita, 4, 6, 7, 9, 10,11, 12,
16, 17, 18, 20, 21, 22, 24, 25,
26, 27, 28, 32, 34, 35, 36, 41,
43, 48

Yaksa theme of, 3.
Mirror, Kailasa slopes as, 27, 28.
Motifs, 30.
Mountain torrents, 10.
Mukta-yajfiopavita, 36.

N

Nadidevata, 47.

Nagadanta, 28.

Naripravekas,
motif, 30.

described by Valmiki, 30,

Nate$a, 41.

Necklace, with
gem, 36.

Necklets, issuing from creeper
and flowers, 6.

Nidhis, in anthropomorphic and
symbolic form, 47, 48.

Nipa flowers, for the parting of
the hair, 6.

Niipura, slipped on foot, 38.

0)

Ornaments on Divine Tree, 3.
P

Padarpana, 50.

Padmanabha, 43.
Padm4a7nidhi, flanking doorway,

architectural

large central



Padmanidhi, flanking Calukyan |

tempie doorway, 35.
Pain, erotic, unites lovers, 8.
Painters, 2, 12, 13, 24.
Pala sculpture, Ganga, and
Yamuna flanking Siva in,

Pallava sculpture, 47.
Patrakundalas, issuing from
creeper and flowers, 6.
Peacock, beside lovers on rocks,
10

and haunt trees, 37.
Peacock plumes, on head, 29.
Pearl necklaces, issuing from

creeper or flowers, 6.
Pen-pictures, 2.
Pillar statuettes, 30.
Plantain trees, golden, 12.
Pleasure pond, in summer, 39.
Poet, 37.
Portraiture of life, 37.
Prayaga, in sculpture, at Gwalior
and Udayagiri, 45.
Prayagaksetra, assumes sculp-
tural imporrance, 43.
Prthvi, raised froin ocean, 42.
Parnakalasa, flanking Amara-
vati stupa gateway, 35.

flanking Calukyan temple
gateways, 35. :
- Parnakumbhas, filled with

lotuses, 34.
flank doorways, 34.
Puspabhaiijika, 34.
Puspalavi, 25.

R

Raghuvamda, 1, 7, 9, 10, 12. 13,
145172 22 31N32,734 530
37 38, 39, 41,43, 44, 45, 48,

Rail coping,.meandering creeper [

on, 3.

Raktakanthi, 28.

Raktasoka tree, 20.

Rastrakiita realm, 16

Ratiphala, wine from Wishing
Tree, 12.
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Ratnakundalas, issuing from
creeper and flowers, 6.
Ravananuyraha, 41,
River goddesses, anthropomor-
phic concept, 47.
combination of Nadidevata,
and Vanadevata, 47.
earliest at Amaravati, 47.
flank Gupta gateways, 43.
lady cn makara, 47.
late medieval in South
£t71d1an gopura doorways,

popular theme, 43.
Rudrapadas. carved on Mt.
Jehngira, 27.

S

Sakuntalam, 4.
Salabhanjika, 47.
Sambhoga, love in union, 19.
Sanchi, 28, 29, 37.

gateway, embellished, 3.
Saﬁkhz;lidhi, flanking doorway,

flanking Cilukyan temple
doorway, 35.
Sarasa, 25.
Satavahana, 2, 35.
sculpture, inspired by Sunga
poetry, 8
Saubhagya. 24,
Sculptors, 2, 3, 8, 13, 16, 24, 28.
of India, inspired by Kali-
dasa, 51.
Separation, by love quarrels, 8.
Sesa$dyi Visnu, 43.
Siddhas, 3, 8.
adore Siva’s footmarks, 27.
gay life of, 27.
pairs of, 3.
with lute, 25.
couples, in the sky, 25.
Silks, on Divine Tree, 3.
on Kalpavrksa, rustle in the
wind, 8.
Sirisa flower, for ears, 6.
iva, in yogic pose, 41.
and sculptural parallels, 42.



Siva, on gana, in Gudimallam, 50.

Sivagana, 50.

Soft silk, with delicate folds,
issuing from creeper and
flowers, 6

Sportive hillock, in yaksa’s man-

. sion, 12.

Sportive lotus, for the hand, 6.

Supreme deities, worshipped, 3.

Sunanda, 10.

Sunga, 3, 35.

Swans, near halos, 45.

T

Tear-drop, of pure joy, 8.
Tender shoots, on ears of
beloved, 7.
Toilet, 28.
Toilet box, 28.
Torana, 34.
Torana gateway, creation of
Indian genius, 32.
best example at Sanchi, 32.
Kalidasa on, 32.
and rainbow, 32.
Toranasalabhafijika,
to torana, 34.
Trichinopoly, 50.
TridaSavanitas, 27.
Tripurantaka, 41.
Trivikrama, with raised leg, 43.
Turban, beautiful, worn by
Indra, 50.

appended

U

Udayagiri, sanctity of waters
suggested at, 45.

v

‘Vaibhraja, pleasure garden,
yaksas spend time in, 8.
Vakataka, 44.
Vanadevata, 47.
concept of, 3.
hands of, near tree clumps,

kinaly spirits, 3.
shower gifts, 3.
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Variegategl flower-worked cloth,
1ssuing from creeper and
flowers, 6.

Vedi, 41.

Vessantara,
Goli, 42

Vidiéa, ivory carvers of, 3.

Kalidasa on, 3.
Vina, 28.
ancient bowshaped, seven-
stringed, 10.
with loosened strings, 14.
Visnu, forms of, 43.
seated on snake, at Badami
and Aihole, 43,
Vogel, J. Ph., 34,

as hermit, from

W

Wine, iriend of Cupid, 12.
fragrance of, 12.
in casakas, reflects image
of beloved, 6,
produces vibhramas, 12
tasted by damsels with lov-
ers, 12
trainer of eyebrows in grace-
ful feminine glances, 6.
supplied by Kalpavrksa, 6.
tasted by lovers, on moonlit
terraces, 6.
Wishing Tree, flowers supplied
by, for feminine decora-
tion, 6.
supplies materials for femi-
nine embellishment, 4.
Woman, kicking tree, 20.
under Ruktasoka tree,
£(L15h3n representation of,
0

with afijanasalaka, at win-
dow, 37.
with mirror and $alaka, 37.
Worship of feet, antiquity of, 27.
Jayaswal on, 27.
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Y

Yaksa, 24.
close embrace of beloved
in fancy, solace to, 15.
grief of, poignant, 15.
unztginding beloved’s ekaveni,

couple, 19.

pair, close embrace of, 16.

beloved, how engaged, 17.

addresses pet parrot, 18.

Yaksas, 3.

popular worship of, 3.

spend time in sport and
gaiety, 8.

Yaksasfagd Yaksinis, examples
ot1,
Yaksi, beautifying face with
pollen, 22.
from Mathura, beautifying
face with pollen, 22.
from Bhutesar, addressing
parrot, 18,
from Bhutesar, Jaggayya-
peta, Mathura, 30.
frgin Bharhut, Bodhgaya,

in g'raceful attitude, 19,
with madhubhanda, 19.

Yamuna, flanking Siva, 43;
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