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NIDHISRINGA (CORNUCOPIA) : ASTUDY IN SYMBOLISM
Moti Chandra

The study of Indian art, iconography and even decorative motifs is full
of complexities and pitfalls as more than often their sources are deeply rooted
m ancient traditions. What may appear on the surface 53 obvious or even
Tantastic may be impregnated with deep symbolic significance which is difficult
to understand without A searching inguiry into the spiritual, religious and
social environments of the people who gave concrete meaning ty the symbols
which they understood perfectly, but whose significance became blurred in the
conrse of their transmission through the ages, 'The difficulty for the proper
interpretation of symbols in this country is also due ta the fact that the religion
which gave purposeful meaning to the symbols, as remarked by A. K. Coomara-
swamy, '‘passed through its greavest crises and underwent the most profound
changes. Vedic ritual, indeed, has survived in part upto the present day; bt
the religious outlook of mediaeval and modern India is so profoundly different
from that of Vedic peniod, 23 known to s from the extant llerature, that we
cannot apply Lo bolli a common designation; medineval and modern Hinduisrm
is one thing; Vedic Brahmanism anothier. The chanyge is two-fold, at once
inward and spiritual, and outward and formal.”! The spiritusl revolution
brought about by the Upanishadic reachings and Buddhist psychalogy shifted
the emphasis from the outer world ta self introspection and final release, but
all these higher thoughts were confined 1o seekers of truth whose number
miust have been limited, Bus astemarked by Coomaraswamy again the ultimare
goai of Indian civilizaton s nor Meksha or Nirvdna, but DManmae or mgrht conduct
which held the people together. Quest for pure knowledge may elevate a
person to higher planes, but an active person belbeving flly in the destiny of
mai secks a persopnl ped, devotion o whom brings the fulfilment of desives.
This conflict between the spiritual and the devotional approaches has not
only coloured the thought processes of the contestants, bul o [ar as ancient
Indian art is concerned it shows the survival of popular religions, beliefs,
symbels and mmngnphy, which inspite of a thin veneer of spirituality belong
to a world which ig not concerned with absmract splnnmltty and metaphysical
speculations but (o 3 world in which Yakshas, Nagas, Siva, ree spirits: and
animals play an importany pary; As remarked by Coomaraswamy It is
natural and reasonable 10 asswme: that these 1deas and deinies: derive, not
from the Vedic Aryan uadition, but, as De Ia Vallée—Poussin expresses it,
from "un certain fond commun, trés riche, et que nous ne connaissons pas
parfaitement."=

1A K Coamargswamy, Febges, Part [, Washinglon, 1928, p. 1-
b pa
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Unfortunately, the sources of the rich popular culture which in course of
time deeply affected Hindu religion, thought and art are seldom studied and
commented upon., Formerly, it was customary with the scholars to discuss
some aspects of Hindo religion such as the fectility and Mother Goddess cults
s the faith of the Dasyus who inhabited northern India before the advent of
the Aryuns on the scene. But one has to be careful now in wsing the term Dasyu
in a derogatory sense. The discovery of the Harappan culture has opened a
new world which should tay to rest the so-called theory about the primitivencss
of the Dasyus who might or might not have been the founders of the Harappan
culture. But one thing is certain that culturally the Harappan people were farin
advance of the much lauded Vedic Aryans. Tt is significant that the religion
of the Harappans shows certain phases of Hindu beliefs, The worship of the
so-called Siva in his Pasupati form, the Mother Goddess, tree spirits, demons
and other supernstural beings, reminds us of its intimate contact with popular
Hinduism through the ages. Harappan sceipt has not yet been deciphered
and therelore one would never be sure about the proper identification of the
wods and spirits represented on the seals, It is also difficult to be positive about
the rituals and philosophy of the Harappan people, though it is possible that,
“there may well have existed rsoteric and philosophical phases of the same
beliefs.”"* It is also possible thar Hindu philesophical systems borrowed certain
elements from the Agamic than Vedic sources. There is a deep rooted belief
that the theistic scriptures or Agamas as they are known were coeval in antiquity
with the Vedas. Though it s difficult to prove this in the absence of the ancient
Agamas, yet there are sufficient survivals in the Vedic sources, speeially in the
Atkaroaveda, the Brilonagas and the Grilpasitrar which stand in contradiction
to the Vedic tradition which must have their roots in the hoary past.

How the contradicting ]:mnﬂplu of the Vedic and Agamic traditions
coalesced and were absorbed in mediaeval Hinduism Tequires not only a
careful study of the Vedas and the epics but also ancieut Indian art which
not only herrays clements confrary to the religion that it professes o serve,
but also represents symbols and decorative motifs which definitely point
their origins to popular sourees. In the study of symbols it is easy to formulate
one's views based on ill digested facts and superficial resemblances. Our diffi-
culty in the scody of Indian symbols is further enhanced by the fact that both
Buddhizm and Hinduism have tried to gloss over the actualities and have given
their ows interpretations but whose sources could be traced to the hoary
antiquity, The unwinding of the complicated skeins of symbols to reach their
original meaning is, however, not o easy, While dealing with the symbols one
has not only to bear in mind literary references sometimes contradictory in
nature, but also avoid sectirian interpretations and hasty conclusions based
on the identity of certain symbals in cultures differing widely in their beliefs,
because symbals are migratory, and may assume different sisnificance in
different places.

t  Coomarmewarmy, fec. ¢if., p. 2
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In the following pages an attempt has been made to bring together the
literary, monumental and archacological evidences sufficient lo present a
fairly clear picture of the *horn' or cornucopia motif designated very aptly
by the Vishmudharmottera Pardge as nidhifringa i.c., the treasure-horn or
comucopia,

Cornucopia is a well-known motif in Roman art, Regarding Its origim
it is said that Herakles in his later adveniures met in the world of the shades
Meleager, son of Oentus, king of Aetolia who urged him to seek the hand
of his sister Deianeira, Herakles however found other suitors contending
for her hand, smong them being the river god Achelous. A duel between them
followed in the course of which the river god assumed the form of a bull, ouly
to have one of his horns torn off. Herakles proved the victor and the Naiades,
or the river nympbs retrieved the severed horn, filled it with fruits and grain
and gave it to the Goddess of Plenty called Fortuna. This was the cornucopia,
or the Homn of Abundance®

The presence of the comucopia on Gupta coins led John Allan to assert
that as the significance of the cormucopia was unintelligible to the Hindus the
motif must have been borrowed from Roman art.? Herald Ingholt following
suit while discribing certain Gandhfira figures holding rhe cornucopia remarks
“an attribute at first sight extremely strange as horn s unclean 1o Hindus."¢
Such statements only show the writers were unaware of Vedic practices, as
Vedic literature stresses the importance of the antelope's born in the Yajfias
and ils use a4 a ritmalistic implement in the consecration ceremony of & king.
The epics as well stress the importance of the horn of a bull, an elephant
tusk, and the gods like Siva and Vishnu are said 1o be possessed of horns.

In the Rigveda and the later Seshikitds, fridga denotes the hom of any sort of
animal. Hence the ‘barky’ of an arrow is also called its horn in the Adtharoaveds.”
Similarly, pviships in the Atharogveds and later denotes an animal horn.
But besides the primary meaning of Jridge and wicidpg the words have certain
symholical connotations which are discussed below.

In the Rigeeda, 1, 163.9, the golden horn (kiragyafriigah) of Indra is
mentioned. There is, however, no indication whether some kind of horned
helmet 18 indicated or whether horn was a part of Indra’s physiognomy.
The latter explanation could not be ruled out as it will be scen luter on that
Siva, Vishgu and Kubers, have appellations which signify their associaiion
with horn; at times icanographically emphasis is laid on this chamacteristic,
In the same bymn (R.F. 1, 163, 11) it is said about the sacrificial charger:

mw g fafizs gearoag s s9f= 0

¢ H. A. Guerber, The Mythr ¢f Groses and. Rumer, Londan, 1648, 5. 153,

b ], Allan, Catalogus o the Coins of Lbr Gupte Dyesaties, London, 1914, p. Inxik

4 Herald Ingholt, Gandhersn ' Ari in Pabine, New York, 1asy, p. 148.

i/ .A.M!;:&I‘ﬂih B. Beath, Vedie fmdex o Namer and Subgects, Vol 11, Delhi, 1g58,
P
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“Thy horns are spread about in all directions;
they move with resiless beat in wililerpess™
Tramlated by R, T. H. Griffith.

The exact significance of the charger's horns is not apparent, but if the
horse here signifies a solar symbol then the rays may stand for horns. Anyway
the idea of fertility i closely associated with the Horse Sacrifice which is said
to bring rain, cause the fruit-bearing plants to ripen and ensure the security
of possession, (S.B, XIIL, 1, g, to). Vishdnin or *horned’ ocours once-in the
Rigreda, VI, t8. 7in the st of the cnemies of the Tritsus, The word literally
means ‘having horns'. Two explanations may be offered for this term: (a) the
word indicates some tribe whose members wore helmets decorated with horns.
They like their allies Alinas, Bhalinas and Pakthas were perhaps one of the
tribes ihabiting the north-west. These *homed men’ (frfgins nerdh) are also
mentioned in the Mahdbhdrata, 11, 45. 26, Here no fabilous beings are in-
tended. Perhiaps they represent one of the Saka tribes in an absolute state of
barbarism wearing skins with the fur turned upwards and horned headdresses-
@ costume used by the Tibetan devil-dancers even to this day. Tt is significant
to note that in north-west India (now in Pakistan), Baluchistan and Central
Asia, the peaple dedicated the homs of hall goats and ibexes to their god, and
that practice, ns will be seen later on still survives in Muslim Jiarats and
Mazars in those regions. In this case Vishdpin may stand for those who were
dedicated 1o the hom culn

The Atharvaveda also uses the word spisga in the general sense of horn' of
any ammal. However, in these Sambitds the medical and magical purposes of
the horn are clearly recognized. The Atharvareda, VI, 6, 14 in this connection
obaerves

7 qf w1 3 e T Fe |
HATHIST; FEITGT 94 & gaa sAfaeartaa! amEia |

“Those bearing horns upon their hands, who first of all approach
brides;

Standing in ovens, laughing loud, those who in bushes flash full
light, all these we banish hence away."—Griffith.

It is apparent fram the manira that the women carrying horns in their
hamds approached the newly married wile fisstly perhaps to ensure her
fertility, symbolized by horns though this fact is oot stressed, and secondly
1o drive away the devils inhabiting the domestic hearth and fields,

The medicinal value of the antelope horm is emphasized in another
hymn of the Atheroaveds, 111, 7. 1-3:

g - TR S |
7 Sy Fmen G 0 10
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= T Fient g T ORI |
Forret Foyey ol e AT g2 0 2 0
aF TEALET FAAE Bi| |
FAT § ®4 SPrTE T s o0 30
“1. Upon the head of the nimble antelope a remedy grows, He has
driven the Kshetriva (inherited disease) m all directions by means of the hor,

2. The antelope has gone after thee with his fem feet, O horn, locsen
the Kshepriya that s knitted into his heart.

4. (The horn) that glistens yonder like a roaf with four wings (sides)
with thit drive out every Kshetriva from thy limbs."
—PBloomfield"s translation.

The Kaishitaki 27, 20-3t explains in detail the rites while reciting the
AV, 111, 7. The practitioner fastened on the patient an amulet made from
the antelope’s horn and gave him water to drink. The relation of the antelope
with the Kshetriya is extremely obscure.®

Another interesting reference to the horn as a medicine appears in
Abharvaseda, V1, 44. 3

THET WAREAAAS, ANA: |
FerarorsT AT A s gt el e i

~ “Thou ars the urine of Rudra, the navel of ammits (ambrosia). Thy name,
furesooth, is Fithdnakd, thou art arisen from the foundation of the Fathers, a
remover of diseases produced by the winds [of the body).™

The hyvmn does not indicate the nature of the disease though Kefava
deseribes it as an epavadebhaishajyars | Kauiika Sii.; g1, 6) and his comment
eaves no doubt that it vegards it as a practice against calumniators. Whatever
might have been the nature of the disease there is some doubr about the nature
of the medicine. Bloomfield ot frst interpreted vishdpakd as some kind of
medirinal plant but later on changed his view. According to him : *Obviously
Kautika interprets sishinakd in st, § as ‘horn’, and a horn that has curative
power we have in 111, 7. 2. 4 (¢f- the sf@ire in the introduction). But sishdpaka
may after all be only the dimunitive of siskips horn™?

However, some other indications in the hymn support a deep rooted
belief in the efficacy of the horn. It is called ‘ihe nsvel of ambrogia® [ampilasye-
ndbiik) and 'the urine of Rudr', A< the navel ol ambroain” jts curative power is
beyond any question. But agthe ‘urine of Rudra® the rishinakd is obviously con-
nected with Rudra as & healer; 48 urife in primitive medicine is supposed to be

¢ M. Bloomiicld, Hymns of the Atharssseds, Reprint, Delhf, 1964, pp- 336-357
' B ppe 48r-gla.

'ﬂﬁ s
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very potent, The comparison of the horn with urine is perhaps based on its
urinous smell, Tt is, however, notahle that here, for the first time, Rudra is con-
nected with horn. Horn is a symbol of fertility and abundance and one of
the features in the complex personality of Rudra makes him a god of fertility
and vegetation (R V., T, 143. 6; [1, 33 7). In this connection Rudra’s con-
ception as inishabka or the bull (R. ¥,, 11, 33-6-8) in the secondary sense also
means &3 onc who caused rain and one with strong generative power, His
healing role is further emphasized in the later Samhutds.

In the later Sahkitds and the Brifhmagss the sacrificial and ritualistic func-
tions of the black antelope-horn is emphasized. The symbolism of the antelope
horn may be gauged from the following legend :

It issaid in Taittirivs Samditd, VI, 1.4, 12 that the Rit and Saman unwilling
to remain with the gods took the form of 3 black antelope for the sacrificial
purpose. The gods fearing that the person to whom they had resorted was
bound to become lord. of all this world called on them and they depositing their
might in the day and the night came up to them. The white is said to be the
colour of the Rik and black that of the Séman and therefore the black and white
fur of the black antelope skin represented the day and night and whatever is
imbued in the two. The black antelope skin represents holy power and there-
fore the Adhvaryu consecrates the sacrificers with holy power.

It is further said that Sacrifice coupled with Dukshina and Indra perceived
this and reflected : ““He who wiil be born of this nmion will be the Lord of the
world. Yajia entered Dakshind and Indra was born. Seeing that some rival
will be born our of the union, Indra tore the womb and Dakshigél was barren
afterwards. Stroking her womb he splivit. He wrapped (the yém) in his hand
and depasited it among wild beasts, and it became the horn of the black ante-
lope, This horn representing the birth place of Indra is banded over to the
sacrificer, “Verily hie mikes the sacrifice united with the womb, the gift with
the wombi, for union with the womib.” “For plooghing thee, for good crop’,
he says. Therefore plants bear fruir, 16 he were to scratch himself with his hand
his offspring would be lidble to the itch; ifhe were o simile, they would become
naked (poor). He scratches himself with the hormn of the black antelope and
smiles, holding it for the protection of his afspring. He should not let go the
hom of the black amelope before the bringing of the gifis (w0 the priesws). If
they were to let go the horn of the black antelope before the bringing up of the
gift, the womb of his offspring will be linble to miscarriage. When the gifis
have been brought, he casts away thie horn of the black antelope back in the pit
(chdteald), The pit is the womb of the sacrificer; the horn of the black antelope
iy the womb venily he places womb in womb, that the sacrificer may have a
wamb, '

In the story of Vik in the Satapatha Bréhmana it is said that Yajfia-was
advised by the gods to meet Vik but she refused to meet him, but recounted

W Taittiryd Sesikisd, tramalated by AL B Keith, VI, 12 3. 67
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her stand after he had wooed her. However, when she came to Yajfia the
Devas ¢ut her off from the Asuras and thus they were deprived of their speech.
"!'n]iin united with her but Indr fearing that a demon was to be born of the
union entered her womb, tore it and placed it on the head of Yajfia. The
womb is represented by the horn of the deer,

The legend in the Taittiriva Samhitd leaves no doubt about the sex symbeol-
izm of the antelope horn whose union with Yaifin results in a good harvest,
The Satapathe legend also equates antelope horn with the: womb and
emphasizes its importance as a symbol of fertility and procreation which is also
the ultimate end of Yajiia,!!

The idea of fridga as a symbol of fertility and procreation is further em-
phasized in the Kapisfhale- Kathe Somkits, XLI1. 2.8 Tt says:

“The Updmin-cup is the female breast (fridgam); the Antaryima-cup
is the semen virile of Indra; the draught of Soma is the offspring. While par-
taking of these cups, Rajana, son of Kuni, feels as if he were suckling the
frmale Lreast (friaga). In that one offers them during the opening part of the
sacrifice, as if he unites a couple for procreation at the commencement of the
sacrifice,"”

Here the comparison of the Upiméu<cup with frifgs, whose secondary
meaning is the breast or more aptly the teat whose blackness and pointedness
may well compare with horn seems to be symbolical. The breast signifying
milk and the semen virile naturally indicate procreation. The contribution
of the two cups one resembling the snaga and the other the semen in the
beginning of the sacrifice symbaolized the sexual union. It is also possible that
the Updmiu-cup may as well represent rhyton [rom which Soma, signifying
fertility, might have been drunk.

In the elaborate ritual prescribed in the Sankhdyana dranyaka’® in connec-
tion with the Malifivrata ceremony which marked the commencement of
the vear at the winter solstice. In this ceremony the Srotriva was provided with
a swing, Udgarri with a seat made of muffjs grass, the Adhvaryu stood on the
bundle of mufia grass and the other priests sat on mats, There were a lute and
other musical instruments including the drums; the maidens who were to dance
on that occasion were provided with water jugs. A hor and chariot were kept
ready and & bow and srmow for the use of 2 king or = distinguished archer, the
target being a round skin. Behind the Agnidhra a hole was dug and covered
with the skin of the sacrificial amimal. After the due ceremonies the swing was
erected and the Hotpi mounted it. Then with the recital of Mahdivrita Samun,
music was played accompanied by drumming and loud eries.. The maids

U Saig. Bed, M1, 8 1. 96
T ain thankful for the vamiaton of the pasage 10 Shr €. G. Kashikar of the Vaidiia
ymn Mandals, Peons

©  The Sdibihdyann Avamynla, tramslaed by A. B Keith, London, 1gof, pp. 7a
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carrving water pitchers danced singing, "O this is sweet, this is sweet”. Then
the king from the chariot shot three arrows on the hide. In the end the drums
were split up, the maidens deposited their pitchers on the altar and the cere-
mbny came to an end,

There iz no doubt that the concept of the ceremony and the equipments
used have a symbolical significance. The ceremony aceording to Keith is a
solar symbol, which is supported by sunbird-shaped altar and the chariot
signifving the sun. The horn signifies abundanee and procreation associated
with the solar energy. The drums and the other musical instruments and dan-
citg characterize the popular nature of the titual. The performance was accom-
panied by a running commentary of praise and criticism by two personsselected
for the purpose. This was probably a priestly refinement as all the versions call
it a dialogue between a Brahmachinn and a prostitute (fragmachdripemschaloyol
sampravadak): It should be noted here that in a Holf dance in Bundelkhand and
Braja. areq two men participate, one acting ss a prostitute and the other a
Bibaji or a Brahmachirm equipped with a shart crooked stafl or horn. They
exchange an obscene dinlogue and then dance, As o matter of fict sexual union
{bhfitdnam cha maithungm) formed a part of the ceremony, ' These two were
supposed promoters of fertility. The dancing of the women pouring water
on the fire probably symbolized rainfall. The king shooting three arrows
on a dead skin perhaps symbalized pierving of the sky to bring déwn the rain,

Dr. §. C. Sarkar suggests that Mahdvrata miglit have been a polite form
of hallfsaka or Ifardseba dance ol refined people or the Holi, or R of the maore
vulear, He however, assigns the musical [eature in the eeremony to Deavido-
Kolariyan affinities with their seasonal orgies and licentiousness, ¥

The black antelope harn had certain purificatory significance as well.
1t is mentioned in the Safa. Brd., 'V, 4. 2. 1, that in the petformance of the
Rajasiiya the king rubbed his body with the water sprinkled with the hornof a
black antelope because the water sepresenited vigour. The symbolism of this
rite seems 1o be that the water which represenis vigour and the source of all
life fortified by the magical propensities. of the homn  strengthened  the
king's authority,

The symbalical importance of the skin and the homn of an antelope is
apparent in certain Vedic sacrifices. In the Aguishfoma sacrifice the
Adhvaryn handed over the skin and horn of a black antelope to the sacrificer,
the horn being tied to his garment. After suspending it 1o the garment the
officiating priest lifiing up a clod of earth addresses it as the symbol of a good
harvest. Ty the same sacrifice the Adhvaryu raises gold with sacrificial dagger
or with the horn of hlack antelope and moves it from left 1o right. This cere-
mony was expected (o encircle the demons (7.4, 1, 2, 5% In the lost smge

W Taittictu Arompele, ¥, 1 5. 13,
W5 O Sarkar, Seme dipecis o the carlier Social Life of Indis, London, 1ol p. oy, fi. 3-
W W, Cuiand and V., Heney, L' Agnidtams, Patis, 1906, p- 297.
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af the pressing ceremony of Soma the horn was deposited in the - Uhiitvald or
Uttaravedi’s hole.

According to the Bhdrededja Srauta Sitra, X, 6. 15 the horn which has three
or five curves by the right is handed over 1o the sacrificer with the formuila,
“Thou art the birthplace of Indrz; do thou not harm me” (T. 8., 1,2, 2, 3)V.
Then he should scratch the limbs with the formula, *O horn, loosen their
knots, if anything has stock to the heart of this persun, if anything has stuck
to the mind of this (person)"* { Maitrdyani Sam:. 1, 2. 2)'8. Further in the course
of the ritual the Adhvaryu draws a line with the horn of the black antelope
with the formuls, “Wealth be with ug (T8, I, 2. 5. 2},

‘One very interesting point which emerges from the above references is
that the antelope horn at some distant past was used as a hoe for tillage and
therefore it symbolizes a good harvest bringing wealth inits turn, It also scems
to have been used as a fetish to guard people against demons.

But besides the ritualistic and symbeolic significance of the hom there are
references to prove its purcly magical quality. In this connection it should
be noted that [or ritualistic purpase only the black antelope’s horn s men-
tioned in the Vedas, the Bribmanas and the Srauta Sitrar. The Kaufika Sitra
is, however, an exception. Here for the first time the magical and symbolic
significance of ivory are siressed, The Sifra while prescribing the charm to
secure power observes™ :

sfergs fafa gfeem (1) efees a=aria (3)
wmaThr W sfem aEr fome (1)

As regards the Sitre | the commentator Kefava explains that in the
performange of this charm a man stood by the side of the tusk. No further
details of the ritual are available, though there s every likelihood that some
kind of magical ritc must have been. performed to ensure or iucrease the
efficaciousness of the ivory which was supposed 1o possess miraculous property
of imparting powet. In the rite mentioned in Sitra 2 the charm was tied round
his wrist, Or even worn #s an amulet or a5 an ivory head (dantamagin), Eventhe
hair of an elephant, fixed with the lac and put inside a gold amulet gerved as a
potent charm,

During the historical times, it will be seen later on, the bull horn along
with the thinoceros-horn and elephant tusk, was used for lusteating the king
at the time of his coranation, though in Vedic literature it is only the black
antelope horn which served that purpose. The Kaudika Sitra XXXI, 6, which
mentians remedial charms lor every possible disease and injury, real or fancied

W Hhdradodia Srant SStre, X, 16,

Lol | o ST

Lol S . - S

® Suurice Bloombeld, (ol Kaxfila SEiva. New Huven, 18g0a, XIT1; 15,
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and for driving out the demons, the role of a bull horn, provided it had fallen
by fuself isemphasized. The meaning of the Sitra is rather obscure. But accord-
ing to the commentator Kedava the born was filled with water and then
charmed; it was then sipped or sprinkied.

A peculiar trait pssociated with the lorn in the Kaufika Siifeq, 103, 106, 1
that if properly charmed it made the fetters suap and fall,

Another magical purpose of the horn which has nothing 1o do with
fertility is mentioned in the Hiranyakesin Grihyasiitra, I, 4. 74, 24, It is said
that if the sacrificer wished that one of his companions or pupils, or a servant
should remain faithfil to him and not leave him, then afier taking hath in the
morning and putting on clean garmenis he should start the practice of the
charm, He is also advised to keep patience with the servanis etc. during the
day and only speak with the Brihmagas. During the night he is advized 10
wriiate into the horn of a living amimal and then proceed to the dwelling of
the pexson whom he wanted to restrain from leaving him. While walking
thrice round the honse rpnnkhng the urine, be muttered the charm invoking
Indra to bind hin with his bond and requesting the god to drive him (serviants
ete:) back to him.

The epics and the Purdnas also lay stress an the sacred character of the
hor, which formed an important article in the rifpalistic implements used
itt the consecration cecemony of the royal coronation. In the coronation cere-
mony of Rama, be, fllawing the Vedic tradition of the Rijasiiya as pro-
poumnded by the .‘fn!up.::ma Bra. held a black znt:lupc horn in his hand (faras-
gasringapanim cha) 2! 1t is further mentioned that in the coronation ceremony off
Sugriva® the monkey chiefs brought water from the oceans and filled it in the
golden pitchers, He was lusteated with water filled in bull horns (rishabhadrin-
gatk) and golden vessels in accordance with the procedure laid down by the
‘sacred books and great teachers.

In this connection the following flaka from the Karpaparean of the
Mahabhirata is worth quoting ;™

dagefammies fragagda: |
sfagwamden: gumrdsTamE: o*
Durvodhana consecrated Karga to the office of the commander-in-chief
by Justrating him with the sacred water filled in the scooped out tusks of

elephants, and o rhinoceros and bull horns and by scattering jewels and
ping frageant and lucky herbs in the ceremany,

b Ramdyana, I, 16, 21,
n Ramdraras, TV, 26, 33-34.
W M. B, VIIL, 6. 37, Jewnal of Nesismatic Socity of Iadia, Vol XVIL (1935}, patt U,

Pp. 9304
S In b test dvaips would meean of leopard' which b sensslem i the context =
has no hom or k. Dr. V.S mﬂqﬂmdlhm
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From the references above it is clear that in the age of the epics at least
besides the black antslope horn of the Vedic period the bull horn, the thino-
ceros? horn and the elephant tusk were also regurded ag a symbol of the trea-
sures, f.¢., COMUCOpIA.

The horn: seems 1o have symbolized water and its power as well. In the
Sata. Bra_ 1, 8.1, 1-6 the Fish (jhasha) which rescued Manu's boat was horned
ane. In the Makabhdrala, T11, 835 the story of Manu and the Fish (matiya) in-
forms us that the fish which Manu had raised gained such stupendous size
in the course of tme that it had to be released into the sea; This creature had o
horn to which Manu’s boat was tied at the time of the Great Flood. There is
no doubt that the horn of the Fish here signifies protection.

The association of Siva and alio Vishny with horn in the Makabhdrata
and the Purinus is obvious. In the Mahdbhiraza, X111, 1263 one of the names
of Siva is Srifigin *the Horned One', & designation which as we shall see later
on is justified by the pumismatic evidence.

In the Lings Purdna however, the designation of Siva as a horned god is
made even clearer. He isdesignated at one place®® as Diptasningaand Ekagringa.
Diptaérifiga or ‘the Flaming Horn' naturally connects Rudra-Siva with Agni.®®
The designation Ekairifiga 'Single-Horned' specifically mentions that Siva
had a single horn. Again Siva is designated as Sringin ‘the Horned One’ and
Srifgapriya 'One who likes horn”?

1t should alse be noted here that Siva in the Lidga Pardnga is designated
as ‘Goat-shaped” and ‘Antelope-shaped’ (gjaswha spigamipascha}®® which may
emphasize his charagter as a hunter hunting wild goats and antelopes—amimale
that are closely associated with Agni in later Vedic literarure.2® Siva is called
the “Protector of Treasures'® thus assuming the role of Kubera with whom
he is clusely connected in Paurdpic literature. He is also ealled Makara®
the leviathan moving in the waters and is obviously a symbel of the waters.™
The makara which is horned in early Indian art is suposed 1o secrete jewels in
its jaws, the extrication of which was supposed to be a great act of valour,

It is alsa interesting to note that in Saivite rituals horn played an impart-
ant part. It is mentioned in the Lidge Purdna, XXV, 22, that a Siva-linga was
lustrated with the horn and the cups made of paldia leaves. To the lustration

Limge Pamipa, XX1, 25.

A A Macdomell, The Vadis Mathalsy, Reprint, Varanaad, 1683, /. 7475
Litgn Purdma, LXYV, b3

B LXV, 65, '

Macdoooell,  foe. ot po 151

Lidga Purlfps, IXY, G

i, XV, 08,

A, K Coomuraswamy, Yakgas, Parr 11, Washington DUC., 1o3t, p. 47
Bhwrtrihari, Nitifotits, 4.
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watter were added the kufs grass and flowers, The Mrigedrigama™ prescribes
that the libation ladle (arghm-patre) should be shaped like & paldfa-leal or
jorus-peral. It was made of faultless vonchshell, mother-of-pearl and horn etc.
and decorated with lotus design.

The horn, however, is not the prerogative of Siva albne, it iy dssociated
with Vishou as well. In the Fiskauteharandma, he is called Mahidridga "Lofty
Horned' (57), Ekadrinigs ‘Single-Horned' (81), and Syingin, the “Horned One’
(85). 1t iz difficult to be sure whether the lollowers of Vishou were consciously
‘appropriating this attributes of Siva or whether the horn symbolizing power,
fertility and procrearion had the same significance for Siva and Vishnu,

An interesting reference to cornucopia oceurs in the Mativa Purdna
in connection with the description of Yajfia Variha®

ST TR & wimrg e |

 Iisevident from the line that Yajiia Varaha is accompanied by his wile
Chhiya, but the editar is not sure of the correct interpretation of the word
manifringa. Apparently the upward curved wsks of Yajfia Variha are com-
pared with maniiringa the ‘jewel produeing hom' 1., comucopia. It is also
possible that the tusk of Vardha had the same significance as the elephant
tusk and the antelope horn, as Variha extricated Earth, the repository of all
treasures, from the nether worlill and supported her on his tusks.

That the meaning and purpose of the comucopia was very well under-
stood in the Gupta period is evident from the following references ©

In the Raghuvewmfa, 1L 2, Sudikshind, wife of Dilipa, holding an akshafa
ar rice pot in her haud and following the Wishing Cow Nandini in the lorest
circumambulated her. Then affering obeisance to her, Sudakshind worshipped
the interspuce between the horns (of the cow) which s described as *the very
gateway to the attainment of prosperity” (frmpantaram dudramivdstrasiddih).

One of the most important references to the cornucopia, however, appears
in the following couplets in the Vidwudkarmnitara Pardne =%

frfrrgTEAtaiTEE T g e |
ﬁﬁﬁﬂﬁﬂﬁﬂﬂ'—[ﬂﬂ AEEETET |} 2 0
FIRTCE gEE @ F STw gFfaar: |

fofaear werorer 8T SO qURE U IS W
Dr. Stelln Kramrisch has tranalated the couplets as follows <", . .. bulls

with the horns (immersed) in the sea, and (men) with their hands sticking out
of the sea (whilst their) body is bent (under water) ... .. ... (oh) great king,

" Mppmdrdgama, VL Ed. by N. ®. Bhatt, Poodichery, g6z, p. 54
oW Raghivar, Mathe Trel telabing e Tgie Veiha, Furdga, Vol. V, 2. 841,
8 Vidkpithossiliea, 111, Edited be Privabals Shih, Baroda, 1g5o; 45, 15-16
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the Vidyftharas, the nine goms, sages, Garuda, Hanuman, all those who are
celebrated as auspicious on the earth, should always be painted in the resi-
dential houses of men,"'¥

Dnfortunately, the transtation hardly givesanv sense. De. Privabala Shah's
explanation hardly improves the matter. She explaing: “All those things
which are regarded as nuspicious by people such as bulls with Nidki horns,
elenhants with Nidhi trunks, (nine) Nidhis, Vidyadharas, sages, Garuda and
Hanuman should gencrally be shiown in them."*8

{ have iranslated the coupless as follows :*#

*0 King, in the residences of inen should alwayy be painted the "treasure
Hors' (midhedringan) of the bulls, the “ireasure handles’ (nidhikartin) made of
elephant tusks (matedgejin), the nidhis, the Vidyidharae, the Rishis (fddlhas),
Garnga, the wldc-ﬁmdm(mmk} (haniiman) , the auspicious women (stmad-
galydh) and other auspicious symbols famaus all over the world."

The Fishnudhkarmottara therefore leaves no doubit that in the Gupia pertod
to which probahly the text belongs, mdlifndga represented by the bull horn
and the elephant tusk was a well recogniséd motif associated with good luck
and fortune.

The legends of Rishyaséringa in the Makdbhdrala and Ramayand again
emphasize the association of the horn with the rain. It is related in M8, 1I,
chapters 110-112, that the sage Vibhigdaka Kasyapa while pracusing austeri-
ties near o lake saw the nymph Urvadi. At the sicht of her his semen fell and
it was lapped up by a hind drinking water from the iake. She was as a martter
of fict a daughter of the gods; whom Bralmi had transformed into a hind
destined b be freed when she gave birth to 5 sage, I due conrseshe gave hirth
to asan who wus named Rishyadrifiga, because he had a horn on his head
The innoeent sage theveufter led a guict life'in the forest. Av thut time the
territories of Lomapida, the king of Afiga and a friend ofDagaratha, went with-
ont rain because Indra way prejudiced againgt him, a3 he had been false o a
Braliman, Naturally, after appeasing the Brahmans he discussed the ways and
means with his ministers for bringing Rishyatringa who aloue conld bring the
life-giving rains to his counwry, With their advice a counesan accompamed
by a number of womet was commissioned 1o bring the Rishi 1o Afiga’s capital
Champi. The elever courtesan constructed i floating hermitage which she
left at a short distance from Vibhindaka' hermitage, and then sent her
daughter to tempt Rishyadrifiga. She managed 16 lure him with palstable food,
drinks, garments and flowers and after arousing his passion with tender caresses
left him under some pretext. Poor Rishyatrifiga innocent as he was of the viles
of the world, 6n being questioned by his fither informed him that he pined to
meet the beautifill Brahmachirin, His father atonee guessed what was happen-

M Suelle Kraimriach, Th Fbpwlhomatisg (Part 111}, Colealta, 1028, pp. 6oy,
o Pirpudirmoites- Prdpa, Third Khanda, Yol 11, Beroda, 1062, gp. 195196.
o Billetin of the Prince of Wale Muiess, No, 7, 1055-1062, p. 8.
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ing and tried to dissuade his son not to bother with the Brahmacharin. But
while he was away the courtesans allured Rishyakrifiga to the boat and brought
him to Lemapida, who had prepared a beautiful forest for the pleasure of
the Rishi and kept him in [emale apartments, Suddeuly the rain poured down.

Pleased at that the king gave away his daughter Santd in marringe to him %

I the Rishyasringa legend a point that deserves our attention is that
his horn must have been the horn of an antelope becawse he was born from a
hind. The association of the black antelope horn with the waters, Indra the
rin god, fertility and procreation has already been stressed.

The lorn in Vedie literature is inainly associated with the gods, though as
will be seen later ou, horned goddesses are known in early Indian sculpture.
The horn is associated with the temples of gods and goddesses. Kshemendra
refers 1o the association of $rf with ivory in the following couplet which has a
double meaning ;

A FEPW w99 e |
77 femar fE=ver smeammaitar o

The first meaning of the verse s that S indeed resides in the dirty teeth
and the smoke-blackened blanket of & miser {fubdha) a8 she is habituated 1o
patronize the lowly and despicahble,

The sccond meaning ol the couplet is: that &ri lives in' & dirty elephant
tusk covered wilh a smoke blackened bianket belonging to a hunter as she
patronizes the lowly umouchables. This meaning points out to a cerwin
cistom'of the elephant humers who worshipped the tusks as the symbol
of Sri-Likshmi. It was natural as ivory was a lucrative souree of income in
ancient times.

11

Belief in the efficacy of the magical property of the horn seems to have
been of wide prevalence in Central Asia, Afghanistan, Baluchistan, Spiti,
Ladakh exc. Sir Aurel Stein while moving from Aksy in Central Asia along
the foot of the Tienshan range to Uch-Turfan and hearmg about the existence
ol same ancient town searched and found out Kaka<jade peaks. In the Chal-
Kaile grazing grounds he lound the enclosure of the Jfaral had all the usual
votive offerings of the orthodox Muhammadan shrines in those parts—horse
skulls, hovas of esispeli and wild goat, rags fastened on siaffs, e1e43

" Far olher sersions o the atory e Alamlied JGtaka (No, 529) and Nalasikd Jimka
(Wo: 4zh), The ]_i,'ull.ﬂ-;u‘lv ligrnd peemia 1o have been vory moch alive in the Buddhin
worid ol the 7l century. Yimn Chwang b L 10 m bope i the pelghbouchond |of
Peshmwar, whriw vhie ki whn i callod ga i wappoacd 0 have Hved. T. Watters,
{n Yumi Vol 1, London, 1904, p. 218,

L& nwh; Ill g0,
H F R AS, w0, pp SeSi4
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In Ladakh the ram horns are fixed 1o the stems ol fruit trees as i propitia-
tory offering at the time of an eclipse and the trees thus protecied are believed
1o bear an unfailing crop of the choicest fruits 4

Dr. Francke found on s rock between Kargil and Chanigund and Shimsha
Kharbu at a place called Dongga in the Dard Distrirt of Kashmir, the fignres
of ibexes. On further enquiry he was informed that the ibex is 2 symbol of
fertility in Ladakh, similar to the ram iy Eahanl. The pre-Buddhist divinities
Kesar, Bruguma, etc:, are invoked 1o grant children. When one is born, the
neighbourers make a present of flour ibex to the happy family.*

The local shrines mn the Himalavas are deeorawed with the horns of the
wild sheep, ibexes and goats. Tn Persia as well many houses are adorned with
ram-heads fixed 1o the cormers near the roof with i view to protect them from
misforiune, Tn Baluchistan and Alghanistan it is customary o place the horns
of the wild goats and sheep on the walls of forts and mosques. 1t is said that
Akbar covered hiy Ko-Mizdrs or milestones with the horus of the deer he had
hunted, The conical shape of the Banjara woman's headdress was originally
3 horn and many classes of fakirs tie a piece of hom round their necks. We
hiave the well-known Horn of Plenty, and it is very common in lolk-tales 1o
find objects taken our of the ears or horns of the helpful animals 44

In India proper, the mngu:ul property of the horu is appreciated both by
the Hindus and Buddhists. [t is a well-known fact that in Uttara Pradesh wll
recently stag horns were hung at the entrance of the house 1o ward off evil and
bring good forfune. Their medical value was also well recognized. Inthe valley
of the Chandrabbiied (e Chenab) ko every Devi temple some splendid horns
are found, It has been olserved that when the animals in winter come down to
the altitude of 6,000 feet they are driven back in (he snow drifts and sacrificed.
Afler their heads are cut off, the horns are put upside down in the pent rool
of the temple.®® In his recent tour of Spiti, Mr. G. D. Khosla saw in the Kye
Gompa nsiled on the doorway a stuffed ibex and barhal with besutifully
preserved horns.

The antelope horn, however, lias & specinl sanctity among the Gorakh-
punthi jigis. They formerly carried the horns (siagf) as a part of their
equipment which they blew. Even now they carry the sidgnid or whistle made
either of black buck or stag horn or of thinoceros horn, which is a necesary
part of the equipment of a Yogi. The whistle made of black antelope’s hori is
thie most popular. A story is related in this connection. Bharerihan, while going
after & stag accompanied by seventy hinds, was unable to follow him. The
stag, however, allowed himself to be shot an certain conditions, one of which
was that his horn should be used for o Yogi's whistle s

" W, Crook, The Popsfer Religron wnd Folk-fove of Navtheen M, Vol, 1, London, 1896, p. 23
“ A H Francks, untiguetitn of fudign Tibet. Pare 1, Caleatts, 1414 pp. tog-tog. B XLIV.
- ﬁm:th-lnl Vol. 1L, p. 225
- -l:mpn:r HXVIL p. 56
o GO Bhoala, Mimgknan Gl London, 1050, j 1ol

G. W Briggs, Gorakbagth und the Famphata Figts, Galonita, rg48, pp 13-4
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Ttis evident, therefore, that in Indian folklore and religions the protective,
procreative and medicmal valuesof the horn are well realized. 1t is also signi-
ficant tonote that even in the Muslim mosques and. Jiarats of Central Asia,
Adghanistan and Baluchistan; born appears as a protective charm, doubtlessly
the survival of an aucient beliel which persisted even alier theadvent of Tslam.
The tying of the ram horns to fruit irees jn urder to increase their fertility in
Ladakh also points 1o the horn as 4 symbol of ferility. The wse of horns in the
'E‘imnl&ynu region at least was not confined 1o the temples of the gods only,
but the hanging af the horn & & wwad feire of the Devi temiples as well.
The importance attached to the hom by the Yogis of Gorakhnath sect shows
the survival of & Saivite ritual in which horn is treated with sanetity,

Magical belicf in the horn was not confired only to Vedic India alone but
had a recognized place in the religions of ancient Egypiians, the Babylo-
nians, the Hittites, the Crotans, the Phonecians, the Greeks®® and the Harap-
pans as exemplified by the sculpiural and seal evidences. In Babvlonia the
liigher gods and geuii wear homn o the heads, and the headidress worn by the
gods, kings snd pricsts had a double pair 60 horns. The goddess Neatu is shown
with a horn, The Hittive pods wear caps oruamented witl several pairsoff
horns, The Phonecian goddesses usually wear the horns of a cow, TheEgyptian
goddesses Hathor and Isis wear horns and the sun god Ra someiimes wears a
disk of ram's horm; besides these there are other gods and goddesses who wear
horns. In Greece, Diouysos wears bull horos and Pan and Satyres wear goat
horns.

The swrvival of horns in sncient civilizations is the relic of early animal
formof the gods and goddesses. The borns in animals represent the destroctive
force as they are used by horned animals o attack and if possible to gore down
their enemy and therefore the horns symbolize power. The horns also served
as weapons during the Stone Ages. Their nse a5 weapons and arms—harpoons,
picks, wedges, chisels, punches, hammers ete. survived in the Bronze Ages
an well.

Taking into eonsideration the uses to which the horn was put, it becomes
anaturslsymbol ol strength, In Sumer and Balwlonia the iormswere commanly
vsed 1o emphasize the divine character of the gods, They were however worn
by the kings and pricsts as well as presumably they were regarded asthe incar-
nations ot representivtives of the horned gods. In Egypr as well, the Pharoahs
sometimes wore a harned headdress, as an emblem of steength, The horned
headdress ol Moses also indicared the same idea.

The horns in the ancient world were also regarded as imbued with magic.
1t was accepred that the spirit of the animal acted through its horns. The
heads of the horned animals were placed over the doors as protectives. The
cow and bull horns served this purpose in Greece. And as lias already been

*  Encyclopasdia of Religion emd Ethics. See Horn,
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pointed put in India, Persia, and Afghanistun the horns of the stags, oxen,
wild goats and mms served the same protective purpose.

Sametimes the altars were provided with horns, T'he Hebrew altars had a
projection on each corner called "the horns of the attar® on which the blood
of the sacrificiul animuls was sprinkled. The Cretan and the Mycenaran *horns
of consecration’ were of greal ritual importance. At umes', Sir Arthur
Evans writes,® “these have the appearance of being actual hornsoloxen, b
‘more generally they scem to be a conventional imitation of what must be
regarded as imquestionably the original type—that is, a kind of impost or base
terminating at the two ends in two hormn-like exerescences. Sometimes the culi
object appears on the altar, At other times it rests above the entabliture of an
archway connected with a sacred ree or on the roof of a shrine. Itis frequently
set at the foot of the sacred trees.”’ In India as well, horns served as supports
for altars, arid also as entablature of an arch.

Cornucoplt, the emblem of the gods of plenty, was alio associated with
the goddess Fortuna und Copia. It was also given to the Tria, Fata, Diana
and to the Lares. The Eartli-goddess emerging from the earth in Greek vase
painting holds a horn of plenty from which sometimes rises a child. The cor-
nucopia was also associated with many gods of fertility, “Probably a hom
‘became symbaotic of fruitfulness because it belonged toan animal associated
with fertility—bull or goat—and perhaps hecause it was a drinking vessel,
not only wmong the primitives but civilized peoples. The cornucopia itself
represented magic potency, But, in whatever waye such productive power was
mssignied to horns, this primarily depended on the fact that such a power was
first attributed 1o the animals possessing them, the power often working Lhrnugh
their horns. Tliks conception was sametimes mythically repressnted, or in the
case of the stay Eikpyrnir, from whose horn water cnnlu:mlly trickles down
1o feed the rivers of the mnderworld, and the Imnian primal ox Gayomarr,
from whose horns spring fruns.""¥

111

For the understanding of the symbolism of horn in Egypt, Babylonia,
Crete and Greece, sculpture and painting, vases and terracortas and even
votive offerings are of immense help. Unfortunately, the sime condition is not
valid in India. At we have already seen Vedic literature is eloquent about the
‘horns as an emblem of good fortune and fertility, and their medicinal, magical
and protective qualities are emphasized. However, there are no sculptures or
paintings of the Vedic period as yet available to support the literary data.
Fortunately, the Indus Valley culture datable from e. 2500 to. 1500 B.C. has
supplied sufficient data to support the Vedic evidence about the symbolism
of the horn. The most important from our point of view is a seal, on which the
horned deity has been identified by John Marshall as Siva Pasupati or the

- wgfﬁwm Vol, XX1, pooags T guoted wn the  Enowlopandia Religion
dmd Etbiey, 8. V., Horne - =

¥ Emyelspasdia of Religion end Ethics, p. 705
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Lord of the Beasts (Fig. 1). To quote him, “The three-faced god on a roughly
carved scal is seated on a low Indian throne in a typical attioude of yege. His
arme are gutstretthed, his hands with thumbs (o frdnt are resting on his knees,
The lower limbs are bare and the pliallus seemingly exposed, Crowning his
hair is a pair of horns meeting in a tall head-dress. To either sides of the god
are four animals, an elephant and wger on his proper right, a rhinoceres and
buffalo on his left. Bencath the throne are two deer standing with heads
regardant and horns turned to the centre. "%

“Two similar seals depicting Siva were excavated by Mackay. The seal
No. 222 depicts Siva seated in yogamudrd on a low dias whose legs represent
those of 2 hull. His outstretehied arms are intended to rest om the knees. He
wears a large number of bracelets. Tlie head-dress is a pipal twig, the horns
are separaie from the head and probably fastened o the base of the twig.

In the seal 235 Siva is seated on the ground. Tu between the horns there
appears 0 be o sprig of flowers.* “The sprig of flowers or leaves rising from
the head between the horns strongly suggest a fertility or vegetation god.'™®
It is noteworthy that the horns in seal 295 probably represent antelope
horns, 23 they are knotted.

In seal 430% a tree goddess or spirit on a pipel tree (Fig. 2) is represented
appearing liefore » kneeling wmhlppc: behind whom stands a goat with
human face. In the lower register appear seven ministrants or votaries, each
dressed in 2 short kilt and wearing a long pigtail and 2 spray of leavesora
feather in the hair. The tree spinit is apparently nude, but has & pair of horns
while the worshipper and the ministranis are likewise horoed.

The figure shown in seal 3477 represents a woman with & tiger's body.
On the head are two spiral horns extended laterally which might be those of
& goat. Rising hetween them is a similar spike of flowers or leaves as the one
in seal 235, The human portion is nude. Whether the figure represents Durga
it i diffioult to say. The seal 357 represents wrestling between # horned
fermale figute and a horned beast (Fig. 4).

From Mohenjodare haye alse been found horned rermacotta masks™
{(Fig. 3). Mackay found some from the lower levels at Mohenjodaro® On the
strengih of a horned head® Mackay suggests that these horns were smooth
and round though be found it difficult to decide whether they belonged to
shart hormed or the Brohmant bull.

8 Sir _John Marshall, Mobmisdars’ gnd The Tndts Cezifizotton, Vol 1. p. 52, ML XI5 13,
London, 10%1.

E Muckay, Fitther Exrations at Mekesdaro, = volt, Delhi, 1931 -6, p. 555, FL LXXXVII,
gz Tk, p gis, PLALXXXVIL 935,

E. Mackay. Esrly Indus ﬁ'l:iﬁzmiﬂ, Londm, 1048, p. 57-

Mackay, Furthe Ecceations, pp. 337-38. PL XCIX, A

db., pp. 3aB-a3g, PL LXXXIX, 47,

‘Marshall, lar. &t L XCV, 13

Mackay, Forther Ewusutions, 11, PL LXXV], 124,

Jc, T PLLXEXTL 5.
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The early horns of s mask® are however of quite different types and may
be those of a goat.

The unique terracottn figurine of o goddess ks also horned (Fig 3).** She
has prominent breasts. There are two pairs of horns of which the hinder
pair have lost their tips.5

At Harappa, however, only two homed figures were found. One male
Bigure wears.a tolled handeau from which pratrude o pair of horns.®

There is also overwhelming evidence to show that animals and specially
horned animals were worshipped by the Indus Valley people. The seal amulets
indicate that two varieties of the urus-bull, the elephant, the tiger; the buffalo,
two kinds of oxen—ane shart-horied animal and the other a humped bull—
the rhinoceros, the crocodile etc, were sacred animals. The antelopes, how-
ever, are rarely represented ® It has been suggested that these animaly were
kept in captivity and were regarded as vehicles of the gods, of probably
represented the survival of primitive animal worship, The horned bull and
the tger on certain scals show connection with the Saivite cult. The wild
huffilo renowned lor its ferocity perhaps stood as a symbol of strength. The
canneotion of the goat with a god or goddess of fertility shows it 2s a symbol
of fertility and procreation,

The older view that the bearers of the Cemetery H culture were thi
destroyers of the older Harappa has now been given up, But though not much
is kngwn about the date of the Cemetery H culture, the pottery painting gives
an insight into the religion of the people in which horned animals and even
birds played an important part.% Onesignificant point in the pottery decoration
is the harned peacock (Fig. 5b) often carrying within the roundel of its belly
a nude standing figure. 1t is, however, difficult to agree with Mr, Vats that such
a figure represents the ethereal hody of the dead. The possibility could not be
ruled out that the figure represents some prototype of the historical Kirtikeya
whase vehicle is the peacock. The figure in the belly only shows that the
painter had not yer mastered the technique of establishing exact relationship
Between the rider and his mount, The scene on an inverted howl is of particular
interest in conuection with the horned figures,* The ficld is covered with stars
and leaves, I one scene in between two liorned animals suggested as bovine
by Vats, but probably representing stylized deer or antelopes stands a highly
stylized human figure with birdlike face and horned biead (Fig-5a) securing
the animals by the neck with i rope held in eithier hand. He also holds the bow.

i Markay, Fictier Feremation, 1L, Pl, LXXV], 2.
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and arrow in his left hand. A conple of peacocks appear on the lefi and & dog-
i shown pulling the il of {lic animal. It is interesting to nate that while
only the hind quarter of the animal is shown in owtline, the forequarier
4 bilocked in. Proceeding from the |efi 1o right we find the representation of &
miountain goat [mdrkher) (Fig. 5¢) with huge flaring out horns from which
stylized Howers of leaves [not triditla as proposed by Vais) are springing. The.
flowers nr plants are again shown issuing forth from the horns of an ante-
lope on either dide of {he nude figure which is the reduplication of the pre-
vious figure. Tn another painted potsherd from the Cemetery H horned
dancers standing or dancing hind o hand i) association with an antelope

are represented. 4

Tt is also noticeable that the horn singly or in pair was used asa decorative
matif in the pottery of the Cemetery H at Harappa® (Figs. 5 d and 5 1],

Wihatever nuay he the origiu of the Gemetery H Cuilture, there isno doubt
that it shows certain features whose literary equivalents are found in Vedic
literature. Lot us at first take into consideration the nude horned figure equip-
ped with the bow and arrow whoss assaciation willy the antelope, the goat and
the boll is apparent. Without committing ourselves o any theary the gure
reminds one of Rudra-Siva, The bow aml armow of Rutdrs are mentioned
in the Rigveda.™ And though the horn of Rudra is. not expressly mentioned in
Vedic literature the Makdbhdrata mentions Siva as Spingm and Snmmpnm
He is ulio called Aja and Ajaikapidai.e., *Goat’ and Mpiga "Antelope™ In
iconography he is shown in the form of 4 hunter carrying the carcase of an
antelope, It is also significant to note that from the horus of some ol the ante-
Jopes and a geat associated with him spring flowers and plants emphasizing
their celutinnship with ferility.

The grear void between the Harappan and Vedic culture shows the signs
of being narvowed down. Dr. H. D. Sankalia in his recent article ‘New light
on the Indo-Tramian or Western Asiatic Relations hetween 1700 B.C—
1200 .G has ably summarized the resuls of recent excavations in India
which throw liglt on this prolilem. Dr. Sankalia in this connection has drawn
our attention that accasionally the bottom on the inside of the spouted bowl
from Navdatoli beare grotesque figures” 1L may be pointed out thit a figure
from Nuvcatoli bears a close resemblance to a similar figure from the Cemetery
'H ut Harappa. The figure on the Navdatoli potsherd scems o have multiple
horns snd instead of the bow and arraw of the Cemetery H figore it holds a
barbed lance in right hand.™ The figare may represent Rudra, If that is
30 the barbed spear held by him should stand for the thunderbolt hield in his

Van, bt Vol 1L PL LXTX, fig. a8
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arm (sajrabdho, B. V-, T1, 3. 3). His lightuing shaft (sidnd) discharged from
the sky traverses the earth (R. V., VII, 46. 3).

De. Sankalia has also observed that the stylized deer or antelope design
though rare in the truc Harppanis a fsvourite motiF in the Chalcolithic cultures
of Tndia,™ as in [ran and Western Asta. In particular he has pointed 2 large
fragment of a huge buffl slipped jar with a pinkish slip on the interior from
Daimabad, District Ahmednagar, belonging to Phase 1 of the culture. In
this piece is painted outside a jungle sceae in which are depicted a tiger or
leopard and a deer and antelope with hatched bodies and extremely elongated
bodies and legs.™

1 would like however 1o draw the attention of the schalars to two points
in the decoration of the painted pottery of the Chalcolithic cultures which
may be significant. A-knotted oblique sialk which is a prominent featare of the
decoration of the Chaleslithic: potiery. 1o my mind is not a plant motif bt
represents the knotted horn of an antelope. The ‘pot-hook-spiral’ or “voluee’
appears to be the simplification of some plant motif. Some of the potsherds™
forming part of the painted dishes show 4 curious design—a row of continuous
liorns along the fim followed by the "pot and hook spiral’. If our surmise is
correct the assoclation of horns with plants in this mosifds indicative of
some fernility cult,

Whatever may be the connection witl the Chaleolithic cultures of India
and Vedic enlture, one significant point is the common emphasis on the
antelope and deer hotns in Vedic rituals, and their representations on the
ceramics of the Chaleolithic cultures in India. These parallels could not be
dismissed as merely accidental; they seem o indicate certain common beliefs
which inspired the Vedic ritualists and the Chalcolithic ceramists.

How far the horm motif has survived in Indian art has not yet been
properly analysed. The early Buddbist art follows a demotic tradition; and
therefore while it is based on the life of the Buddha who is represented by
symbols, the ancillary figures of Yakshas, Yakshinils and Nagas and a wealth
of decorative motifs handed down from the pasi follow # tradition whose
visunl representations being in wood have been irretrievably lost. For instance,
predilection for antelope and antelope homns us & decorative motif i the
Chalchalithic pottery is absent in the sculpture of the historical period. But
here as well certain decorative elements have survived which tell their own
storv. For instance, in one of the Bharhut reliefs two stagz running in opposite
directions (Fig. 7) have artached ta their horns an ohject decorated with pellets
and lozenges whicli perhaps represents the cornucopia or a money hag.™ At
Bharhut also, for the lirat time in Indian are, the association of treasures with

. D Gavkalia and others, The Excavetions of Mkeshwor: and  Nordoioli, 152455, Poona,
158, figs. 93-55, 43 €l

™ Aefibey Adiee, XKVT, 8i4, p- 320

™ Sankilia, lec. cit; fig. a5

# P, Barus, Bharkui, Book I1L Calcuiia, 1o57, Pl. AXVIL, 22,
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the elephant tusk is emphasized. In one of the decorative reliels o kneeling
elephant is shown spouting from its tusk the lotus thizome (Fig. b) from whose
pods hang jewelled necklaces; earrings, bangles e1e,™

The symbolism of elephant tusk is further emplasized in one of the deco-
rative roundels in Stupa 2 ar Safichi., An elephant blowing a lotus rhizome
(Fig. o) with bunches of grapes, a goose and the parrot pecking at the mangoes,
and an antelope followed by & dog are represented 20 Here the combination of
the plant, the animal and the bird life i an indicative of fertility cult associnted
not only with the deer, the goat and the bull horns but also with jvory.#

It i4 alio remnackable that maekers (Fig, 8), an amphibian creature has
been represented with two horns. ¥ Apparently these horns on the snout copy
the clephant tusk. In literature mekara. itself is regarded as one of the trea-
sures. It seems being horned its eficacionsness as a treasure-giver is doubled.
It is also possible that the elephant representing the ethereal waters and the
makara symbolizing the terrestrial waters might have changed their plice.
Perhaps the clephant-faced makara in Indian art is o pointer w the unity of
their purpose.

The purpose of the motif is further clarified from Bodhgayi, Saschi
and Amaravati sculptures, In 3 Bodhgaya relief a dwarf Yaksha is shown re-
moving some small nhjn:t: from the monster’s jaws®? and ar Safichi Stipa 3 a
Yiaksha is shown opening the jaw of a makara # At Amarivati the purpose of
the motif is crysial clear. At one place a Devi or Yakshi is shown pulling out
some jewels (Fig. 10) from the teeth of an elephant-headed makara ¥ At
another place® a dwarfish Yaksha is shown pulling our some objects from
the open mouth of a makara (Fig. 11).

One of the Amaravar reliefs® (Fig. 12) depicia 3 makars on either side,
They are spouting a Jotus scroll, two tusked elephants and a deer probably
indicating their relationship with the Water Cosmalogy,

At 5afichi the symbalism of elephant-tisk is emphasized in another way.
A Yakshu shown standing in one of the panels on the inner fice ol the west
pillar of the Northern Gateway® holde o begooda lowes, From an elephant
tusk (sdsadanta) on either end hangs a jewelled necklace. In the east pillar of
the Novihern Gateway jewelled necklaess hang from elephant tusks (rdgadaniz

*  Barnn, fer. ary, UL PLOXTL & mollf w repeated in PLOXIX 14-15, XXX
Marsliall, The Manmenty q.l"SumAl London, n.'d., Vel 110, PL XXX, g0
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(Fig. 14). 1t is cermin that in these scenes the elephant tusk was regarded
as & midhi.

In some of the decorative medallions in Stups 3 at Sifchi, the elephant
tusk or horn is associated with the plant life (Fig. 18) particularly the lotus.
( padnia) counted as one of the nine sidhis*®. The medallion has a central lotus
quartered with four horns or tusks (ndgadanta) from each of which hangs a
fower or leafl of a lotus,

1t is also significant to note that at Sdfichi the horn or tusk symbolizing
fertility is emploved in a purely Buddhist symbol of friratna. The ériraina
(Fig. 15) on the east pillar of the Northern Gateway represents three Buddhisr
jewels; the full wheel decorated with 4 lotus stands for dharma; the taurine sur-
mounting it for the Master; and the frivatig representing samgha. The voluted
horn on-each side which according to M, Foucher probably meant to con-
solidate the triratua® apparently represents nidhifridga. As @ matier of fact there
is nothing specifically Buddhist in the triratna symbol which is a eambination
of eerrain symbols descended from a common source, and which ultimately
were closely connected with the ides of movement and fertility,

At Nagarjunakonda trirabna rests on a pedestal (Fig. 13) and is supparted
by a horn or tusk on cither side.®2 Thus it is evident that even by the third cen-
tury A.D. the symbolism of horn and tusk was fully realized.

It is-also interesting to note that in the refief representing the dream
of Mayddev] from Nagarjunakonda the white elephant symbolizing Buddha is
replaced by a pair of voluted tusks lying near the couch of the slumbering
Miya (Fig. 24). Here the symbolism is quite clear: the tusks symbolize fertility
and procreation, and If Mayd, =s it Is believed, represeints Mayd the Mother
Gaddess then her association with the tusks is understandable.

It may also be added here that the frivatsa symbol in early stages when it
had not vet become a distinguishing mark of Vishou was closely connected
with the horn. The evolution of the symbol could be traced in the second
century Jain sculptures from Mathura step by step. In the Ayigapata set up
by Sihanddiki there are two tusks voluted at the ends facing each other
(Fig. 16) with a fish in the contre®® dnd secured together with astring. In
another Avigapata the horn of the frivatse are s-shaped and the central fish
loging its natural form 1akes the form of a simple lozenge.™ In the third stage
both the voluted tips are joined by & triangular projection.®

»  Niamball, SAEAL Vol 11, Pl LXXIV 2b; LEXXXVII, Goa.
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In early Tndian iconography, however, the number of horned figares ia
limited. For the antiquity of harned gods, and goddesses holding a cornucopia,
however, numismatic evidence is of interest a5 it supports the lierary data,
For instunce, we have discussed above the evidence that at least one of the
forms of Siva was horned, but there is hardly any sculpture to support his
association with horn. However, in one of the coina of Kanishka depicting
Siva, one of his secondary hands holds 4 mountain sheep whose homs atill
decorate the Muslim Ziarats and Mazdrs 3 In another type ol Fanithka's coin
bearing the name Bhavesa the nimbate figme is horned, and in his four hands
he bolds a vase, a drum, a trident and a goat held by the horn.*” In yet another
coin of Eanishka, between Skanda and Kumiira siands a horned deity appa-
rently Siva.®

Some early Gupta coins® yield Important huformation about the cornu-
copia, In the Standard type coin of Samudraguta the reverse is copied in its
entirety from the later Kushina Ardochso type, The goddess seated on a high
backed throne holds a cornucopia i her left srm. Allay Has traced the type to
a seated figure of Abumdantia an Roman solidi. In the Battle-axe type & few
specimens show Ardochso holding the lotut instead of cornucopii. According
to Allan, “the engravers imerpreted the Ardochso of their model as Lakshmi,
but it was sometime before they represented her with the charmeteristic
attributes, When the last trace of the throne disappeared we have @
regular Indizn Lakshmi seated on a lotus, ‘as she appeared at the creation
[Padmavasd, padmagrihda), Although Lakshmi might only suitably be repre-
sented with cornucopia, just as the Roman Abundantia, who s possibly the
original of the Ardochso type, its significance was unintelligible to the
Hindus ., .. =y B S {Allan).""

Whatever opinion one may form. abont Allan's view on Ardochso and
Abundantia forming the prototype of Lakshmi on Gupta coins there is linle
doubt that the indigenous Indian goddess $ri-Lakshmi was sssociated with the
Horn of Plenty. A [ragmentary bone female figure from ihe Chaurisi mound,
Mathuea (Fig. 1q), which is datable to the first century B.C. is horned '™ Tts
close stylistic and other affinities with the famous Pompeii ivory (Fig. 25) may
identify her with Sci, goddess of fertility, good fortune and abundance. The

Pompeii figure is heavily ornamented, and her sex is emphasized. A very -
teresting feature of the hairdress is the horn which has a ring=shaped omament
at the base,'® There conld be hardly any doubt that the Horn of Abundance
iz meant here: 1t is not held by the poddess as in certain Gandhirs sculptures

™ ALE L A Refo, 115014 B 745 Tho vargars, Pam 1, PLXVE d.
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and Gupta coins, but actually forms a part and parcel of her headdress or
even meant 1o be growing out of her head.

A circular clay plaque found from the excavations at Avara in Madhya
Pradesh, in the level belonging to the early historical period(e. 100 B.C. to
300 A.D.}1 i5 of great interest for the study of the cult of $ri and her relation-
ship with the elephant tusk or horn. In this roundel (Fig, 17) the goddess with
her nudity emphasized stands on an open lotus witls her legs slightly Aexed.
Her right hand touches the ornament in the right ear and the left hand holds
the fold of the garment, a characteristic pose in the iconography of St us 1
have pointed out elsewhere ) She wears a necklace, bracelets and anklets. The
beaded zone Is four-stranded with a clasp in the centre. Her elaborate headdress
iz decorated with rosettes and pearl strands. She stands in between two tusks
with inturned tips, and joined by their bases. Sheaves of corn and jewels
are associated with the tusks. The most intevesting part of the panel is a couple
or Mithuna on either side of the goddess engaged in what appears 1o be sexual
umion. In the foreground on cither end appears a pitcher which might have
contained wine. The reverse is decorated with a rosetted circlet of guilloche
and another circle decorated with dotted lozenges, apparently representing

shme ornament.

For the first time we are faced here with the developed form of Sri cult
which is treated with contempt in early Buddhist literature, In the Milinda-
pradna (p. 191} her cult is counted as esoteric and in the Brakmajdle Satra her
worship is proscribed. The ritual coitus in which her devotees indulge, and
the presence of wine in the pitchers draw our attention to the sacred orgies
of the later Tantras. As will be pointed out fater on ivory was represented 28
cornucopia in Tibetan painting, and was connected with Vaisravana, and more
specifically with Vasudhiiri. The appearance of tusks as a nidhi in 3 plagque
which could not be dated later than the 2nd century A.D. shows that the
$akia cult supposed Lo be comparatively of later origin goes back far in history.

That the cult of the horn a8 a symbol of fertility was fairly widespread in
India is evident from a bronze horn (Figs. 20-23) the only one of its kind found
accidently by a farmer from the village Posheri, Wada Taluka, Thana District,
Maharashtra State, in 1658 (Ht. 40.7 cm.). On stylistic grounds this hom
could be dated to the early centuries of the Christian era. Its base is decorated
with splayed lotus petals ridued in the middle round which runs a beaded
band. This is followed by a band of inverted triangles contained by a second
beaded border, A band of fleur de lis divided almost into two by a collar is con-
tamed by a third beaded border. A sevond band repeats the flaur Je lis motifl
The last band contains & heavily moustached mask with a smaller grinning
mask (Fig. 23] on either side spouting & flaar de lis scroll. The rest of the

horn is sharpiy ridged.
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Tt ix noteworthy that the horn has at least five man-maule holes in good
condition, while the others have closed or obliterated due 1o nxidization. Ivis
passible that these holes were used for rivelting the homn to & woden post
in a temple either of Siva or Devi.

One of the most interesting seulptures from the: point of view of the horn
motif is an image of Rishyuéringa (fromispicce] in the Mathura Muscum
(J. 7)- The figure is described by Dr. J. Ph. Vogel in the Cetalugue of the
Mathura Musewm as “n male figure of finn-like appearance with elaborate
turhan, necklaze of beads and other ornaments. He is standing under A Tmango
tree in binssom with his right hand raised to his Tips, and with his lefi placed
agningt his thigh. He wears a sash round his waist and a curipus necklace mund
his shoulders.” Later on he identified itas the ficure of a Yaksha and suggested
the resemblance of jts pose to Harposcrates from Taxila. Vi 5. Agrawala
and B. 5. Upadliyays,'™ however, contend the identification and identified
the fimyre with that of Rishyairiiga whose story has been related earlier.
The decisive factor in the identification i the short hor measuring 2 1
which projects itsell against a leafy hackground emphasiving the rain-making
propensity of the sage. The spiral at the base of the hom siggests that u black
antelope’s hom is intended here and therefore it is also siggestive of his
legendary origin from a hind.

The artist of Mathira, however, seems to have Tallowed not the Buddiizs
but the Makibhdrata and the Rimdyans version of the story. In one of the pillar
reliefi from Mathora'® a part of the story is depicted (Fig, 26). In the top panel
courtesans are procecding in a boat to the hermitage of Rishyasings; in the
middle panel a courtesan 1s tempting the horned Rishi and in the bottom
panel the innocent young Rishi'is raken by the courtesan on hex' lap:

Amang the recent acquisitions of the Prince of Wales Museum we have a
homed termcotta hiead of the 2nd century AD. from Kaudambi [Fig. 27). In
some Gandhiira soilptires the female partner of the male godis shown holding
the cornucopia. Harald Ingholt has reproduced a tutelary couple!® frum Sahe
Bahiol. The man is dressed in an Iranian caftan and high boots. In his right
hand he holds a sceptre and in the left & purse. His female partner holds in
Wer left and the cornucopin, 'They are identified as Farro and Ardochso,
ihough why thev should not be Kubera and Lakshmi one fails to understand.

In the representation of Demeter-Hirid from Sirkap, datable 1w the first
century A, the goddess is seated on 4 throne clid in chiton and himation.
She holds & cornucopia in her lefi hand: Harald Inghol suggests that she may
be a local version of Demerer-or Hirid,

|, Ph. Vogel draws our attention to the represenvation of Kubera and

g LD A Vol IV, Bafig, ¥V, 5 Agrawala, Heulboel of the Sculptured lm e Curzin
Maeenn of Archesology, ‘l.l“::;:. Alluhubad, 1930 peog M XV 33

% The ohvers of & Bloooshwara Radbng Noo 151, Mathura Mussum,

o el Taghiily, Gamifhuosga Asf e Palivtee. New Yaork, 157, ppe147- 148 T b




NIDHISRINGA (CORNUCOPIA) ; A STUDY IN SYMRBOLISM 27

Hariti on the pedestal of a broken standing image of Buddha in the Lahore
Museum. He observes : “A very exceptional subject occurs.on No. 333 of the
Lahore Museum, where we find two sitting figures : that to the proper right
is a male holding in his right hand a long staffor lance, His fect are placed ona
fisotstoal, The left fizure is & female with 3 modius on the head and a cornu-
copis in the left hand. The one T take to represent Kubers of Vaikravaga the
god of wealth of whom we possess similar effigics in Gandhira sculpture. The
other is presumably & goddess of abundance and fertility, but whether her
Indian name is Harifl, Vasudhirii, Cirvii, Annaparpi or something else,
1 am imable to decide, The figure 3 of interest, as it is almost identical with
the figure found on a coin of Azes which has been interpreted as Demeter,” 197

From Takht-i-Bahi was discovered the figure of a god and his consort
identified by H. Hargreaves as Kubera and his consort (Fig. 28), They are
seated in Buropean fashion on a low throne. The female deity is seated to the
proper left. The god holds a money bag in the left hand, is dressed in chiton
and himation and wears buskins. His consort wears well draped garments.
She holds a cornucopia in the left hand. "% The striations indicate that the horn
of & stag is meant here.

Cornucopia ns a symbal of good luck, fortume aod plenty also appears
on a gold hoop ring. The bezel is oval enclosing a carnelian stone engraved
with a earnucopia, a fluted vase and a spear.'™

Apparently. there are wwo differing views about the goddess holding a
cornucopia in Gandhiran art—one idemilying her with Demeter or Ardochsa
and the other naturally identifies her with Hiriti. There is nothing unusial if 4
cornucopis i4 held by Hiritl, goddess of procreation and fertifivy. However,
it is also significant that S, goddese of wealth, abundance and prosperity
is not only connected with Vishau but also with Kubera, the god of wealth
and material happiness and of all treasures as well, He was held 1o be an
immanent king, and without doubt represents a fertility god, united with
Riddhi, treasure, success, alumdance and with Lakshmi and Bhadra, the
happy, prosperous or fortunate one, He ig also believed to be in the posssasion
of 81 or mature prosperity.!® I am, thercfore, of the view that the female
consort of Kubera in Gandhiran art 18511 or any of her forms and not Hiritias
auagesied by same. The connection of the Kubera cult with the Horn of Plenty
will be discussed later on,

The horn cult was firly distributed in northern India and extended
as far as Amaravini and Nigarjunakonda in the south in the early centurics
of the Christian era, and it memory was kept alive 23 late 55 the 7ih century
i the famous reliel of the so-called “Arjuna’s Penance” a1 Mahabalipuram,
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Dr. J. Ph. Vogel in his Archacological notes on the Seven Pagoda (AST. Am.
Rep. 1g10-11) draws our attention o the group of ascetics, some carved in the
round, engaged in the yarious nccupation of the hermitage in front of a little
shrine. Such a‘scene i1s usually laid on the banks of some sacred niver. In this
group the figure of an aseetic carrying the pitcher on hiz shoulder and his
companion holditng a cornucopia are particularly interesting | (Fig. 30). The
presence of the *Horn of Plenty® next to the clef) is obviously meant to denote
the productive powers ol the stream that onee fiowed down the water chiannel. 1V

On one of the pillars in the Durgd temple at Aihale, a Mithuna couple
with attendants and two hotns arve depicted in a roundel (Fig. 2g).

In the mediaeval Indian sculpture, howover, the Horn of Plenty had
almont lost its meammg, though its symbolism continued in Tibet and Nepal.
En this connection the iconography of Ganesa and Kubera i important for the
present study. Ganesa s known in early Sanskrit literature as Ekadanta Le,
‘He of one Twsk', & term which continnes the tradiiion of the Tailliriya
Aranyika, W which speaks of the god Dantin, “The Tusked One.” The explana-
tion ol his being Fkadanta may be his connection with the harvest céremonies,
According ts Gupie “It seems natural that the one tusk of the Harvest Lord,
which gave him his ancient name, should symbaolically stand for the most
important implement of the harvest, the plough, especially as the word
abadmta may be transhited : ‘one sk’ or ‘plough-share' 15

In some of the medineval iconographic texts and also scutpture Ganesa
is-shown holding the sk in one of his hands (Fig. 33). According w the
Prapatashipi'™, Mahiganapau sred coloured, the erescent moon rests on his
forehiead and on his left side is seated his consort Sididhi-Lakshmi. He holds
o citran, mace, white lotus Bower, the Bow made of sugar cane, trident, discus,
conchshell, blue lotue, g0 ear of the corn, hi¢own task (sijedantyratng) and a bell,
Another dipdnamantra'® again informs us that Gapapati held a horn (pishins)
in ane of his hands. In the representations of Gageda both from the northits
and south™? he is shown holding his own tusk. In castern India Gapeda
is represented as what is described carrying & radish*® which is wrong: As
vlmserved by Getty ; “As it is never carried by Ganega at the same time as the
broken jusk, which is practically unknown in those three countries (Nepal,
Tibet and Japan), it seems possible that the radish was primarily a'misrepre-
sentation of a badly executed broken tusk. 119
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It hardly needs any argument to prove that the tusk held by Gagapati
represents the cornicopia as the god himsellis the cause of the fulfilment of all
earthly desires and bestows all the midhis upon his worshippers.

In mediseval iconographical texts the horn is alse associated with
Kartikeya, Vidvariipa and Trallokyamohana. One of the symbals carried by
the six faced and twelve-handed Kartikeya riding on a littey isa horn ( drifiga) 0
which of course indicates the prowess of the War Lord and his intimate rela-
tionship with Siva,.

In the image of the four-faced and twenty armed Visvarfipa-Vishou his
faces representing Nara, Narasithha, Srimukha and Varfha and attended by
Garuda some interesting points may be noted. i some of the hands he holds
the plough-share, conchshell, bijapira, lotus and s liom (frisga) which are
the syinbols of abundanee, fertility and procreation.’?! In a dhpdeemantra of
Trailokyamohana in the Ripamatdana he is said (o have sixteen hands which
carry different symbols, I one of the left hunds along with the conchshell and
lotus fower which are well recognized nidhis, he carries alsa the Horn of
Pleniy 12

All these late references show that the purpose of the horn of plety was
siill recognized, though i actual use was confined to the images of Ganapati
only.

Tv would, however, perhaps be pertinent here to inquire the part played
by Kubera, the Lord of Treasures, with whom the Horn of Plenty was asso-
ciated in medizcval times in preserving its symbolism. This problem has been
studied by M. Lalou in 6ne of his'tatevesting papers!?¥ in which he Has not
anly analysed the personality of Vaifravana or Kubera, but has 2lso pointed
oul certain traim in this culy which though noy apparent in India have been
preserved in the art of Tibet and Central Asiy.

Vaisravana or Kubera reveals various aspects in his personality which
are dite to the contacts e had with various cultures. Such was the poputarity
af the god that his cult got tsellestablizhed ot anly in Trdia but alsain Tibet,
Central Asia, Chini and Japan, He is not anly the Lord of Treasires and a
trusted friend of Siva, but also in his secondary role acted a3 the chiel of
Yakshas, ruler of the VidyRdliaras, one of the guardiansof the world, protectos
of the Lord Buddha, god of the army and the spouse of Sriand Vasudhari, He
nlso. reveals traces of his androgynons nature, In the Mahabhdrata (171, 258,
12 1) he is the son of Pulestya from the cow Idavida or Havila and therefore
he is called Ailavile (M2, V. 102; 964}, The legend recounts that one of the
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daughters of Surabhi was Ailavila also known as Sarvekimadugdhi, with
whom Kubera i connected. IT the identity of Surabhi and Ijavila is admitted
then like Surabhi, the celestial cow of the epics, and Tjavila like the deified cow
Tla also symbolizes abundance provided we agree that 1ja and Ijavila are the
same.

But the Raméyeps and Makdbhirata regard Vaidravana-Kubera as the son
of Pulastya, the spiritual son of Brahmi, born from the cow Vidrava. As
Pulastys was very much incensed by Vaifravaga’s behaviour at s:a‘ﬂng with
his grandfather Brahmnd he drew half of Visrava within himself. In view of
this story Vigravi is a form of Pulasiya created as a counterblast to Vaisravanga.
Bun the story is difficult 1o understand. The chief interest of the legend lies
in the fact that the Aijavila/Kubera was born lrom the cow Tjavila.

Kubera, inspite of his great popularity in the epics is, however, a new
comer among the Vedic gods. The guardian of the north in the epics and
Buddhist literature, heis also the protector of the east, because ol his association
with Indra, whom he sometimes replaces in the list of the Lokapalas.

It s significant that the geneology of Kubera has two branches; firstly
he is the son of & cow, and himself represents the cow goddess, and secondly
heis related 1o Brahma through his father though in this legend as well his
mother is a cow.!#

The forms of Kubera confised by the hieratic formulus of Tantric
Buddhism require careful analysis to reach their true meaning. However,
here as well the Buddhist information have to be supplemented by the epics,
For instance, his epithet a5 Brahma Kumira in Tantric Buddhist literature,
could not be explained withour reference to the Makabhdrata, and his epithet
Eumiri would only be explained by that source which unmistakably refersto
his androgynous nature. Kubera's pre-eminent position in Buddhism to the
exclusion of Indra, Varupa and Agni is due to his position as the godof fortune,
who naturally commanded more followers among the peasants and merchants
forming the bulk of the Buddhist laity,

In his capacity as the god of good fortune one iz struck with certain
anszlogues between Kubera and Ganeda as pointed out earlier, M. Foucher
has paintedly deawn our attention to this resemblance. To quote him, *Except
for their faces, the two gods resemble each other like twin brothers; and 1o the
worshipper passing 1o and fro, the one murmers : "May you be rich’ while the
other whispers in the ear : "May you be successful in your enterprises’, What
could be more reassuring to well to do people? Let us mention, by the way,
that Gageda's rat, upon which the mythologists have built such far fetched
theories is simply the counterpart of the mongoose, symbolizes a well-lined
purse, it is more than probable that the rat evokes the well-filled granary,
where it is always an assiduons guest. Indeed we meet him again as busily

" Lalow, les. sit., pp. to1-1o2.
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engaged near the bales of rice;, on which the merry Dai Koku, the Mahikila
of the Jopanese is crouching.'''*

This significant resemblance of Ganesa and Kubera is carried a step
further by M. Lalou who has sstiblished that the image of Kubera at least in
Central Asia was connected with the elephant tusks—a characteristic feature of
Ganeta's iconography as pointed out earlier. In this connection M. Lalou has
drawn our attention o two paintings in the collection of the Bibliotheque
Nationale brought by Paul Pelliot, along with other documents from Tun-
huang. These paintings representing Kubera show certain characteristics
attributed to Ganea which show a stage in the cult in which Kobera and
Ganesa had not only the semblance of twin hrothers, but the veritable con-
fusion of forms. 16

It the paintings cited above Kubera/Vaidravana Is associated with the
elephant tusk. It is significant to note that in Tibet elephant’s tusk (lan-ch'en
ch'en) is recognized as ane of the seven royal badges. 27 M. Lalou has repro-
duced a number of drawings from Tibetan tankas to show the treasure consisting
of a mass of jewels emerging from the elephant tusks.'3* This mass of jewels is
at times associated with the mother of pear! and coral as well.'?* The tusks also
figure in the basket of jewels placed before Vasudhira the earth goddess, one
of the forms of S¢1, the goddess of fortune, related 10 Kubera. They also appear
in the basket of jewels placed before the Buddba, the guardian of Kubera
and Jambhala {Fig. 32).

1t seems that in Tibetan imagery ivory is considered as a jewel and
placed on the same level as coral. But behind this belief lies the old Indian
beliefl traceable from the epic days which regarded elephant tusk as a cornu-
copia, though strictly speaking ivory has not been included in the conventional
lists of the midhis or treasures except in the Jain Panparand.

In Pl I of M. Lalou's article the anreole of Kubera [Vaidravapa is repre-
‘sented by two clephant tusks (Fig. 31), In PLIT at the feet of Vaisravana
is seen in & suppliant attitude, an elephant-faced figure with three tusks, He is
apparently one of the ganas submitting to Vaisravana. It is thus apparent that
while in one painting the tusk, a symbol of richness, is carried by the deity
himsell| in the second painting it is associated with the deity, though heisa
lesser divinity acting as an Ayudhapurusha of the principal deity. But the
disassociation is not apparent, as this happens in a similar case (P1. [) in which
an acolyte (Fig. 41) holds the purse made of mongoose skin which should
have been held by Kubers himaelf,

The iconographic evidence alone, however, is not sufficient to prove the

1 Gy, L ol Introduction, pp. XXII-XXI1L
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identity of Kubera and Ganesa; it has to be supported by the textual evidence
as well. Ganesa’s repuitation, though he is the god of harvestand litterateurs,
s0lely depends on his status as'a god of treasures, It is this aspect as the god
uf the riches, an appendage reserved for Kubera, that Gapeda sssumes in
certain Buddhist ritualy, For instance, the Ganapatibrideyaharigi, found from the
't'un-huang, preseribes @ magical formula for the prowstion of the jewels,
precious stones and hidden treasures, In snother Gapapatifiridaya ritual Ganeda
_wulled]amhhn(tmk],r:mmdmg s of Jambhale, one of the names of Kubera,

The magical ritual was performed carefully 1o obtain freasnres from the genii
who gnarded them. The magic formula repeared endlessly also resulted inthe
discovery of the cache of jewels: 130

The confusion between the personalities of Kubera and Ganefa appears
from certaim rituals prescribed ina manuseript from Tun-huang, which contains
a complete liturgy of the cult of Kubera | the invocation, the propitiation, the
request and the eulogy of his grace. The Buddhist text names the officiating
priest as 'ir’uiynd.lfmm_ The aims of the ritunls are to obmin the treasures,
to defear the enemy and o mansform the victuals into ambrosie and also to
multiply them. The following three aspects of Kubera are emphasized : (1) asa
god of fortunic, (2] as'a gotd ol armies and (3] as & god of abundance. He is
‘also called Siva which is applicable more tr Gagesa than Kubera. The text
alsa gives details of how the officiating priest invoked the god and when
possessed by him danced and sungand the detaily of preparing the mandla.
It also gives a list of ane hundred and eight names of the god. While invok-
g the Great King he is addressed 1 “Thou whose robust tusks protrude
parallel to the tongue."14

Another curious text entitled the “Miagical formula of Kuberato inerease
wealth™ salures Jambhals —Gapapati, thal i to say s compasite deity carry-
ing the names of Kubera and Gapeia.

The text quoted above deals with many aspects of Kunbern but they
are relegated 1o.a secondary place in view of the precise information about
his tusks which run paralle] as mn the case of an elephant,

Fram the data furnished abave one is in a position to recoustruct the
History of the cult of Kuberie. Naturally he is the embodiment of abundance
and good fortune. It is the Latter it in his character which places him in a
predetermined region inhabited by the genii of the richesincluding Gageda
and he became their chicef. He 1z regarded as a Chakravarun and the monarch
of Vidyadharas. Transported by Buddhist magic to the peopie who were
already acquainted with the gods of fortune and the genii of the riches, his
image synthesized the traits of the local gods. Tt was perhaps in this respect
that he became adorned with the elephant tusk in a country where ivory was
notonly ¢lgssed as a precious objret but was regarded asacornueopiaand which
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seems to have substituted the cow ar bull iorn used 1 the consecration cere-
monies. This substitution of elephant by the bull occurs as late as the 15th
century Jain miniatures, While lusirating the child Mahdivira scated in the
lap of Indra the sky elephants are replaced by two bulls (Fig. 54) frony whose
horns fow the water. 1t seems, that in India the images of 4 bovine god and
elephant god though separated are at times superimposed to represent the
god of fortune. Inguiry into the cult images of Kubera takes us to & divinity
whose distinguishing features are tusks. In most cases they follow the direction
of the tongue:



SOME MEDIAEVAL SCULPTURES FROM THE KONKAN
Muoreshwar G. Dikshit

Very little is known aboutl the sculptural traditions and artistic inherit-
ance during the mediacval period, as developing along the coastal regions of
Maharashtra, popularly known as the Konkan,

There is no evidence, about the sculptural art of the Mauryans on the
western coast. Suach early senkpture, 28 can reasonably be dated to the eirly
centuries before the Christian ern, is almost restricted 1o portraits or fgure
sculptures, in the early caves at Nandghit, Bhaji and Kondane. Standing on
tlhie highroads to the Deccan, on the fringe of the geological formation of the
Decean trap, they combine diverse firces which had not yet estabilished them-
selves in the region. While the architectural traditions were not vet free from
incorporating wooden materinl as an essential part of the building-complex
as in the case of the Kondine, Karle and Bhija caves, we have ample evidence
in these and otlier Buddhist eaves in the Decean, that wood-work was actually
imitiated in stone-carving. Such sculptures as are associnted with these types
ol excavations retain the static quality and almost a wooden appearance.
The mutilated head of the Dvirapila! 1o the left of the entrance to the chaitya
at Kondine bears witness to this. Itis inscribed in the early Brahmi characters
of about 2nd-grd century B.C. and in this we really notice the earliest attempis
at portrait sculpture in the coastal region of Maharashirs. The head is about
three times the naturalsize, and evenin its extant portion we notice remarkable
regard 1o proportion.

Early portrait sculpture, similarly attempted at Nanighat?, the pass
which leads from the Konkan to the high Deccan plateau, is now badly
damaged Withering action of the salty winds from the sea, neglect and per-
haps vandalism, have played their part iu their destruction. The label-inscrip-
tions which are preserved alongside indicate that there was an attempt made
to represent a Devia-Kula or portrait gallery at this place.

With the spread of Buddhistn and the patronage accorded to it by the
Sataviihana rulers, the sculptural traditions in the Deccan may be sid 1o
have aken a definire shape. Several forces worked towards that end. Progres-
sing along the ancient wrade routes, the ancient art wraditions found expression
in various ways. In the carly caves at Pitalkhors, re-exhumed quite recently?,
we find the characteristic Swiga influence working its way to the Deccan. Tt is
particularly marked in the heayy coiffures of the ladies, heavy ornamentation

%Ilu.m:n T Buddhist Coves und therr Justripitons, AS. W1, Yol IV, Loadon, 1183, p. 9,
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of the necks and legs* and Yaksha worship’. In other Buddhist centres like
Karle (chaitya), Bhaja (vihdra) and Kondive, we are confronted with the
‘Southern” traditions of the Krishpa Valley, which are coupled with certain
traits not essentially Indian in character. The juxtaposed lion-elephant and
horse-riders on the pillar capitals at Kirle® or the figures of Scythian{?) war-
riors in the Bhiji whdra’, which simulate identical figures from Nigirjuna-
konda? bear testimony to this. At Karle the work is associated with donors
from Dhenukikata® and even Vaijayanti'h. The portrait sculpture that we
witness here, is in no small measure, inspired by artists of the Amardvati
school, which in turn wasindebted to the Mathura school of the Suriga period!!.
The high turbans and the drapery of the donors at Kirle bespeak of this.
These figures, on either side of the entrance to the Kirle chailye, were almast
certainly inspired by similar figures at Kanheri®, on the west coast. The
tapestry-like spread out of sculptured panels, inserted in between architectural
scheme as at Bhaji" and the diaper-like repetitive motifs obmining in the
$unga art, dominate the scene on the west coast also. Another canvincing
example of this is obtained in the caves at Nadsur, in a heautiful centre-piccr
on the ceiling of the main cave (No. VII) and the figore of Niga Elipatra
carved on one of its walls.¥ Foreshortening of the legs, characteristic of the
Bharhut bas-relief, is also noticed in these caves. Besides; low-relief 18 not only
preferred at Bhiija but also appears in the carvings at Nadsur and in a rock-
cut chaitya on wall of the caves at Chaul¥,

That the art wraditions of the Sitavihana period were essentially of the
southern type is evinced by a large volume of terracotta figurines, both in
local claye and in kaolin, found from Kondapur (Andhra State], Paithan,
Kavsan (on the opposite bauk of Godavari near Paithan), Ter, Bhokardan, !¢
Nasik and Kolhapur, Unfortunately the links between the Sitaviihana penod,
both in the Deccan and in the Konkan remain disjointed for a considerable
length of time till about the 7th-8th century AD.

It is difficult to believe that the art traditions of the Sitavihana period
died our with the extinction of that dvnasty fram the Decean; but the fact
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remains that we have no notable sculptures in this region which could vie
with the classical sculpture of the Gupta period. Such little evidence as we
have indicates in the gigantic Bhikshitana Buddha!” in Kanheri Cave 111, or
the eleven-headed Avalokitedvara!® in Coave XIV, indicates the influence of
Mathori at its best.

Wiih the change in the political circumstances, we are confronted with
different traditions, which are mainly Rishtrakiifa in origin. A love for the
magnitude of the human form, definitive ornamentation coupled with panelled
exhibition, is apparent in sculptures at Elephanta, in the damaged sculpture
in the Jogeshvari cave and in the large Saivite figure from Parel. These repre-
serit the ecarly Rashtrakiita phase, which is limited to the region around
Bombay — owing to the lack of proper exploration and the adverse climatic
conditions of the coastal region. This early phase of Rashtrakfita art is marked
by definitive iconographic forms and proportion, even at the cost of beauty
though emotion certainly seems to have been cared for.

With the extinction of the Rishirakiita dynasty, on the west coast the
Silihira and the Kadamba dynasties kept up the sculptural tradition alive.
However, in the upper reaches of the Konkan hardly any example of the
Silihira art has survived. Except for the sculptures from the temple at
Ambarnath!, some oui-standing examples near the Chakrala tank at Sopira 20
and near the ruined temple at Gas®! and stray natices of the sculptured panels
From the cave at Lonad® near Kalyan, hardly any marterial seems to have
been brought to light or has artracted the attention of scholars. Cousens’
review of this material® suffers from the line-drawings which he has used to
illustrate some sculptures, but these drawings hardly convey any artistic merits
of the works they illustrate. The De¢can trap, which easily decays in a damp
salty climate, must have been one of the reasons for the early deterioration of
most of the material above referred to. However, where the sculptures have
long lay buried and thus adequately protected, or those made of hard stone,
have managed to retain their details and outlines. I believe that such seulp-
tures in good condition could be made available after proper exploration. Tt
is-only after the marerial is made available that the art of the coastal region
in the mediaeval period will be better understood and appreciated.

The discovery of three beautifully carved images recently discovered at
Thana (Figs. 35, 36, 37}, some sculptured pancls from the temple at Parol, 3
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near Bassein, and the isolated sculptures from Dive-Agar, Bivli (Fig. 38) and
Chiplun (Figs. 39, 40) (all in the Ratnagiri District) should be a revelation
to the stisderits of art as they provide a link in the continuity of traditign/in the
Konkan. All of these come from the territary governed by the Silihira rulers
of Thana and on stylistic ground are roughly datable to circa 1000-1200 AD,

(A) Three Mediaeval Images from Thana:

These three images now in the Prince of Wales Museum, illustrated
here through the courtesy of the Director of Archives and Archacology,
Government of Maharashtra, Bambay, were accidently discovered in October
1964, while clearing a stable in the Jondhall Baug area on the Bombay-Agra
road at Thana. All the three images were intended for a Brahmanical temple,
which for some reasan or the other was never finished, and the efforts to
locate the site of this temple have not been fruitful,

One of the images from Thana represents the standing image of Vishnu
as Sridhara® (Fig. g5) measuring 125 cm, Sridhara stands in samabhasiga
pose, and holds akshamald, chakra, gadd and ferikha as his attributes with a smile
playing on his face. He wears karandamubufs, and a torque from which deikha
and mango-shaped pendants are hanging. Below the torque he wears a gopha
and a chain formed by lurge links. From his right shoulder hangs the yajfopavila
of three strands with a Brakma-granthi in front, and a champaka garland worn
like an wparita. He wears a zone and folds of his lower garment hang in grace-
ful folds over hisloins. He has anklets rising on his ankles, as may be observed
in mediaeval sculptures. The halo is decorated with large lotus pels.

On the right and the left of Sridhara are represented the donor and his
wife, the former with folded hands and the later holding a cup full of
modakas or sweetmeat balls. In front of these donors appear two dwarls; the
one on the proper left holds a circular tamburine-like musical instrument
{or may be a round shield) whereas the gana on: the right holds a conchshell.
The image stands on a paficharatha pedestal; over which two miniature shrines
rise- above the moilded pilasters. In the niches of the dewlikds, some Bgures
were intended to be carved but these were never finished. It was the intention
of the artist to decorate the sides of the pilasters with gpdlake-brackets, only
one of which on the proper right was completed. Balstered portions intended
for the second pyilaka on the lefi show that the image was unfinished, a feature
also indicated by a lirge mass of tapering stone left unworked behind the halo.

The second image of Mahishasuramardini (Fig. 96) is 58 cm. high and
represents the goddess in the act of killing the demon Mahishisura. Her right
leg rests on the Buffalo Demon with the severed head out of which the demon
hassprung up. The goddess wears kirifamukufa, an ekdvali, a torque, a broad
fllet and = necklace which danples in graeeful folds over her breasts. Her

» ApodjilapricheMid of Bhusansders, ed. by P. A, Mankad, G. O. S. No. CXV, Baroda, 1959,
P 553 TUAE THEIS FOX AT, 217, 16a
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bireast-scarf covers half of her breasts and is tied with a knot in the middle,
Her zone is adorned with tiny bells (kshudraghantikd) and her hroad waist-band
has a number of looped strings of pearls. She wears armlets and bracelets
and two anklets on either foot. She is four-armed; her lower right handisshown
piercing the body of the demon with a trident while the upper right is shown
brandishing o sword (khafediga). The Buffalo Demon killed by the goddess is
shown with his head severed and is kneeling before her in supphication. He
wears a gheifaméll. To add to the humour of the scene, lion-sdhana of the
‘goddess, is shown biting the Bulfalo from the back.

The demon springing from the Buffalo is shown in human form and is
shown trying to parry the thrust of the trident with his lefi hand. The agonized
expression on the face with round open eyes is faithfully recorded. There s an
innate joy marked on the face of the goddess, arising from the triumph over
the demon.

The modelling of the figure has some notahle qualities. The long pole of
the trident halances the fribkasiga pose of the deity and almost divides the figure
in the fierce and neditative aspects, The top heavy limbs of the deity are
balanced by the careful placing of the two animals and the demon.

The third figure is that of Gapefa (Fig. 97) almost 54-5 cm. in height and
is remarkable for its splendid modelling. The elephant-headed god made of
the Deccan trap is shown with one-tusk (ebadanta) only; he is represented in
the act of cating modekas from-a howl Tield in the lower Ieflt hand. He wears u
flat karandamukufe, has a serpent as his upavita. His lower right hand holds a
pen (lekkani) shown in the act of writing. The upper hands are mutilated. He
is seated on a cushion decorated with hollow ‘cross’ design, common in
mediacval sculptures. His pdfana, the mouse, is shown in front, nibbling the
edge of his seat.

Some of the sculptures from the Konkan, discussed below, preserve their
artistic qualities on account of their material. The stone used for them is soft
chlorite sclist, which is easv to carve when fresh from’ the mines, but hardens
to n certain extent when exposec 1o the niy. This stone s not locally available
anywhere in the Konkan, where a shady reef like Enotry, violet-vermilion-
coloured stone, locally called the jambha stone is generally found and is unsuit-
able for any detailed carving. It has to be presumed therefore that the chlorite
schist images were either brought to the Konkan from outside (at least i so
fur as the mw material is concerned) and were probably the work of the
artisans from owside the Konkan.

(B! Vishnu image from Bivli:

In this respett the chlorite image rom Bivli is noteworthy, This image
(Fig:38) 15 now in worship in a small village called Bivli, about 22 miles to the

. Aparipiaprichckhd of Bhuranadeva, ed, by P. A. Mankad, G. O. 8. No. CXV, Barods, o350
P 554 9 WF wEY LiF.-] ST ﬁﬁﬂ?ﬁ’ 217, 21
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west of Chiplun. The village nestles on the high table-land on the mountzin
ridge and is popularly known by the joint name Ketki-Bivli, the former village
being about a lew furlongs Brom the latter,

This image measuring 137 e length represents the Kelava® aspect of
Vishnu, He wears a high korendamubufe and elaborately carved makerakupdalas.
He stands in samablaniza pose holding in his lower left hand a lows flower,
whose petils are so spread as to resemble a small female figure, taken to be
that of Lakshmi by the villagers. For this reason the temple enshrining this
deity is known as that of Lakshmi-Kefava. The figure holds a conchshell
cmbellished with a long handle in many beaded segments in the upper left
hand. The ¢hakra in the upper right hand is similarly provided with a twisted
handle and the gadd (mace) in his lower right hand is fluted and beaded.
The bulge of the mace ocenpies the middle section, and not the apex, as is
usually scen with this weapon. The figure wears bracelets in all its four hands
a long necklace and a necklet reaching the navel, yapifoparita and other neck,
ornaments, a zone and anklets. There is a round prabhdeali, behind the face.

Garuda, with folded hands, & shown seated in srdhaparysika pose on the
pedestal to the right of the mamn image, and behind Garuda appears a
standing female figure, with her hair collected in & bun, She holds a small
round object in her right hand; posibly a ball.

Oun the right hand side of the pedestal, a roval figure, possibly the donor,
is shown standing with a pdie-like object in his lelt hand; behind him standd
a female chauri-bearer.

Considerable portion above these figures is left blank. The back portion
of the image is shaped like a torana, resting on two pilasters. At the top is
shown a Eirtimdfia with a seroll issuing from its nostrils. The scrolls show small
images inset and were intended to represent the different avalfrar of Vishme
Of these the Matsya, Kachchha aratdras are scen to the proper right of the
main higure, Variha and Narasizhha in the top scrall; the figure of the Buddha
appears on the leflt hand side.

(C) Image of Kesava at Dive-Agar:

Another outstanding image of Kedava from the Konkan, is known from
the village Dive-Agar. This village, about | mile from Borlai Panchetan, 5
miles south of Srivardhan, on the sea coast is already known to scholars on
account of the discovery of seven copper plates, three of them assigned to the
Siliharn period. The village shows traces of many antiquarian remains, such
as the presence of a very large tank, and loose sculptures etc., which have not
been properly surveyed.

The present image which is reported to have been discovered while
plotughing abowt 75 years ago, is a remarkable piece of sculpture, made of
green chlorite schist noted for its beauty and elegance of form. It represenis the
Kefaya aspect of Vishgu. He wears a kerandomiufs and the usial ornaments
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around the neck as in the Bivli figure, referred to above but the ormaments
excel in quality here. Vaijayantimdia, mekhald and other ornaments are shown in
careful details, His Jower right hand hangs down in the lotus-holding pose.
It scems that at the time of the daily worship it was intended that Kefava
should hold a fresh lotus flower every day, His upper lelt and right hands
are shown holding the conchshell and discus respectively, whereas the lower
left hand holds a mace which is touching the fioor. The mace-head assumes
a tapering form and does not have any bulge as at Bivli.

At the base of the pedestal is shown the figure of Garuda with folded
hands; behind him stands a male attendant holding an axe. To the left stands
a female figure holding the chdmarg and behind her is the figure of a gapa holding
the siaff.

The back portion of the prebhdeali is decorated with the figures of the ten
aratfras of Vishou, Out of these Matsya and the Kiirma forms are shown near
the figure of Garuda on the pedestal; Narasithha, shown in the act of tearing
the belly of Hirmnvakadipu, appears at the top. For the delineation of these
avaidra-miris, scroll work has been used which in tumn frames these small
images:. The gvatdre-palfa shows 2 gapa with garlands, and the figure of the
Buddha appears on the left hand side.

This sculpture on grounds ol its highly artistic style and the minuie decora-
tion could be assigned to the Silihdra period.

(D) Vindhyavasini image at Chiplun:

Another interesting piece of sculpture which deserves notice in this survey
is the Vindhvaviizind image from (Fig. 41) the cave temple dedicated to her.
This shrine is mentioned in the Fadefoara-udaye Mahdkdoya recently edited by
Dr. A. D. Pusalkar,

About a mile to the south of the village of Chiplun there is a small hill.
A small cave intended for the shrine is carved about the middle of its slope,
and enghirines 4 small eult image of Mahishsuramardinl on a recently erected

pedestal.

The image about 46 em. high iz in green chlorite schist and shows the
Devi in the act of killing the demon Mahishisura. There is nothing very note-
worthy about its iconography, but from the artistic point of view it is a remark-
able creation. The image shows the Hoysala influence i the highly ornate
details, the squat face and above all, the exhuberance of details.

(E] Sculpture of Karttikeya at Chiplon :

The Vindyavasini Cave at Chiplun contains another mmportant sculpture
of Kirttikeva (Figs. 39, 40) which isa unique specimen of mediaeval art. This
figure has six heads and is shown standing in the samabhaigs pose. It is about
71 cm. in height. The image shows the God standing with his ndkara,
the peacock, on the lefi hand side of the pedestal and a chauri-bearer to the
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right. In the handsof the fisure which is very heavily ornamented, the weapons
like the arrow and the handles of the gadd and paradu are clearly seen. On the
teft hand side he is shown holding 2 bow and lotus bud. The other hands are
mutilated. All the heads are shown with high kiriggmkugas and profusion of
jewellery, both round the neck as well as the zone. The mekhald is ornamented
with a kirtimukha. The Bgure is a remarkable piece of the art of Silihira period.

(F] Siva image near Alibag:

Relerence should be made hiere to & very fine sculptured panel represent-
ing the dancing Siva (Fig. 42) from a ruined temple near Alibag, District
Kolaba. It was found by Sn P. G, Chinmulgund, 1.CS., then Collector at
Kolaba and presented 1o the Raja Kelkar Museum, Poona. The image,
about 71 cm. high and 76 c¢m. broad, represents Siva in a dancing pose, in
between two pilasters, flanked by mdlakas and gajaidrddias. He is covering
Himself with the hide of the elephant demon Andhakisura. His right leg is
awkwardly bent. The image has eight hands of which the upper two hold the
hide; the second proper right hand holds the damara and the lowermast one is
in the abhapa pose. The proper left hand holds & skull while the upper two
chitely the hide and the pilaster respectively. The trident or some other weapan
in the remaining hand iz sadly mutilated. A female attendant is shown standing
at the base; in the left comer appeirs the head of the slaughtered elephant-
headed Andhaka.

The image is in black Decean trap and is in a good state of presecvation.

((:) Sculptured panel at Parol, near Bassein, Dist. Thana:

The village of Parol boasts of an elegant Siva temple which unfortunately
ig in ruins and has already been referred to by Cotsens in Medioeral Temples
of the Dakhan, Pl. X111. A number of panels are lying in the vicinity near the
ruins and have suffered much damage at the hands of the vandals, 1 have
sclected two panels. One of them shows five ganas holding weapons. Their legs are
bent. The delination of the faces is clumsy and stereotyped, but a cerwin cle-
ment of repetitive moti{'is pleasing, The second panel, also from the same Siva
temple, shows the part of the decoration on the walls of the temple. Tt consists
of five compartments devoted to Saivite figures, The first one from the proper
left shows a gana of Siva. The second one, a female figure, is the familiar motif
of Riipadardini i.e., Indy at toilet looking in a mirror. The central compart-
ment shows a warrior, with his javelin, thrust into the body of a child held on
the Gght arm. The fourth compartment shows a nude female figure combing
her hair after the bath. To add a rouch of humour, a monkey is shown o her
right drinking the water dripping from her hair. The filth shows a six-armed
warrior (gena) in the tAndava pose, with his upper left arm in the act of
brandishing a sword.

The panel is indicative of the artistic tradition imbibed by the Konkan
artists and shows how cortain motifs were common in the medinpeval Indian
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art. The motif of Ripadaréini and “The Lady combing the Hair" are
wellknown motifs which start at Mathurd school of the Kushina period, and
continue in Central India (at Ehajuraho), in On=a (at the Rija-Ragi
and other temples), though their counterparts in mediaeval sculpture in the
Deccan are comparatively fewer.



A CHOLA BRONZE OF A DANCING CHILD—A PROBLEM
IN IDENTIFICATION

K. Bharatha Iyer

The Prince of Wales Museum, Bombay has a remarkable Chola bronze
figure of a dancing child which has been identificd as ‘Dancing Bilakrishna'
and ascribed to the 12th century AD. This bronze does not appear to have
been studied though it has been published in Sivaramamurti’s Seuth Indian
Bronzes wherein it is reproduced as Fig. 83a!, and described as "Bilakrishpa' and
dated 12-15th century, While its merits as a Chola bronze in the best tradition
deserve attention as will be evident from the sumptuous illustrations herein
(Figs. 43 to 46) its identification as ‘Dancing Bilakrishna' has been questioned
in view of the existence of several similar dancing child figures which though
they lack in distinguishing iconographical traits are yet differently labelled
as ‘Dancing Bilasubrahmanya' and ‘Dancing Tirujfidnasambandar’.

The Prince of Wales Museum figure was obtained from a local dealer
and its previous history as to location, association etc. is not known, It is
60.5 cm. high including the pedestal. This figure is caught in an impressive
pose in the course of a spirited dance which admirably displays the body and
limbs in all their expansive grace and dynamism. The figure resis on a double
lotus pedestal, exquisitely poised on the left leg which is bent at the knee,
while the raised right leg (also bent) has the loot pointing downwards. The
lower limhs thus almost form a parallelogram. The bent right hand with
the forefinger pointing upwards (sficki-mudrd) is in the reverse direction of the
bent right leg; they are like two inverted triangles with upward and downward
pulls. On the left the extended hand registers a farflung movement in cantrast
to the tensions established on the right. The body and the limbs are smooth
and the flesh tender. The convex and concave curves of the legs and the fluid
grace of the muscles particularly noticeable around the navel are sensitively
realized. The figure is tastefully and winsomely ormamented with a graceful
mukufa, pafrakundalas, necklaces, bgdrar, armlets, waist-bands and anklets.
The thread that hangs from the lowest necklace divides into three parts and
then passes over the back (Fig. 44) making a delightful decorative pattern. No
distinctive sign like frivalsa mark s seen on this image, The mukuts recalls to
mind the kirifa of the Pallava Vishnu firures (see figs, 1o, tob and 1oc of
Sivaramamurti’s South Judian Bronzes) all ascribed to the 8-gth century and
the headgear of the Konerirdjapuram Parvati® ascribed to the latter half of
the 1oth century. The pleasing pattern of the firaschakra (Fig. 44) of Chola
ancestry may also be noticed. On the whole, it appears to partake of the
inspiration and clan of the early Chola period and is possibly earlier than

U O Sivaramamuortl, Sewth fndics Bronzer, Lalit-Kali Akademi, New Delhi, 1063.
'  Douglas Barrett, Early Chifa Bronzes, B, Desai Institute, Bombay, 196y, TL 4.
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12th-13th century. The Muste Guimer has a similar figure also described as
‘Dancing Krishna' but it is poised on the right leg and the palm of the hand
with siichi-mudrd is turned inward. Other Museums have also similar figures
identically labelled while images like the Aravankudi fimure in the Madras
Museum? and the one in Sir Cownsji Jchangir’s Collection® are identified as
Balasubrahmanya and Tirujfiinassmbandar respectively. Therefore the
problem of identification of similar figures, unless associations are clearly
known, becomes difficult and confusing. This is an instance where iconography
as such offers little help, for what is represented is merely a dancing child.
As the question of identification is a matter of some importance severa! scholars
were consulted and their views are summuarised and discussed below.

P. R. Srinivasan thinks that this figure could he Balasubrahmanya as
well s Bilakrishna and opines that these are the two common identifications
of this type of figures bit that a correct identification is possible only when
its associations are known. He also says, “Some people sav that this type of
image represents Sambandar dancing; but it is doubtful”. 5. Nagaswamy
is 0f the apinion that apart from Skanda in the Somaskanda group wherein
he is generally shown as a little child standing between Siva and Parvati
and holding a flower, there seems 1o be no sanction for representing Subrah-
many2 as & dancing child and that he is not aware of a dancing Bilasubrah-
minya under worship. He adds that there are a number of Saiva temples
where such dancing images are identified as Tirujfiinasambandar (Figs. 47 &
48}. He further states, "If a similar dancing figure is found alone and not with a
Somaskanda group and ite height is more than one foot and if it is found in a
Saiva temple or in association with a Saivite bronzes it would be proper to
identify the image as Nartana Sambandar. | have enquired of some of the
traditional Sthapetis and they confirm my view. However, T have not heen
able to get any reference in Silpa texts to Nartana (dancing) Sambandar so
far.” He also points out that Krishna is not always represented with frivatia.
K. V. Soundararajan says that there are rigid canons which specify the features
of Bilasambandar. *“The similarity of any such dancing figure very close to
that of Kiliyinartana Krishpa is also striking and hence one is Apt sometimes
to call such figures 'dancing Bilakrishna'. Even Bilakrishna can hold a cup
although he normally carries a butter ball, The hand in sdchi-hastha can again
cither directly relate the figure to the dancing Krishpa or signify pointing
ta the divine mother who suckled him (Tirujfiinasambandar).”$ He further

€, Siveramamurti, Seuth Jadiam Bronze, Latit-Kali Akademi; Delhi, o6y, fig. 7oh.

' K Khandalavala and Mot Chandra Miniatures amié Scwlptures fiom the Collection of the fate Sir
Gowegt Fohangir, Bert 1. Bombay, 1065, fig, Hig

¥ The stary runs that anc day the futher of child Sambandar Jeft him on the biank of the tank
andl weot down for iz bath and eblutioms. After 2 while e ¢hild mo #ering the father who
wis having his dip bn the water bogan o oy, ‘Then Siva and Plrem o before him
and Plrvati gave her own milk in a cup of gold which the child drank with relich and
quaicted down. When the fathier came ug;hcuw tracey of milk on the lips of Sambandar and
asked him who fed him with milk. Sambandar pointed oul with ks [ harpand-
midri) to Swa and Plreat who were high upoin the sky. The Smmdaryalahart of
Sunkuriclieys [ﬁhc:m.} abo containg & reference 10 the Dravidn child fod by Plrvar with
her own bly the reference appliss 1o Sambandar,
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opines that the development may possibly be mediaeval and had forms both
in conventional stance without any cup or other article, Shri P. Z. Pattabiraman
who questioned the correctness of the identification of this bronze on his visit
to the Prince of Wales Museum and said that it represents the “Dancing
Tirujfidnasambandar’ has adduced further evidence in support of his view.
To an enquiry as to whether dancing is associated with Sambandar he says
that according to the Peiya Purdpam® that after pointing out to his parents,
Siva and Pirvatl up in the sky Sambandar began 1o dance and chant hymns
in honour of Lord Siva. He has also kindly supplied photographs of similar
dancing child figures (Figs. 47 & 48) found in certain Saiva temples. This would
appear to be conclusive evidence that such figures found in Saiva temples can
be regarded as Sambandar but does not invalidate the identification of the
Prince of Wales Museum figure and other similar images whose Saivite asso-
ciation is not proved. The question now is, what brought about this strange
phenamenon of dancing child figures, all alike, and then variously identified ?

An examination of the various Sambandar figures reveal, that no specific
or rational canonical prescription was followed. Sambandar was a contem-
porary of the Pallava king Mahendravarman and lived in the 7th century AD.
Though no contemporary portrait of him is available the earlicst representa-
tions known depict him as a simple commoner type of a boy as is widely
known from the frequent reproduction of the Boston Museum figure? (Fig. 49)
and the Sivapuram Sambandar (Fig. 125 of P. R. Srinivasan’s Bronge: of South
India) which is ascribed to the beginning of t1th century AD. These two
figures carry a cup of milk in the hand and the right forefinger is pointing to
Siva and Parvati. Three other figures reproduced in Srinivasan’s Bronzer of
South India (Figs. 264, 306 and g09) all bear the cup and none is in a dancing
pose.! Whatever that be, a noticeable change occurred in which a simple
sdtpik, Brahmin boy was turned gradually into a depa-like prince as a result of
the process of deification that ensued. Sambandar figures became enhanced
by the addition of mututar and various choice ornaments more befitting a
rdjasic type. Not an unusual phenomenon when we remember the similar
transformation that occurred in the Buddha figures. In some Sambandar
images a crown® is added and in some others several omaments!? and then
in some other figures the dancing pose too is added. Thus, it looks very much
like an approximation to an earlicr existing type viz. that of the dancing
Bilakpishna. Bilakrishna had long remained the most winsome child, decked

*  Nallsswanvy Pillai, Sckkiler’s Peripa Pimdnam; Madras 1015, po 166, But this work it should
be noted in this context wea written in the 12th century fe. nestly five humdred years afier
Sambandar, when the proces of his deification had been almest completed and lagends had
grown arowid him.

T The Bouon Museum figure docs not appens.to be 30 late a5 14th cent, This could usefully
be compared with Fig. 125 of Srinivesan's Brenzer of Seuth fndis (Madras, 1963) which haills
from Sivapuram and 1 sseribed 16 early 11th century ALD.

* The comsistency of the simple mectic type b borne out by such fgures 25 the Colambn
Museum: bronze of 11th contury AD. reproduced as fig. 56 in Sivaramamurti's Seath
Iwilian Bromeey.

¥ PR Seinivasan, Bronces of Soulk Indis, Madras, 1953, Bg: 264,

8 jhad., gy 30b and go0q.



46 PRINCE OF WALES MUSEUM BULLETIN

with choice jewels, fond of dancing and given up to pretty pranks, the
eynosuare of all eyes and ravisher of all hearts. The winsome, dancing child,
Bilakrishna becomes a type, a cliche, and the development of the ‘dancing
Subrahmanya' and ‘dancing Sambandar’ appear 10 be a later development.
Bilakrishoa being so closely associated with dancing i featured in more
than one way; as dancing Kiliyakrishna, as dancing with a ball of butter
or as simply dancing. “When dancing his (Bilakrishna's) hands are empty,
the right in the shhiya, farjani or other pose, and the left arm extended out-
wards, and his hair is fastened in 4 more or less cylindrical kefabandha,” ™! And
Gopinath Rao says'® “when the ball of butter in the hand is not shown, it
has t be understood that the dancing and the joy are due 1o the certain
expectation of getting the butter.” In this figure the dance appears 1o be
reaching its conclusive phase as the expectation is soon to be realized as the
sitekt hand indicates. Thus, it would appear that the figure under diseussion
needs no change in its present identification.

H Gravely and Ranmchandran, Catalogue of Swith fadian Hindu Melol Trusges in e Adadras
Cozernmint Mussim, Bulletin of the Mados Govi. Museum, New Saries, General Section,
Vol. 1, pr. 2, Madras, tga2; g B,

1 T. A Gopmnath Rao, Elmmatts of Hindu Jeomgraphy, Vol 1., pu |, Madras, 1o14, p. 206,



JAINA BRONZES IN HARIDAS SWALI'S COLLECTION
Umakant P, Shah

In the collection of Shri Haridas Swali, Bombay, are two beautiful
Jaina bronzes deserving special study. The first, Fig. 50 (front), Fig. 51
(inscription on the reverse) is a south Indian Jaina bronze (size : height 34.3
em.; width 22.9 em.) representing Tirthankara Mahfvira sitting in ardha-
padmisana on an inverted lotus and resting against the prabhd with a horizontal
bar with makara terminals, supported by two dwarf pillars. On the outer sides
of the pillars two stylized rampant lions support the makara terminals of the
horizontal cross-bar. From this cross-bar, springs on cach side, a standing fiy-
whisk-bearer (Chimaradhara ¥aksha), wearing ornaments, crown ete, The
entire central group is enclosed in a shrine symbalically represented by two
bigger pillars supporting a horizontal bar, on which rests the riming or the
three tiered superstructure; the upper and the central tiers are decorated with
chaitya window or kudw motif. The upper tier seems fo suggest that this shrine
possibly had an eblong superstructure of the gaja-prishtha shape. The fikhara
is surmointed by a masgalekalafa. On the top of each of the two bigger pillars
rests a divine m#lddhara or garland-besrer. The left end of the superstructure
supports the figure of & Tirthadkara with a canopy of seven snakehoods
probably Pirévanitha. There must have been a corresponding figure of
another Tirthankara (perhaps Adinitha) on the right end.

The pitha has in the lowermost section a dkarmachakra in the centre
(now partly visible, being mutilated). The upper partion of the piths shows the
simhisana of the Jina, with a lion on either end. The lion in the centre
represents the (@chhang of Mahavira.

On the right end projection of the pithe is a two-armed, pot-bellied
Yaksha, carrying & purse in the left hand; on the corresponding left end
projection is shown Ambikd, holding her child with the right hand and a
mango in the left. This pair of the Yaksha and the Yakshi was a common
feature to all the Tirthafikaras before separate Yakshas and Yakshis for cach
of the twenty-four Tirthatikaras were prescribed. At Ellora, for example, we
find the earlier pair, and not the later Yakshas and Yakshis. Even though the
twenty-four Yaksha and Yakshi pairs, a pair for each Tirthankara, were
prescribed sometime before the 11th century; in art they seem t0 have become
popiular only after the 11th century.

The fizures of Mahivira, chdmaradbarar and the Yaksha pair are
beautifully modelled and suggest late gth century date for this bronze. The
rendering of the face and the eyes of Mahivira could be compared with
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the rendering of similar features in the bronges from Rajnapur Khinkhini,
now preserved in the Nagpor Moseum, The superstructure suggests that the
bronze hails from further south, probably from the Karnitaka region:

This bronze could be compared with another bronze, now in the Madras
Museum. It iz (Fig. 52) slightly fater in date than the bronze in Swali eollec-
tion as the modeliing and finishing are less refined than in the Swali bronze.
In the Madras Museum bronze, the composition is simplified and the two
smaller Tirthadikaras ae well as the flying garland-hearers are omitted, The
Madras Museum bronze is possibly an early Ghola piece nsstignahle to the 1oth
century,

Figure 53 (front) illustrates a lorger bronze in the Swali collection
(height 50 cm.; width 30 em.), It is also a Digambara bronze as the standing
Tirthatikaras are nude.

Thisbronze is a Paficha-tirthika image (that is, representing the five Tir-
thantkaras] with Rishabhanitha sitting in the centre, in podmdima, his hands
in dhydnamudrd with a Tirthatiksra standing on either side in the Adpolrorga
pose. These three figures are within the frame of two pillsrs supporting a
harizontal erosshar, on the top of which sppears a Jina in padmisama on cither
end. Besween these two Jinas is an elaborate lotus-halo, at the lower end of
which appear two liying divine garland-bearers and two musicians playing
futes. The triple umbrella tops the bronze. A dwarfish fizure possibly repre-
senting & heavenly drummer serves as a finial.

The pedestal bas two lions facing in opposite direction and in between
them appears the dharmachakra. On the right end of the pedestal is seated 2
Kubera-like Yakshs and on the left end appears the four-armed Yakshi
Chakredvari on her eagle mount,

Below the dharmachakra, in the centre of the pedestal, appears the crude
figure of an animal which should have been the bull, but does not look like
it. By the side of the Yaksha is a small clephant which is possibly the cognizance
of the Tirthatkara Ajitanitha standing on the right. On the corresponding
left appears the figure of a tortoise, which is the cognizance of Sintindtha. The
central figure represents Adindtha or Rishabhanitha recognized on account
of the hair-locks falling on his shoulders and the appearance of Yakshi
Chakresvarl, On cither end of the pedestal appears 8 male fiy-whisk bearer.

The bronze shows some uncommon features sdopted by the artist without
violating the canonical rules. Firstly, the attendant chimaradhars Yakshas are
placed on & lower level, instead of being on the right and left sides of the
central Tirthankaras, This device has resulted in the shifting of the positions
of the attendant Yakshas and Yakshis. The lotus-halo between the two smaller
sitting finas has no significance and has been introduced only either as 4 space
filler or as the temple ceiling,

* Balchandra Jain, Jans Brosze frim Rajuapur Khindkini, Tourzal of [ndian Mussum, Yol, XI,
1955, Pp- 1520, Pl T e from ¥ '
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The Jina, being nude, apparently is Digambara, though its southern origin
is doubtful, as in south India the Jinas are usually represented as seated in
ardha-padmisans. The sharp flexing of the bodies of the attendant fly-whisk
bearers is mare in the Western Indian tradition: than in the southern one.

The bronze is well-preserved thongh the faces are a little worn ont, It
can be safely assigned to the late 1oth or early rith century A,



RECENTLY ACQUIRED METAL IMAGES IN THE PRINGE OF
WALES MUSEUM

Earl Khandalavala

(1) Female Ghawri-bearer (Figs. 54, 35, 56). Western Chihikya.
Probably from the Karndtaka country. ¢ toth century ALD. Golour-blackish
brown. Ht. with pedestal 22.5 ¢m.; without pedestal 18.7 cm.

This is one of the fnest Chifukva mital images which has ver come to
Light. Tt ia ot in the mannet of the Eastern Chilukya school, where the
female figures are apt to be more svelte and decorative like the well known
group of Venugopila and his consorts from Chimakurti in the Madras
Museum! which, incidentally, cannot be later than the 12-13th century. Our
imige i also quite distinet from the Kikaiiya school Dipalakshmi from
Waranga P which can 'be ascribed to the rath centory. More recently several
Chilukyan bronzes have been discovered at Biptali; Andhra Pradesh and are
now in the Hyderahad Musieum, They are being published in Lalit Kald No. 19.
The hoard contiing female figures which tough attractive are stylistically
Aifferent from the Chawrj-besrer under consideration. Our Bgure, however,
can be compared to the Jain Yakihi (2) in the collection of Captain Jones* and
now scquired by the British Museum, which bears an' inscription in Kanarese
regarded as being in 1oth century charactens, which opinion accords with the
sryle of the image. Stylistically both images belong 1o the same school. 1 do
not know on whar grounds Mysore was given as the provenance of the British
Museurn Yeakshiin the Art of India and Pakisian, fig: 320 May be thav was the
area from which it was acquired though this lector would not count far much
bceause there is reason 10 think that our imuge was acquired rom the Karni-
faka country, Bath images have broad, full faces, Very prominent rounded
breasty and somewhat similar coiffire. Neither wears any necklaces or armlets,
though our image has bangles and anklets. The [acial 1ype of the image can
easily be seen in the Karnfitaks country and the sculptor has evidenily been
inflnenced by & local type: T had onece seem with Raja Kelkar of Poona a small
seated image of Ambiki from the Gadag ares bearing an inscription of the
11-tath century and having the same tvpe of broad full face.

The iconography ol onr image poses 3 problem. It does not conform to the
Aoscription of any of the Yalshinis of the Tirthankaras either according to
the Seeidmbara vr the Digambara texts, Despite this fact it is still possible tha
it is moeant to be 3 Yakshiod, because icomography imdergoes many changes

. Sivarmrmam—ti, South Pnafiim Beemgrs, Nw Predhi, o6 (Lalic Kallh Akademi Pulili Ea i
Pl gn: The group: fi-aseribed therein to the to-1 11k omt wihiich seerm 10 be somewhnl loo
mi‘v Bt thye | fith seniury slatle of sume wiikers s 0 ke completely ofF ihe msrk

¥ [hid., M. g
¥ fad P she
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and numerous local variations of an imige come into existence in every
pantheon, Our figure may be connected in some way by a local tradition with
the 1gth Tirthadikara Maliindtha whose symbel is a waterpot, as the figure is
shown as an auendant with a chauri, resting her Iefi hand on piled up water-
pots. Or she may be a figure in the manner of the female fgures who are
seen standing beside such piled up water-pots (kalasa-sthapana) in Jain minia-
tures pertaining to the marriage of a Jina such as the illustration relating to
Supérivanitha's marriage * We are assuming that the figure belongs to the Jain
panthean which is not unlikely but it may have some other connotation such
a5 an sssociation with the concept of Sri. There is no indication that our
jmage ever had a prabhd and in this vespect it differs from the British Museum
example, which may be a little later than our figure.

(2) Buddha in fhdmisparia-mudrd (Figs. 59, 60} Probably of YWestern
Tibetan provenance. ¢ 11th century A.D. Hi. 20.5 cm, Brassy coloured metal
fram whichi most of the origingl gold gilt hias been removed. Silver inlay in the
eves. Hullow cast..

fn its own caregory this image is as unique as the Chilukya Yakshi
described above. Tt is not Nepalese nor can it be ascribed o0 the so-called
Kashmir school which was prohably common to several regions of north
India. So also it is quite different in style from the images of the Eastern Indian
school many of which we know were tiken to Nepal and Tibet, The slim
bady is markedly elongated from the waist upwards without any attempt at
‘modelling the tarso save for the slightly raised breasis. The neck is long and
the flat broud face distloses no Chinese influence. The top of the head is flat.
The combination of these charaieristics give the image 4 certain resemblance
to some of the figures to be seen in the frescoes at Tsparang, The treatment
of thie drapery is in keeping with the austerity of the image. The back has
suffered damage as can be seen in Fig. 60, Western Tibet under the Guge
kingdom appears 1o have developed a school of its own influenced by artists
from Kashmir and also other parts of India. But as almost wnvariably
happens with jmmigrant artists, they soon develop a style, which becomes
chumicteristic of the region to which they have migrated and which is not
tnerely a teflectinn of the traditions of their eriginal homeland.

(4) Jambhaia (Fig. 57;. Nepal school. ¢ t6th centary A.D. Copper gilt.
Tt with pedestal 12 em.: without pedestal 5 em.

A patticularly fine example of Jambhala whose images are popular
with the Nepalese metal sculptors, The dating of Nepalese motal images is 2
vexed question and there 1 & great pancity of materisl on which 1o hase definite
opinions. The present writer for want of adequate. evidence has been unahle
to wccept the very early dates ascribed to many Nepalese metal images.
D Stelln Eramrisch in: her recent camlogue—The Arl of Nepal [Asia
Saciety Ine,}—has ascribed some metal images 10 ‘dates 23 early as the 7th o

b Sarahbai Nawab. Fuons Chitra Kilgadruma (and Part), Abamedabad, 1958, 1 7, g 106

48836
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the ath century AD. It would be wise 1 leel to keep note of all the dated
metal images of the 15th to 17th centuries AD. in various collections and
then consider i there is any real basis for the very early ascriptions. Unfor-
tunately, the dated material does not take us further back than the {5th
century bui even so it may afford 4 elue. Till there is more data available it
scemns o me that the dating of Nepalese metal images to dates earlier than the
14th century or thereabout is little more than guess work though T would not
tule gut the possibility of early images. Comparison with stone sculpture can
be misleading. Even Nepalese wood sculpture of fairly later periods retained
the features of early stone seulpture.

(4) Kalajambhala (Fig. 58). Copper: Tibet. e 15th century A.D. Colour-
blackish brown. Ht. 4.5 em.

It appears to be a provincial product. In the right hand he holds a citron
and in the left nabula (mongoose) who is vomitting treasure. The horrific
ficeis in keeping with the concept of Kilajambhala_

(5) Vishpu with consort surrounded by a prabka (Fig. 61), Pila school.
Eastern Bengal. ¢, toth century AD. Green patination with traces of red
lead. Hu 10.8 em,

Ir appears 10 be a provincial product and is different from the usual
finished images of the Pila school. Therein lics jis charm.

(6) Tibetan deified king Sron-Tsan-Gampo (Fig. 62).f He was considered
to be the incarnation of Avalokitesvars. ¢ r6th century A.D. Copper gilt.
Ht 27 amn.

The king is dressed in along robe with decorative hems and a jewelled
belt and is wearing full boots. The head-dress consists of a tall chignon with a
head at the apex which is intended to be Amitabha, because the king himself
is regarded as an incarnation of Avalokitedvara. The earrings are set with
turquoise and side ornaments are st with corals. The long fulling sleeves
indicate that the king wears two inner robes undemneath,

An image of this king is refecred to in B. Winington’s Tibet, but such
representations are very rare. The present image is 4 unique example not
only because of the rarity of the subject matter but also bacause of its artistic
rendering, Most of the gold which is of a dull tint is inmer,

(7) Padmapini (Fig. 63). Copper. Nepal. . 15th century AD. or even
considerably earlier. He. 16.7 cm.

Probably a provincial production. The lug at the base indicates it was an
attendant heure of & Buddbist image. Necklaces and armlets indicate turquoise
insets. Elongated Nepalese images of Bodhisattvas are not unknown but this
type is quile unusudl. The lug &t the back indicates it originally had a short
halo.

'L A Waddell, The Buddbion of Tibel or Lemaion, second edition, Cambridge, ‘reprinted,
1930, P 22.



FIVE CHOLA IMAGES IN THE COLLECTION
OF THE PRINCE OF WALES MUSEUM

B. V. Shetti

The sculpture section of the Prince of Wales Museum was enriched by
the recent addition of five Chola sculptures. Among these are Sridevi, Sadidiva,
Vrishabhavahana Siva and two Dviirapalas. The image of Sridevi was pre-
sented to the Museum along with ten Bharhut sculprures by Mrs. Madhuri
Desai in 1958, Sadifiva and the two Dvirapila mmages were presented in
addition to other sculptires and bronzes by Lady Cowasji Jehangir in 1963
and the Vyithabhavihana Siva was locally purchased in the vear 1965,

All the above five sculptures Belong to the late Choja period (1070-1250
AD,) and are carved out of gramite rock. The Chola sculptor very often carved
out of hard rock like pranite 1w show an intimate understanding of form,
which after many experiments in the previous centuries gains in volume which
is pleasing. Among the large number of images produced during the Chola
period the majority are Saiva figures as the Cholas were staunch Saivas,
though Vaishpava and Jaina images are not imknown,

Sridevi
Late (Thola. 11th cent. AD. Ht. 73.4 em,

This bust of Sridevi (Fig. 64) is broken at the waist. She holdsa lotus flower
in the left hand and the right kand is broken. She wears kerandamubufa, neck-
laces and patrakundalas. Though Bhiidevi, the other consort of Vishnu, is also
adorned with karandamubuts she wears only makerchmdalar. Soidevi has the
kuchabandha (breast-band) which is not worn by Bhiidevi.

Sadasiva
Late Chola. ftth cent, AD. Hi 192.5 an.

Four armed Sadadiva (Fig. 65) is scated in [alii@sang on a double lotus
pedestal, The upper tight hamd holds the tndgla and left the skshamild. The
lower right hand in abhyemudrd is broken and the left hand is resting on the lap.
He wears a il ja@mukufe, carrings. armbands, bracelets, necklaces, yapiapavils,
udarabandha and pddasara. His shore dheti 1s clinging w the thigh. The nose is
slightly damaged.

The Uttarakdmikdgams stares thar Sadidiva may be conceived as having
only one face set with three eves which represent the ichchdfakti, fldnasokti
and kniydsakii, with the chandrakald {the crescent moon), which stands as a symbol
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of jiidna (wisdom) tucked up in the jot@muduts and adorned with all ornaments.
Our image conforms with the description of the single headed Sadidiva.!

No form of Sadifiva is mentioned by Hemidri who has dealt at length
with other deities. But Sadfsiva is not torally unknown to Puripas. Sadidiva
occupies a prominent place in the Tanwika Nibkandas and texts, The warship
of Sadafiva might have come ino vogue in Bengal during the reign of the
Palas and Senas. The availability of the paintings representing Sadgiva at
Puri and Bhuvanetvara and the mention of Sadagiva by Sankarichirya and
by Lakshmapa Desiki—both from south Tnidia show that the cult was very
wide-spread.

Vrishabbavabhana Siva
Late Chola. 11th cent. AD. Ht, g6 am.

The four-armed standing Vyishabhavihana Siva (Fig. 66) holds in raised
upper hands indistinet weapons, perhaps parafu (battle-axe) in the right hand
and the mriga (antelope) in the left. The lower right hand is akimbo and the
lower left hand resis on the head of Nandi standing behind. Siva wears

Jagamuikuta, karnatugdales, necklaces and yajfiopavita. While he stands firm on his
right leg his lefi leg is slightly Bene, His head is a little inclined on the right.

When Siva is made 1o stand leaning aguinst the bull and is not mounting
it, the A@fyape-Silpe calls him Vrishavahana. If Siva is seated on the bull then
he is known as Vyishirtdha, In this case, the elbow of the right hand of Siva
rests on the head of the bull? But in the case of our image the lower left
hand rests on the head of the Nandi,

Gopinath Rao observes, *“The Vyishavihanamiirti should be standing
with the right leg placed firmly on the ground snd the left slightly bent; the
left arm should be slightly bent at its' wrist resting on the head of the bull. In
the back right hand there must be the taika or paress and in the back lefi hand
myiga.’

Qur image conforms with Gopinath Rao’s above specifications.

Dvarapala
Late Chola. 1ath cent, AD. He 160 cm.

Four-armed standing Dviirapdla (Fig. 67); the right leg is raised a little
and resting on a mised pedestal which carries the figure of a snake, The left
hand is resting on o support. He has a terrible face with gogply eves and pro-
truding tusks. The jatibidra is resting on the shoulders. He wears & tall Jald-
makuia with kirtimukhe ornaments, circular earrings decorated with a bird in

¥ T. A G Rao, Elwivents of Hindu Jorography, Vol. 11, Part 1, Madras, 1946, p. 478
¥ H. K. Sasini, South-ndian Images of Gody and Goddesses, Madray, 1gifi, pp. L1geTge
¥ T A- G, Rao, Elommts of Hinds donografhy, Yol. 11 Pan 1, Madras, 1016, p 45s.
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cach, necklaces, yajisparila made of flowers, udarabandha, lion-mask armlets and
bracelets. Inspite of the thind eye and tusks an air of serenity and gentleness
unusual in a krodhka or terrible figure permeates the face.

Dvarapala
Late Chola, i12th cent. AD,. Ht. 160 em.

The left leg of the Dvilrapila (Fig. 68) is raised a little and resting on a
raised pedestal. The left hand holds the mace. He wears a Larapgdamukuta. To
all other respects this Dviirapila is similar as the above Dvarapila.

In ancient times, perhaps it was the rule to keep the effigics of the conquered
rulers to serve as Dviirapiilas in the palaces and temples as suggested by certain
early epigraphic evidences. But later on conventional figures of semi-divine
beings were employed, at first with two arms, thea with four, in that capacity.
The symbols held in the hands of the Dviirapilas differ with the cull images in
the shrine, Dviirapilikis (female dodr-keepers) were kept especially in front
of shrines of the goddesses.* The Dvirapalas of Saivite shrines often rest on
clubs whereas the Dvirapilas of Vaishnavite shrines are without clubs, Some
times out of the two Dviirapiilas one is male and the other female.

The Dvirapilas seen at the entrance of almost every Hindu temple are
alse demi-gods and being sometimes called Chanda and Prachanda, some-
times Jaya and Vijaya or Harabhadr and Subhadrm in accordance with the
place they occupy in the second, third or fifth door-way leading to the main
shrine® The Silparathgraha states that in form the Dvirapilakas are like ghosts
with two big hands in one of which they hold a club, The Saivite Dvirapilas
though clegant in form have ugly mien and have protruding camine teeth
which are absent in their Vaishnavite counterparts.

A N Sauri, The Calas, Madras, 1955, p- 734-
K.

R,
¢ H.K, Sastei] e, el p- 251,



A DATED MANUSCRIPT OF THE XALAKACHARYA KATHA IN
THE PRINCE OF WALES MUSEUM

5. V. Gorakshkar

In 1958 Prince of Wales Museum acquired through purchase an illustrated
paper manuscript of the Kélokdchdrya Kathd written on paper and dated in
V.5, 1429 = AD. 1366,

The manuscript ran into 72 folios of which only 68 are now available.
Fortunately the first and the last folios are intact.

Each folio measures approximately 93,5 ¥ 8.7 cm. On each side of the folio
is a margin of 3.2 cm. delineated by a thick red line. In the blank square space
of about 2.5 cm. in the centre appears & solid red cirele with a perforation
apparently intended for stringing the folios. In the margins on either side are
twa plain red circles in line with the central circle perhaps intended 1o balance
the composition. There are 7 lines in each folio and the illustrations, three in

number (Figs. 6g, 70, 71), appear on the right side.
The importance of the manuscript, however, lieg in the following colophon :

Sameal 1423 varshe &vin sudi 1 pratipadi tithau vére fenau frimad: Yogini-
freravate abhilikkito,

It is, therefore, clear that the manuscript was written at Yoginipura i.e.
modern Delhiin Samvat 1423=A.D. 1466. Delhi was then ruled over by Firuz
Shah Tughlugq. Unfortunately the colophon does not mention anything about
the scribe or the donor but, the fact naming the provenance is of no less
importance. It shows that Yoginipura was also an important centre of the
50 called Western Indian style.

In the case of our miniatures, apart from the fact that they are dated, an
evidence which in itsell is convincing, the following features of the figure
drawing serve as corroboarative evidence.

t.  The folios are long and narrow with seven lines to each folio with
plain red dots in the margin instead of lozenges of the later period.
2. All the three illustrations show figures in full view.

3. The figures have broad shoulders, narrow waist and show a formal
and balanced modelling of the body.

4 The features are delineated with broad strokes. The forehead with
a filaks mark isnarrow.

5. The ornaments and textile designs are suggestive.
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. The architecture is very simple without any kind of elaboration of
details.

7. The colour sclieme is restricted to brick red, yveéllow, green and faint
Blie; restrained use of gold is made to highlight the ornaments.

In another manusoript of the Kalpasitra and Kalakdchdrya Kathd in this
Museum's collection! we come across a very sensitive style acelaimed to be
the hest of the period. Tt is now accepted that this manuscript belongs to the
third quarter of the fourteenth century. The illustrations in our Kdlakdchdrya
Kathi, which are almost contemporary, indicate a stvie that is more archaie
in characler,

Description of the Ilustrations :
Fol: 1. ‘Mah#vira in Pushpotiara Heaven (Fig. 6g), 6.5 % 8.7 cm.

He is seated in paryatbdsang with his hands in diydnemudrd on throne
supported by lions and elephants. On either side stand a fly whisk bearer; in
the upper panel appear Gandharvas and on the top of the parasol stand
elephants with taised trunks apparently sprinkling water. Brick red back-
ground; yeilow body colour.

Fol. 30. Obverse: Semavasarana of Pirdvanitha (Fig. joj. B.2 % 8.7 cm.
The dark bodicd Jina is seated in paryaskdsana; yellow and red background;

four conventional amimals ar four corners.
Falio unnumbered : Sarasvati (Fig. 71). 6.5 x 8.7 em.

The four handed Sarasvati holding ripd, rosary, pustake, and kelefa iy
seated on a blue throne in paryantdsana. She wears a green dotted bodice,
yellow sari with check design, crown, and ornaments. Red background and
dark sky, This figure 13 comparable to the Agure of Lakshmi appearing on the
cover of the palm leal manuscript of Dharmopadedamala dated A.D. 1368.2

t Dr. Moti Chandra, * An illiitrated mansseript of the Kalpayitra and KdlobfchTrpa Kathd", Bulletin
of the Prince of Wales Museum, No: 4, 1953-54- ppe go-4ik

AW, Norman Brown, *Stplistic serieties of early westers Indian punickor painting aboul 1g00 A.D.M
LES.QAL Vol—V, pag. fig. 5.






2. A tree spicit witl) volaries
. Steatite seal. Molienjodira
1. Siva Pasupari. Srearite seal. Mohenjodirn. zqn0 B.Co1s50 BC.

ﬂ‘jur] H.[:. - I'"':il::l H{'.

4. Horned mias i 1l .Ju rived] gorddess, 'Derrarnim,
Al |!|l||.J_hJ||r|-| aeafie HL 750 B.C.

4+ Wrestling between & hormed
temale frure and 4 horned. beasi.
Steatite seal, Melwnjodire,

rgoo B.C. - 1750 B.C



5. Designs om pots [rom Gemetery Ho Terracotta, Harappa, 2300
HCt70 B.C

6. An elephant spouting lotus rhizome. Bhifirhut, Sunga. and century B



- Ta X
I.._llrr.___ i

L i,

e a7l - e

Bharnit, Sunga.

Bhfirhul, Sufiea

oy runtiing ln opposite divéctions.
A makars with twa horns.

-

o

>

—

i 5

P e

P =

gk R
7z
= =
-
a B
~

.
'

Stipa 2,
dchl. 15t century B.C

g. An elephant blowing 4

lotus rhizeme,

b



ro. A makara spouting a garland, Marble, Amarfivard, and century AD
Giovermment Mosenm, Madras,

Y% L mii,,)"
l.' 5 !t

A Yaksha pll“ih;i apt some object from the mouth of 4 makara, Marhle
Amarivatl, 2nd century ALY Government Moseom, Madras

ny

- 4 <
AEVIV el ;

1
pa— s
EEER A 21

12. A makara spouting 4 lotus serall, Marble, Amuardvatl, 2nd century AdX. Govr, Museum, Madras,



sl centary Al

1g. ‘Prorarma motils, Marble. Nigirjunakonda, 3

14. Jl'“l'”l'l’l necklbices hanzing from e b Pt tusks
East pillar of Northern Gateway, Stiipu New |
Sifchl ist cenlury RO

15. Triratna maotif on east pillar of Easten
Gateway, Stiipa No. 1, Sifichi,
15t century B.C.



ST =
Qi‘:}“ bay .
ARG

-

) .

oy
\" . .'E:* -"-
F

17. Sridevi, Glay plagque. Avars;, Madhya
I’l.l.l,l"\h. L “( = ‘BiMA ", l}

6. Two ks with 4 fish in the
centre., Kankfll Tikk. Maothuoil.
Kushiana. and cenmiry ALD,

8. Decorative medallion with
clephant msks, Stipa 2, Sinchi
fet cenlury BoC.

1g. Froemeneey b fivire,
probably representing Sri. Chauras
monnd Maothuri: st cenpury B.G,
Mathurd Museum



« Ll o)

NG CEE O M A BTNy TR OFfF B 0 sats danfoiiy T8




24. Miyi's dream. Marble. Nigiarunokonda. grd century AD



a5. Goddess Se8. Ivory, l‘m||.|_r|'ii. Seconi

hall of the st century B.C 26. A courtesan alluring Rishiyasyinga.

Mathord. hushina. 2nd centuary A,
Mathuri Museum.



alB. kubom and e copsort, Takbhe-r=Balin
Lrandhfivs. 2ned cent, AdD

27. Horned head. Terracotra. Katsimbi
2nd cemiury- ALY Hu rz em: Privee al
Wales Misenm, linrtl.hiﬂ_..

FF.""TF"F'E{I CEEERE R LI

2g. Mithuun conple with aitendomts and
two homs, Duarga temple, Aihole
sth century A,

0. Ascere and his companion with s cornncop,
From the relief ol Arjuna’s pevance at
Mahahalipiram, Pallava, 7th centun A LD,



—_— ﬁ‘?}* :

g1. Kulera Valiravano with attendanis,
Tunhuang, Tibet. 1oth century AL,

gz, Jambhala, Nepal, 1786 AL, Prince of Walis
Museum, Bombay.




TEpOaE] AR g A fiuaudag | ARopoasngy
UV IR b I Apan Eeney yraon Cprarpu g esaiey <BE

wpoavyy aepiegg vueg |

vujo ] vuilijiisnis) (py L Y|

"o 10y X0 TR G DRI

sonclione [y pagared . pagmedey S oioag oo,

TN TUOOJY 00 QOPEIEn| SI3] CaaisEal o]
VAAR Y o g amsidag aaddy <RE




TRTLE

W,

irelind

| CRN

a6. Malushisurn

A, Hi, 125 im.

lanli Bane,
Bombay.

[r'.rl

35-

sriddbinea

Fince

AT Hu, sBem. |

b F AN

Listrict. Sililfira.

Wales Museum, Bombay,

e 200

AMuseum,

silil
Wiles



T ud DR

b <k
1 "'.J.,Ij;q:f

q8. Keanva, Divli, Ratuaet [, Silihiaca

Sililiara.
Mgt Bomilwaw,

Thaien  Thistrict,

i Prinee of Wales

Jondlanli - Bauge,
poon-rzan A DD, Hi

37 Ganen,

| Cpa= | 20000 "l.l] “I 117 ¢m

B



L1

go. il ol Fig,

r. L :I.".:;'|1!:|||. S1lil e

1k

L

9. Kartkikevie Vindbyoavising

Hi. 71 ¢m

pinns | o0 AL



o ol I Y 0021-0001 ey
.:________.__.u ALy PHASRA AN Py [ IV e su S v 't

WO CIIORI AT Ty d.;._u..x LU IR DA Ay R Sl T A B TR
IR ENS ') VELISHC] oy .u.__..n_.______... WAL T ¥




E-F

'
l

Loclia, Cihilin, gy

vty NG e sl pedesiald Do om

Seinithy

Boei Lk isdinn,

43- Danging

Rl

ool Wiakis Miysoan

1Ml



45+ Detadl of T

46. Reverse of Fig




varat letple,

Narvi Sivmbandar, Seb Kaa Xeanves

lnngudi, PApandaim Taloeg: i eenary AL

{ﬂ.

SHF Pesivaviitanfd&=Svaeat

Tirnriarnypondi “Fidudg

47 Nivtana Sumbandug

temple. Sitlavemeir,

AD

il aemiurs



49+ Twifing Sumbandar. Sonth 50. Mahivira, Probubly from Karnataka.
India i”h cetil. AL Mauseum Laite 1_|1i|:1r|:|1':|r'. A Hu 94 -9 W, o2 4} T,
of Fie Avig, Bosion, Haridas Swali’s Callection.

5t Inactiption un the reverse of Fie, 50



._.__n..._.:.-u:.._; -.:"_._.‘.‘___._.h m:u_u_._.—uI
LT _:_.n A 0 IH " ___.. NITATEEE At RLER AL .ﬂﬁ___t__...q._._._...F _.._u_.:__._:..”_..,_._:._w.,.-
AL I G STV O] 0N T[T T «£E [ i ol LT TTRT _.T,.w“u ATARS] “REUT NIy e i




54« Female chawri-hearer. Western Chitlukva,
Prolmhbly from Kamataka. ¢ toth ceniir .10
Hi. with pedesial 22,5 cm.

Prioice o Wiilees ADisenm, Bomibsdio.

55. Another view of Fig, 54




57. Jambhala Gl bromze, Nepak 58. Kalajambilmba. Copper Cibwt
ihi e cetitbinn A Hu Wil 50l ceand Ay, HL g 5 EI,
prdestal 12 cm, Prince ol Wiales Prinee ol Wales Aiiseiin,

NMusenm. Bombay. Bomtbiay,



o _ ARGMIOE TWINSSNY S{EAL J0 SauL] ms & os 1
C By o wsrasay ‘og (LY AIUSY 1T 9 18N SIS WIOAT Ao erppng 6%




"TARGLIOE "WINIEnY

Qe Jo soun] wa Lot Yy
EETRL = (U (B FRTE RS Ly
oy - roddoey siedvmipe -Eg

==

Arquiog "WNSSNTY SHEAL JO uLid
um L2 (1Y Anuad ipgl
L] ToEuLL Q)i ieliiery-ues | -uoig zg

[enuag

ARQuog] WIS S3[UAg 10 SauLL]
TR FREY & s g TR AFRE R TN TTY
WAANEIF] D CaRaoag] CEL s C1g




iy AT

6. Sitddevic South India, Late Chola. tith

Hi, 730 ome Prinee of Wales Musenm, Bombay,

-
=
-
=
=
el
|2}
=
e
=
-
=
—

1, Bambay,




Soutly Tndia, Late Chioli,

68, Liviveapala

Lante b

Livitann

67, Dudrapil. So

o bt emi

v
Of Wil N Dose i

A Hi

Dbk

hG ETETRTL

i Wl

Sonitly Tl

Al Ha

b 1 ARH

AN GRARIEERLE

Fiby

'.-Iﬁ. Vsl

Laite € Lk
Walrs

|_-|-|. e 1l

Bésimluan

St



0. Samuvusarani ol Parsvaiatha. Frane the
6g. Mahdvio i Pashpottiry Heaven. Kdlokd- came Meops Fig bo 8.2 = #.70mm
chdrya Kedlhd Mz DU o6 AT b5 8.7 e
Mrince of Wales Musenm, Hombay

L gL Saraswati, From the same Ms: as
B Tig. b b5 8.7 0










n-um.a{‘? asfﬁ -Pw-m ‘

Auﬂm—ﬂl Mﬁ.

IHIH- h Date of lusue [hﬁlulm

fm of Vales Mrultiim
¥ '-ﬂ M ]

.._n._u




	00000001
	00000002
	00000003
	00000004
	00000005
	00000006
	00000007
	00000008
	00000009
	00000010
	00000011
	00000012
	00000013
	00000014
	00000015
	00000016
	00000017
	00000018
	00000019
	00000020
	00000021
	00000022
	00000023
	00000024
	00000025
	00000026
	00000027
	00000028
	00000029
	00000030
	00000031
	00000032
	00000033
	00000034
	00000035
	00000036
	00000037
	00000038
	00000039
	00000040
	00000041
	00000042
	00000043
	00000044
	00000045
	00000046
	00000047
	00000048
	00000049
	00000050
	00000051
	00000052
	00000053
	00000054
	00000055
	00000056
	00000057
	00000058
	00000059
	00000060
	00000061
	00000062
	00000063
	00000064
	00000065
	00000066
	00000067
	00000068
	00000069
	00000070
	00000071
	00000072
	00000073
	00000074
	00000075
	00000076
	00000077
	00000078
	00000079
	00000080
	00000081
	00000082
	00000083
	00000084
	00000085
	00000086
	00000087
	00000088
	00000089
	00000090
	00000091
	00000092
	00000093
	00000094
	00000095
	00000096
	00000097

