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PREFACE

A study of Ceylon’s Mahayana monuments was made in detail
by Dr. S. Paranavitana, when Epigraphical Assistant to the
Archaeological Commissioner, and published in the Ceylon
Journal of Science, Section G, Volume II, in 1928. Since then
a great deal of evidence has come to light and was published
sporadically in different papers and by different authors.

It seemed to me that the time is opportune for a monograph
on this subject of cultural and religious importance to all those
interested, whether at home or abroad. In this work, therefore,
I present the results of my enquiry, adapting the Thesis on which
the University of Ceylon awarded me the degree of Ph.D. in
Archaeology. The adaptation was not my choice but as required
by my publishers who were not interested in abstruse writing
for the few but were only prepared to accept a book for a larger
circle. Unless I deferred to their choice, the book would have lain
in cold storage.

Place names are given in the official spelling as found in the
Lists of villages etc. Italics are not used to spell indigenous
words of common occurrence e.g. Jatakas. Continuous passages
of Sanskrit, Pali and Sinhalese are given in Roman and not
italics, the latter being confined to single words or short
phrases. Diacritical marks are not used in the spelling of
proper names such as AvalokiteSvara, Taria, Mafijusri etc. For
the convenience of the reader, these marks have been included in
the Index. There are also a few other deviations from the normal
practice which the reader will understand without difficulty.

In the Introductory chapter I have treated the subject from
t'he historical angle. For my own reasons I have here adopted the
dates as given by H. W. Codrington in his * Short History of
Ceylon

Much travelling had to be done in the search for the less known
relics of the Mahayanists. In this search I was successful, to a
certain extent, but I never cease to have the feeling that there is
much more of the unknown. That unknown is for future seekers.



I am indebted to Dr. C. E. Godakumbura, Archaeologieal
Commissioner, for much assistance, and to Mr. C. M. Austin
de Silva, Assistant in Ethnology in the Department of National
Museums, for readily granting me every possible help in obtaining
photographs of unpublished monuments. I am also conscious of
d¢he debt I owe Mr. D. T. Devendra. To Dr. S. Paranavitana,
who, as the Professor in charge, supervised my work from the
beginning and guided me in the search for the relics of Mahayana
in Ceylon, I owe a deep debt of gratitude.

N. M.
Vidyalankara University,
Kelaniya,
Ceylon.
lst May 1967.
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CHAPTER 1
INTRODUCTORY

OrTHODOX teachings of the Buddha are preserved in Ceylon, the
home of Theravada Buddhism. In the neighbouring sub-continent,
which is the land of its birth, Buddhism underwent many changes
in the course of time. As a result of them, the two well marked
schools of Buddhism, namely, the Mahayana and Sravakayana
came into being by about the 1st century A.C.

Mahayana is the name given to the developed doctrines. The
doctrines introduced into Ceylon in the grd century B.C. by
Mahinda-thera, son of Emperor Asoka, are regarded as the
orthodox teachings of the Buddha. For nearly two centuries,
these were handed down orally and in the 1st century B.C. were
committed to writing.

About the 2nd century the doctrines of Mahayanism were given
an authoritative form by Nagarjuna, the founder of Madhyamika
school who is associated with the Prajitaparamiia and the relativist
philosophy named Madhyamika. He is said to have been a native
of the Andhra country. His chief disciple was Aryadeva (believed
to have been the son of a king of Ceylon) who is credited with the
authorship of a commentary to the AMadhyamikakarika of Nagar-
juna. He was also the author of several other works such as the
Catuhsataka. It is about this period that these developed doctrines
are heard of in Ceylon.

(1)

In the reign of Voharika-tissa (215-237), the Dhammaruci
monks of the Abhayagiri monastery? put forward the Vaitulya-
pitaka as the true word of the Buddha. These were examined and
rejected as unorthodox by the monks of the Mahavihara. Thereupon
king Voharika-tissa appointed a minister called Kapila, well versed
in the sciences, to inquire into the case. The results of the inquiry
having disclosed that the Vaitulya-pitaka did not contain the word
of the Buddha, the texts of the heretical monks were burnt.

The chronicles of Ceylon refer to these doctrines as Vaitulya-vada.
The term Vaipulya-sutra is one of the commonest names of the
scriptures of the Mahayanists. A reading ‘‘ Vaitulya >> has been

1. Pre-Christian years will throughout be signified B.C., the post-Christian
simply by the figures.

“2.. Mh,; ch. XXXVI, v. 41; C.7.5.C.; Vol. I, pp. 35-T1.
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found in the Kashgar manuscript! of the Saddharmmapundarika.
This word appears to be identical with P. Vetulla or Vetulyaka.
The commentary to the Kathavatthu® says that the Vetulyakas
held that the Buddha really remained in the Tusita heaven and
sent a phantom to represent him in the world and that it was
Ananda, not the Buddha, who preached the Law. These doctrines
are also to be found in such Mahayana works as the Saddharmma-
pundarika-satra. Since ‘‘ Vaipulya” and * Vaitulya ” appear to
be synonymous terms, H. Kern held that the Vaitulyavadins of
Ceylon were Mahayanists. N. D. Mironov has also shown that
““ Vaitulya ” is spelt as such in manuscripts older than that of the
Kashgar manuscript and that from Chinese sources it is understood
that ““ Vaipulya ” was a later term than ‘‘ Vaitulya .

A section of the Vaitulyakas were known? as Mahasuiifia (Maha-
§iinya)-vadins. The Sinyavada (the doctrine of Relativity) was
expounded by Nagarjuna. The heretics are also referred? to as
Vitanda-vadins. The last named were those who, having no view
of their own to establish, were concerned in refuting the views of
their opponents. The doctrines expounded by Nagarjuna and
Aryadeva, i.e. the Madhyamika philosophy, appear to be identical
with Vitanda-vada. It is, therefore, reasonable to conclude that
the Vaitulyavadins of Ceylon were Mahayanists.

It was in the reign of Voharika-tissa that the Vaitulyavadins
first put forward their scriptures as orthodox teachings, though the
Mahavamsa does not specifically say so. It is likely that they were
known much earlier but that the heretical monks were not suffi-
ciently powerful to present them.

Portions of such scriptures as the Prajiaparamita are among
the earliest Mahayanist works and date from about the 1st century.
About the year 170 this text was translated into Chinese. There is
reason to assume that the monks of Abhayagiri monastery were in
touch with current religious developments in India. Disciples of
the Elder (Thera) Dhammaruci, who formed the Dhammaruci
fraternity, came to Abhayagiri-vihara from Pallavarama in India.?
The 14th century Nika@ya Samgraha says that he belonged to the
Vajjiputra-nikaya which was one of the eighteen sects into which
Buddhism was split up in India before its introduction into Ceylon.
The followers of this sect admitted pudgala—which is at variancee

with anatta, the corner stone of Buddhist philosophy. .
1. F.R.AS. (1907) p. 432.

2. ibid., pp. 434-6.

3. Dipavamsa, ed. B.C. Law, 1959. xxii, 41

4. ibid., xxii, 43.

5. Nks., p. 13.
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Sir Charles Eliot has defined Mahayana by attributing to it
seven lines of thought or practice.! These are: (1) A belief in
Bodhisattvas and in the power of human beings to follow the career
of a Bodhisattva. (2) A code of altruistic ethics which teaches that
every one must do good in the interest of the whole world and
make over to others any merit which may be acquired by this
virtue. The aim of the religious life should be to become a Bodhi-
sattva, not to become an arhat. (3) A doctrine that Buddhas are
supernatural beings distributed through infinite space and time
and innumerable. In the language of later theology, a Buddha
has three bodies (kdyas) and still later there is a group of five
(afterwards six) Buddhas (Dhyani). (4) Various systems of idealist
metaphysics which tend to regard the Buddha essence or Nirvana
much as Brahman is regarded in the Vedanta. (5) A canon com-
posed in Sanskrit and apparently later than the Pali canon.
(6) Habitual worship of images and elaboration of ritual. There
is a dangerous tendency to rely on formulae and charms. (7)
A special doctrine of salvation by faith in a Buddha, usually
Amitabha, and invocation of his name.

(II)

About forty years after Voharika-tissa, in the reign of Gothabhaya
(254—267), the Dhammaruci sect of the Abhayagiri-vihara again
put forward the Vaitulyavada as the true word of the Buddha.?
a monk named Ussiliyatissa heard of the calamities which befell
the Vaitulyavadins in the reign of Voharika-tissa and fearing
similar treatment at the hands of Gothabhaya, separated from
the Dhammarucikas and took up abode at the Dakkhinagiri-
vilira. These monks formed the Sagalika sect and adopted the
Jetavana (Denanaka) as their residence in the reign of Mahasena.
When Gothabhaya heard of the Vaitulyavada, he assembled the
monks of the Panca-Maha-Avasa (Five Great Residences) and
held an inquiry to ascertain the orthodox character of the doctrines.
The results of the inquiry revealed that the doctrines were those of
heretics and not the true word of the Buddha. The penalties
imposed upon the Vaitulyavadins were more severe in this reign.
The king burnt their texts and sent them into exile, branding the
~ bodies of sixty of the heretics.

- Shortly afterwards in the same reign we hear of the arrival in
Ceylon of a monk named Sanghamitra from south India. He was
a disciple of one of the monks who was branded and exiled into
India by Gothabhaya. He learnt of the calamities which befell
the Vaitulyavadins and determined to espouse their cause. The

1. H.B., Vol. 11, ch. 16, p.6
2. Mhy., ch. XXXVI, v. 111-117; Nks., pp. 14-15.
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chronicle says that this monk was versed in the teachings concerning
the exorcism of spirits and magical formulae. He obtained the
favour of Gothabhaya and became tutor to his two sons, Jettha-
tissa and Mahasena. The former was not tractable and when that
prince ascended the throne, Sanghamitra returned to India. When
Mahasena (277-304) became king, he arrived in Ceylon for the
second time and commenced his activities.! It appeared as if the
Vaitulyavadins had gained ground.

Even the consecration of Mahasena, says the chronicle, was
conducted in the manner as desired by Sanghamitra. The king
was soon persuaded that Vaitulyavada was the true doctrine and
that the monks of the Mahavihara did not teach the true Vinaya.
‘The Abhayagiri-vasins, who were Sanghamitra’s followers, were
recognised as the expounders of the true doctrines. The monks
of the Mahavihara were ordered by Mahasena to accept the
Vaitulyavada. On declining to do so they were subjected to
penalties such as by a decree that alms be not given to them.
Thus, being deprived of the means of livelihood, the monks of
Mahavihara and Mihintale left for the Rohana and the hill country.
It is probably Mahasena’s edict (on a tablet) proclaiming his
religious policy, found at Jetavanarama and now preserved in the
Colombo Museum (in a mutilated condition).

‘The Dhammarucikas took possession of the monastery at Mihin-
tale and for nine years the Mahavihara was desolate. Its buildings
were pulled down; with the material, the Abhayagiri monastery
was embellished. The land on which the Mahavihara buildings
stood was ploughed, and peas sown. The Brazen Palace (Loha-
pasada) was also razed to the ground. In these matters the minister
Sona collaborated with Sanghamitra. The oath taken by the latter
was thus redeemed and the cruelties suffered by his master were
avenged. :

In the course of time public opinion expressed itself in favour
of the Mahavihara and the country was on the verge of civil war.
The minister Meghavarnna Abhaya actively intervened and the
king, who was his friend, agreed to change his religious policy.
One of the king’s favourite wives who was well disposed towards _
the monks of the Mahavihara got a carpenter to assassinate Sangha-
mitra. The texts of the Vaitulyavada were burnt and Sona was
also put to death. It appears as if Mahasena himself was acutely
conscious of public opinion, to which he yielded. The tide now
turned in favour of the Mahavihara. Orders were given for the
reconstruction of that monastery and the monks who had left it
returned. They were given the fourfold requisites and soon con-
ditions returned to normal.

l. Mhy., ch. XXXVII, v. 1-39; Nks., pp. 15-17.
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It will be noticed that Sanghamitra’s activities in Ceylon
synchronise with some of the major developments of Mahayana
Buddhism in India. It is roughly the period assigned to Vasu-
bandhu and Asanga. The latter was the founder of the Yogacara
school, To him is ascribed the introduction of magical practices
and Tantrism. Sanghamitra, as noted above, was well versed in
the teachings concerning the exorcism of spirits and magical
practices, It is likely that he was influenced considerably by the
teachings of the Yogacara school.

In spite of the fact that Vaitulyavada was suppressed, information
picked up at random points to the continued existence of certain
Mahayanist beliefs and practices immediately after the reign of
Mahasena. Jetthatissa IT (332—341), at his father’s request, made
a beautiful, charming figure representing the Bodhisattva, as well
as a chair of state with a back, an umbrella, a mandapa with jewels.?
This description of the image with an umbrella above the head
recalls to mind certain Mahayanist sculptures of the Buddha and of
Bodhisattvas of a later date. The Culavamsa states that this image
was made at the request of the king’s father, who, (if W. Geiger’s
_assumption be accepted) was Sirimeghavanna (304-332). The
latter was permitted by the Indian Emperor Samudragupta to
erect monasteries at Nalanda and Bodh®*Gaya. Dhatusena (463-
479) also installed Bodhisattva figures and caused to be constructed
a Bodhisattva temple (Bodhisattaghara).?

From a study of these events it will become clear that although
Mahayanism was suppressed, the doctrines introduced by the
adherents of that school continued to prevail in Ceylon especially
after the reign of Mahasena. Sanghamitra’s activities lasted for
nine years and it is likely that during this period some of the
Mahayanist doctrines, such as Bodhisattva worship, were absorbed
into the popular religion. A study of the relics of the Mahayana
in Ceylon confirms this likelihood.

(L)

The chronicles do not record the existence of heretical schools
for nearly two and a half centurles from the time of Mahasena.
In the reign of Mahanama (412-434) the famous commentator
Buddhaghosa arrived in Ceylon and translated into Pali the
commentaries, which had been up to that time in Sinhalese.
This event appears noteworthy if we examine this need to trans-
late the commentaries into a dead language. It was mainly in the

1. Cv., xxxvii, 1-39,
2. UHC., p. 288; H.B., VolL:11, p.-87.
3. Cv., xxxviii, 65-69.
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interpretation of the word of the Buddha that there was likely
to be division of opinion. Words of a living language could acquire
secondary meanings in the course of time and pave the way for
controversies in the future. In the case of a dead language, such
changes of meanings of words were unlikely. Therefore it is reason-
able to suppose that the monks of the Theravada school extended
their patronage to Buddhaghosa in the task of translation in order
to avoid future controversies and also to preserve intact the word
of the Master. Of Buddhaghosa’s work the Cilavanisa says, * For
beings of all tongues this (rendering) became a blessing and all
the teachers of the Theravada accepted it as the original text .
Hitherto only the text of the canon was in Pali but now that the
commentaries were also translated into the same language, they
could be of benefit to those of Theravada persuasion in other
lands as well.

( IV )

The reign of Silakala (526-539) witnessed the next event in the
history of Vaitulyavada. In the twelfth year of this king, the
Dhammadhitu was brought to Ceylon by a merchant? from India
and presented to the king. The latter, in consultation with the
monks of Abhayagiri, placed it in Dena-vehera and commanded
that honours be accorded to it. The Sagalikas of Dakkhinagiri-
vihara, who had taken up abode at Jetavana, were at first not in
favour of honouring it but were persuaded by the monks of Abhaya-
giri to follow suit. It is also stated that the Sagaliyas of Jetavana
adopted the Vaitulyavada in the reign of this king. The Nikaya
Samgraha states that the inmates of Mahavihara and the
intelligent folk of Anuradhapura did not pay respects to the
Dhammadhéatu and that the doctrines introduced by the merchant
from India prevailed among the less intelligent folk from the
date of Silakala. On earlier occasions the texts were burnt but in
this instance such a calamity did not befall and it is very likely
that in the course of time, slowly but steadily the heresies spread.

Silakala was also called Amba-sdmanera. His youth was spent
as a novice at the monastery of Bodh-Gaya and therefore there
is no doubt that he came into contact with Mahayanist doctrines
which were then gaining ground in north India. When he returned,
he brought with him the Hair Relic. This relic was preserved in
a precious casket of crystal and housed in a beautiful building.
In this shrine there was also an image of Buddha Dipankara
whose cult may be taken as a sign of Mahayanist influence.?

It was noted earlier that the Dhammadhatu was brought to
Ceylon in the reign of Silakala. The Nikaya-samgraha refers to

1. Cv. Ch. xxxvii, v. 243-246.
2. ibid., Ch. xli, v. 37-40.
3. ibid.,, Ch. xxxix, v.59.
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a text of the Vaitulyavada brought to Ceylon by the merchant
named Purna. Both the Sinhalese words Daham-daya and Daham-
da, being synonymous with (P.) Dhammadhitu, are met with
in inscriptions discovered at Puliyankulama.! The Saddharmma-
ratnakara (15th cent.) informs us that king Kassapa (which of the
one who bore that name is not stated) deposited the Dhammadhatu
within the Abhayagiri-stupa. This work also states that dhamma-
cetiya may be included among the five different classes of stupas.?
From a study of the foregoing references it becomes clear that
Dhammadhatu was an object of much honour.

(V)

Vaitulyavada doctrines introduced in the reign of Silakala
appear to have flourished till the time of Aggabodhi I (564-598),
in whose reign® the Elder Jotipala from India is said to have defeated
the heretics in a public disputation. Therefore the monks of Abhaya-
giri resorted to other ways of propagating the heresies since their
followers began to dwindle. Through a courtier they managed
to influence the king and expounded the Vaitulyavada to him.
The Nikaya-sargraha does not specifically state that the king was
converted to their views but the C#lavamsa states that he extended
protection to Jotipala. It is, therefore, likely that the king was
not favourably disposed towards the heretical doctrines.

In the mainland, too, the sixth century was an era of great
literary activity. The Buddhists of this period were concerned with
the study of logic. Eminent logicians named Dinnaga and Dharma-
kirti flourished about this time.* These two belonged to the school
of Asanga and as a result of their labours, Buddhist logic spread
widely. Several schools of commentators followed them. From the
records of Hsuan Tsang we learn that public religious disputations
were very common in India about this time.? The Chinese pilgrim,
who heard of the brethren of Abhayagiri-vihara, says that they
studied both vehicles and widely diffused the Tripitaka.  The
priests attended to the moral rules and were distinguished for their
power of abstraction and their true wisdom. Their correct conduct
was an example for subsequent ages; their manners were grave
and imposing *.¢ The Cilavamsa, however, gives quite a different
picture of Abhayagiri-vihara-vasins. In the reign of Silamegha-
varnna (614-623) a young monk named Bodhi who dwelt at
Abhayagiri-vihara was so disgusted with the undisciplined conduct
of the brethren that with the aid of the king, he carried out a
reformation. The young reformer was murdered secretly and
the reformation came to an abrupt end.

1. See ch. 4. pp. 82-83. 4. H.B.T., p.245.

9. Sdr., p. 333 and 298. 5. B.R.W.W., Vol. I, pp.80-81
3. Cu., xlii, 35 and Nks., p. 19. 6. ibid., Vol. I, p. 247.



About this time we learn of the visits of Mahayana teachers to
Ceylon from India on their way to the Far East.l Gunavarman,
a member of the royal family of Kashmir who had become a
Buddhist monk, arrived and stayed in the island for some time.
He is said to have converted the king of Cho-p’o (Java or Sumatra)
to Buddhism and propagated the religion there. Another, Vajra-
bodhi, was also an eminent Mahayana teacher. He had stayed
for some time at the Pallava court, paid a visit to Ceylon and then
went to China. About the close of the seventh century he was a
guest of Abhayagiri-vihara. He is said to have preached Mahayana
doctrines to the ruler of Rohana. In the reign of Sri Silamegha or
Sri-Sila (Chi-li-chi-lo) he paid a second visit to Ceylon. Amogha-
vajra, Vajrabodhi’s pupil, was a native of Ceylon. Aggabodhi VI
(741-781) sent him in 746 as an envoy to China. It is likely that
the inscriptions at Tiriyay and Mihintale (engraved in Pallava
Grantha characters) were due to the influence of these Mahayanist
teachers.

From about the sixth or seventh century onwards, Mahayanism
appears to have gained a strong foothold, as may be noted from
a study of the monuments of this period. Statuettes of Avalokites-
vara and Manjusri were made, as the examples from Boston
Museum and Elahera testify. These Bodhisattvas were also
eulogised in inscriptions, e.g. at Tiriyay. The Trikayastava at
Mihintale is but further proof of the steady progress of Mahayanist
activities in Ceylon about this period.

( VI)

For nearly two and a half centuries from the time of Aggabodhi I
the chronicles do not refer to any heretical sect or the Vaitulyavada.
But a study of the monuments of the period reveals that the heretical
doctrines were flourishing side by side with those of the orthodox.
The Nikaya-samgraha records the next event as having occurred
in the reign of Matvalasen (Sena I, 846-866).2 This time a heretical
doctrine called the Vajiriya-vida was introduced to Ceylon by
an ascetic of the Vajraparvata-nikdya of India who had taken
up his abode at the Virankura monastery. The heresy introduced
by him received royal sanction and the king himself accepted the
teachings. The ascetic had been introduced to the king by the
cook of the royal household (whom he had bribed). These doctrines
are referred to as secret teachings or confidential discourses and
the king (as the Nikaya-samgraha says) who was not a man of
learning, abandoned the orthodox teachings and accepted the
heresies. The Vajiriyavada thus introduced appears to be identical
with Vajrayanism, a school that was flourishing in eastern India

LG, Vol. 1, Pt. 1, p.383. 2. Nks. p.20
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at that time. The Vajrayanists were exponents of the worst phases
of Tantrism. About this time, says the /Nikaya-samgraha, the
Ratnakiita-sitras and other writings of the Mahayanists were
also introduced to Ceylon. A Ratnakiita-siitra appears as No. 45
in the Tibetan Buddhist Canon. A section of the Mahayana sutras
of the Chinese Canon is also referred to as Ratnakiita. Copper
plaques on which were inscribed extracts from Mahayanist texts
have been discovered in Ceylon, and in one of these mention is
made of the Ratnakiita-siitra referred to in the Nikaya-samigraha.
The reference to Vijiriya-vida and the esoteric doctrines thus
introduced recalls to mind scriptures like the Guhya-samdja-tantra
of the Vajrayanists. The author of the Nikaya-samgraha refers by
name to 25 texts known to him which were composed by the
Vajraparvata-vasins. One of these is Samdja-tantra. The latter is
probably identical with Guhya-samdja-tanira.

Another heretical sect referred to in the Nikaya-samgraha is the
Nila-pata-darséana which appears to have been introduced about
this time. The Nks. gives further details regarding its origin and
history. The followers of this sect, it may be assumed, wore dark
coloured robes (nila-pata) and practised extreme forms of Tantrism.
The Nikdya-sarngraha also quotes a stanza from the text named
Nila-pata-darsana which preaches of indulgence in women, wine
and love. Nil-sidhana, it seems,! was a name for Tantric practices.

( VII )

From the time of Sena II (866-9o1) up to the Cola conquest of
Ceylon in 1017, the chronicles do not make mention of Vaitulya or
heretical doctrines. However a study of the monuments of fhis
period and literary, sculptural and epigraphical evidence point to
a vigorous activity among the heretical schools of Buddhism who
were flourishing side by side with those of the Theravada school.
Tantric goddesses, such as Tara, were known and images were
made for her worship. Mahayanist scriptures were also known and
worshipped and extracts from such texts were engraved on copper
tablets and enshrined in stupas of a distinctly Mahayanist character.
Dharanis were also known and chanted. Some of these, engraved
on stone tablets in north-east Indian Nagari have been brought
to light. Words such as rati-puja, guhya-puja in these are evidence
of it. On the basement of Nalanda-gedige, a shrine devoted to
Tantric worship, rati-pja is shown in bas-relief.

Buddhism had degenerated in contemporary India. It was the
period of Vajrayana or Mantrayana Buddhism which had got
absorbed with Saktism (also called Tantrism). The austere and

1. H.B., Vol. 111, p. 40, note 1.
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ethical teachings of the Buddha were thus combined with the
most fantastic forms of Hinduism, i.e. forms of magic and erotic
mysticism. The influences of the major revolutionary movements
in the sphere of religious thought in India had been at work in
Ceylon too and have left their relics for posterity.

( VIII)

With the expulsion of the Colas, Vijayabahu I (1056-1111)
ascended the throne. Buddhism was then at such a low ebb that
this king had to invite properly ordained monks from Burma to
con‘inue the line of sacerdotal succession. It appears, however,
that the heretical doctrines introduced earlier were still prevailing
at the time of Parakramabahu I (1153-1 186), who caused a purging
of the sasngha, which had, up to that time remained divided.! The
Nks. specifically states that, in addition to the fraternity of the
Mahavihara, the sects called Dhammaruci, Sagaliya and Vaitulya-
vadi existed at the time.2 The king, with the assistance of the Elder
Maha-Kasyapa, held a convocation of the sangha and brought
about the unification which no previous king had been capable of
effectively carrying out. With this unification, the monks of the
Abhayagiri sect ceased to exist as a separate community. But it
appears that some of the colleges of that institution such as Uturol-
mula and Mahanet survived till the 15th century. The celebrated
scholar Sri Rahula of Totagamu-vihara who flourished in the reign
of Parakramabahu VI (1415-1467) belonged to the Uttaramula
(Uturolmula) fraternity and, (as we shall see in ch. 2) he was
a follower of Tantric magical practices and a devotee of Natha
(Avalokitesvara). Contemporary literature refers to an image of
that Bodhisattva as existing in the shrine of Totagamu-vihara,
where the scholar lived and taught. As attested by the inscription
at the site, this Bodhisattva appears to have also been worshipped

in the vihara at Pepiliyana built by Parakramabahu VI of
Kotte.?

4

It may however be noted that after the Cola conquest, no new
schools of Buddhism were introduced to Ceylon from India as,
at that time, Buddhism was following a downward course even
in that sub-continent. The 12th century was the last phase of,
Indian Buddhism. The death blow was dealt and the end was
brought about by the invading Muslim armies. It was about this
period that Parakramabahu I cleansed the sangha of its undesirable
elements and brought about the unification of the Buddhist church.

L. Cu., ch. 73, v. 11-12 and Ch. 78, v. 1-30.
2. Nks. p.24.
3. C.7.8.C., Vol II, p.56.
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It is possible to learn of the existence of Mahayanist beliefs
and practices in the succeeding centuries, but these appear to be
relics of the cults introduced earlier. As an instance may be quoted
the reference to Natha (Avalokitesvara) in the Gulavamsa in the
reigns of Parakramabahu IT (1234-1269) and Kirti Sri Rajasimha
(1747-1782).! Natha-devale (Kandy) and Lokesvara-Natha-devale
(Wegiriya) are also shrines which are devoted to the worship of this
deity even at the present day.? From the 12th century onwards we
find the influence of Hinduism on the faith of the masses of Ceylon
and Hindu deities such as Visnu have since been absorbed into the
popular religion of the Sinhalese people. Of the doctrines which the
rivals of the orthodox monks had preached, some like the theory of
perfections (paramitd), the belief in Bodhisattvas and the emphasis
on devotion (bhakti), had been accepted by the Mahavihara and
incorporated into the Theravada. It should be noted that these
doctrines are mostly Mahayanist in character.

This history of Mahayanism in Ceylon with special reference
to the developments in Indian Buddhism which were affecting the
course of events in this island, having thus been sketched it is now
proper to examine what has been left here to us by the Mahayanists,
who, for nearly eight centuries had waged a struggle for the recog-
nition of their doctrines and their propagation. In doing so, due
place will be given to the references to Mahayanist beliefs and
practices in Sinhalese literature and also to examining their sculp-
tural and epigraphical monuments.

1. Cu., ch. 87, v.3 and ch. 100, v. 248. Natha Metteyya devadi devanam ca
mahiddhinar and Metteyya Bodhisattassa Natha deva varassa ca. Geiger identi-
fies Natha with Visnu.

2. C7.5.€. Sec. G. Vol. 11, pp. 37-59.




CHAPTER 11
LITERARY

It is now pertinent to bring together all the references to Maha-
yanistic beliefs and practices (occurring in literary works of Ceylon)
in order to estimate the influence of the school. The references
may be mostly incidental but they throw considerable light on the
Buddhist practices in ancient Ceylon.

The material has been brought together in the following order:
References to (a) Avalokitesvara, in Sinhalese poetical works
(b) Bodhisattva cult (c) Sanskrit Buddhist writings known in
Ceylon (d) other traces of Mahayanist influence in literary works.

(1)

Of the numerous Bodhisattvas of the Mahayanists, Natha
(Avalokitesvara) and his spouse Tara alone are mentioned in the
message poems (sandesa). These works are of the 14th and 15th
centuries. The Tisara Sandesaya (14th cent.) refers to the shrine of
Natha at Dorawaka in the Kegalla district.! Tara, the consort of
this Bodhisattva, has been mentioned and eulogised immediately
after the description of Natha. A translation of these stanzas has
been quoted in ch. 3, but it may be mentioned that in it is the only
instance known to the author where Tara is mentioned in a literary
work in Ceylon. She is referred to as ““ queen > (bis0), the title of
the wives of gods occurring in Sinhalese literature. The consort of
Lokesvara-Natha at Wegiri-devale is also commonly called Biso-
Bandara.

In the fifteenth century, the cult of Natha (Avalokitesvara)
seems to have been very popular in Ceylon, the centre of the cult
being Totagamuwa (near Hikkaduwa, Galle district), the famous
seat of learning presided over by Sri Rahula poet and grammarian.
The Gira Sandesaya is addressed to this Bodhisattva at Tota-
gamuwa.? In stanza No. 11 of this poem, Totagamu-vihara is
compared to the city of Kuvera (Alaka), shining by means of the®
rays issuing from Mount Kaildsa which is white in colour. The
comparison has been made because Natha is also white in colour
and rays emanating from his body are as white as those of the
moon. In stanza No. 198, the noise of the waves breaking on the
sea-shore at Totagamuwa has become the subject of poetic thought.

legnlass, v 126, 127,
2. G.S., ed. T. Sugatapala, Alutgama (1925).
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The ocean which has been deprived of its most precious jewel by
Visnu complains to Natha in much grief, making a great noise.
In this instance the poet suggests that Visnu himself is inferior in
rank to Natha to whom a complaint could be made against that
god. The word puvala which means °great’ is used to describe
Natha, who, it is assumed, entertains the complaint.

Natha is again mentioned in the same poem in a description
of the shrine at Totagamuwa (No. 230). As this description follows
immediately after that of the Buddha images in the shrine, it is
probable that the reference is to the image of the Bodhisattva which
would have been undoubtedly placed in a chamber set apart for
itself. The stanza deals more with the spiritual aspects of the Bodhi-
sattva than with the physical as in the Tisara Sandesa. °° Behold
the Lord Natha (Natifidun) who is beautiful, who is famous in the
world and who continuously fulfils the functions of a Bodhisattva
with the aim of bringing to Nirvana all sentient beings who are
merged in the great ocean of samisara . It should be noted that
in the corresponding description of this Bodhisattva in the Tisara

Sande$a, the emphasis is more on physical beauty than on spiritual
attainments.

The purpose of the poem is to beseech Sri Rahula, the incumbent
of Totagamu-vihara, to pray to the Bodhisattva to protect Lanka
and the king (Parakramabahu VI—1415-1467). In stanza No. 251
this message 1s delivered to the celebrated scholar with a eulogy of
the Bodhisattva and the king. The former is referred to as possessing
divine eyes and as one who is compassionate. The prayer is that all
dangers, including those from enemies, poison, disease and evil
spirits may be removed and that victory and prosperity to the king
and the country be increased. By such an action, it is mentioned
that the qualities of the Bodhisattva would be made known to the
world. The next stanza eulogises the Bodhisattva and calls him the
famous protector of the Buddhist church of Ceylon till the passing
away of 5,000 years from the date of the death of the Buddha.
Avalokitesvara is regarded as the most compassionate one who
surveys the world from above. This is precisely the idea contained
in stanza No. 251 quoted above.

The Kokila Sandesaya of the 15th century also mentions Tota-
gemuwa as a place where Natha was worshipped.! In stanza No. 78,
allusion is made to the shining nature of the body of Natha. The
image of the Bodhisattva which was placed by the side of the Buddha
image is described as being white in colour like Mount Kailasa
enveloped in moonlight. The god is mentioned as beautiful in
appearance and as a future Buddha.

1. ed. W.F. Gunawardhana, Colombo (1924).
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This poem also refers to a shrine of Natha in the vicinity of the
lake named Malvila in the Northern Province.! This shrine was
lofty and the (image of the) Bodhisattva (Natisuru) in it was pure
and comparable to the colour of the peak of Mount Kailasa. Natha
is also described as having many (good) qualities (No. 239). A shrine
of Natha in the Northern Province, then or now, is otherwise
unknown. Nevertheless the reference to one in this literary work
proves that Natha was then very popular a deity.

The Parevi Sandesa refers to Natha at Totagamu-vihara.? In
this poem the god is referred to as Divayuru-siya, (‘ kinsman of
the Sun’). Since contemporary literary works refer to this Bodhi-
sattva as one shining in splendour, it is probable that the poet used
a metaphor identifying him with a likeness of the sun. Kinsman
of the sun (Adiccabandhu) was also an epithet of the Buddha.

The Kavyasekhara of Sri Rahula® mentions Natha whose glory
and fame is comparable to that of the sun and the moon respectively
and says that he will become a Buddha. It is evident that Sri
Rahula himself was a devotee of this Bodhisattva.

The Ambikke Varnandva, a short poem belonging to the Kandy
period, in its opening stanzas,* has an adoration of Natha. The
Vadan-kavi-pota, a short tract® (used as a text book in temple
schools) which is attributed to the late Kandy period, contains
two stanzas (Nos. 56 and 70) invoking Natha.  The Lord Natha,
who is as virtuous as the husband of Sita (Rama), who removes
the fears of people and who always wards off dangers—may he
protect me always > (No. 56). “ O Natha! King of gods, thou who
abidest, meditating on the Dhamma in the temple of Totagamuwa
in the low-country, who, in the countless kofis of aeons past hast
set thy mind on the Buddhahood and hast received the prediction
from former Buddhas, who hast destroyed passions and art endowed
with miraculous powers and who dost lengthen the life of those
devoted, to thee, I bow down with the two hands placed on my
brow. May thou grant me wisdom . (No. 70). This text also
mentions a Bodhisattva named Senkadagala Suriiidun (Natha of
Senkadagala) who is referred to as a future Buddha. In the Kavya-
Sekharaya, Natha of Totagamu-vihara is also called a future.
Buddha.®  Senkadagala Suriidun’, who is perhaps the same
personage as ‘ Senkadagala Natha Sami’ of the Sagama rock
inscription, appears to be identical with Natha (Avalokitesvara).”

b, RS v 239, 5. ~. 56, 57, 70

2. P.S.. S. De Silva, ed, v. 76, 6. Ch. XV, v. 15.

3. Asr., Ch. XV, v. 24. 7. E.Z. Vol 1V, No. 38, pp.296-311.
4. Colombo Museum ola manuscript marked A.J. 15, v. No. 2.
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Among the manuscripts collected by the late Hugh Nevill,
there is one which contains a poem named Natha-devi-puvata.
It takes the Natha-deva as its theme. In this poem, Natha, who is
mentioned as a Bodhisattva, is invoked to descend to a flower
throne from Tusita heaven. He is referred to as the patron of
Totagamuwa and is said to counteract sorcery. He is also described
as help of the help-seeker, and a rider on the goose.! Nevill trans-
lates one of the stanzas as follows:

By the good Natha help was announced,
Good help in misfortunes.

So for the bright Natha

Lord, the goose vahana.

In Nevill’s catalogue (which has now been published by the
Colombo Museum), this manuscript is marked No. 100. It is said to
contain 111 verses, most of which are in Sinhalese and a few in
corrupt Sanskrit with explanations added in Sinhalese. In the
opinion of Nevill, the manuscript could be attributed to the 16th
century. He says that the author of the poem could have been
a man from Totagamuwa. Taking into consideration the data
furnished by the verses quoted by him, Natha-deva referred to in
this poem may be identified with Avalokitesvara.

(Y

The author of the Pajavaliya (13th cent.), appears to have been
influenced by the ideal of the Bodhisattvas. This ideal is extolled
in ch. 1 of this work. The story of the hermit Sumedha (of the
time of Buddha Dipankara), in which the Bodhisattva being
honoured by handfuls of flowers by that Buddha, is a theme in
this text. That Buddhahood is the noblest path to Nirvana is
emphasised. Numerous jataka-stories are referred to glorify the
activities of the Bodhisattva.

The Vyighri-jataka is related in the Suvarpnaprabhasa and the
Fataka-mala.* 1t is quoted in the Sasadavata (12th cent.) and the
Saddharmmalamkaraya (14th cent.).? The Hasti-jaitaka of the
Fatakamala is quoted in the Sasadavata.* The former is a work
"held in high esteem by the Mahayanists. :

« Even in sandesa poems, a reference to a jataka-story is some-times
made® with a view to extolling the virtues of the Bodhisattva.

1. CNMM.SV., Vol. 1, p. 115.

2. WHIL, pp. 340-341; jFatakamala, No. 2.

3. S8sd., v. 275; Sdl., pp.46-47; WHIL, p.271.

4. ibid. v. 276.

5. H.S., v. 5. Maha-hamsa-jataka is referred to.
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The Harmsa-sandesa (15th cen.) refers to King Parakramabahu VI
as manifesting the virtues of the Bodhisattva.! The honorific
title Bosat (P. Bodhisatta) appears to have been used by
the ancient kings of Ceylon (particularly in the 15th cent.),
up to very late times.? King Vimaladharmmasurya (1591-1604)
is shown as wearing his crown with the figure of a dhyani-

Buddha in it.?

The Dasa-bodhisatt-uppatti-katha (stories of the births of the
ten Bodhisattvas) is a Pali work dealing with the ten Buddhas who
will succeed Gautama Buddha.* It gives the past and future careers
of these Bodhisattvas and the manner in which they met the
Gautama Buddha is related. These ten Buddhas are named as
follows: (1) Maitreya (2) Rama (3) Dhammaraja (4) Dhammasami
(5) Narada (6) Ramsimuni (7) Devadeva (8) Narasiha () Tissa
(10) Sumangala. This work is not patt of the Pali canon but it has
been mentioned as a sutta delivered by the Buddha. Of the Bodhi-
sattvas mentioned in the text, Maitreya is common to both Maha-
yana and Sravakayana. Others, like King Kosala, the elephants
Parileyya and Nalagiri (Dhanapala) and Todeyya Brahmana
- are mentioned in Pali scriptures. The author is unaware whether
they have been referred to as Bodhisattvas in any Sinhalese literary
work. The origin of the text is probably in Mahayanist influence.
But in the introduction of new Bodhisattvas into the Theravada,
an attempt to counteract the heretical teachings of the Mahayanists
is discernible. Prof. Minayeff mentions a Burmese manuscript in
which occur names of ten Bodhisattvas who will succeed Gautama
Buddha.® An old Siamese inscription also contains names of ten
Bodhisattvas headed by Metteyya and Sir Chalres Eliot cites it
as an instance of Mahayanist influence on the Buddhism of Siam.®

( III )

The discovery of copper plaques at Indikatusaya and Vijayarama
stupas inscribed with extracts from Sanskrit texts points to a know-
ledge of Sanskrit Buddhist writings in ancient Ceylon. Certain
Buddhist sects in Ceylon have regarded these as so sacred as to
deserve enshrinement in stupas. The author of the Nikaya San-
grahaya seems to have known a number of Buddhist Sanskrit
Mahayanist or Tantric works. He gives” a list of the titles of 34 _of
these and adds that ** the different methods adopted in these several
works are too many to permit of recital *’. The titles of these works
are:

1. 1ibid. v. 30 and 35. ek A P TS5, 1886, 3578
2. U.H.C., pp.367-368 and p, 730. 6. H.B., Vol. III, p.84.
3. M.S.A., p.330 and Plate XXII. 7. Nks., pp. 9-10.

4. Published by D.R.Perera, Ambatenne (1926).
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(1) Varwnapitaka of the Hemavatas (2) Angulimalapitaka of the
Rajagirikas (3) Gadha Vessantara of the Siddharthakas (4) Rastra-
palagarjjita of the Pirvvasailiyas (5) Alavaka garjjita of the Apara-
Saillyas (6) Gadhavinaya (7) Mayajalatantra (8) Samdja-tantra (9)
Mahasamayatattvatanira (10) Tattvasarigrahatantra (1 1) Bhitadamara-
tanira (12) Vajramgtatanira (13) Cakrasamiwaratantra (14) Dvadadacakra-
tantra (15) Herukadbhutatantra (6) Mahamayatantra (17) Padaniksepa-
tantra (18) Caluspista tantra (19) Paramardda tantra (2) Maricudbhava
tantra (21) Sarvoabuddha tantra (22) Sarvvaguhya tantra (23) Samuccaya
tantra (24) Marict kalpa (25) Herambha kalpa (26) Trisamaya kalpa
(27) Rajakalpa (28) Vajragandharakalpa (29) Mariciguhya kalpa (30)
Suddhasamuccaya kalpa (31) Mayamarici kalpa (Nos. 6-31 were all
composed by the Vajraparvatavasins, i.e. the Vajrayanists) (32)
Vaitulya-pitaka of the Vaitulyavadins (33) Ratnakita sitras of the
Andhrakas and (34) Aksarasariya satra of the Mahasarhghikas.

Some of the above are available in Tibetan and Chinese trans-
lations. The results of our attempts to identify the texts named
and of our investigation! are as follows:

(1) Varmpasitra of Candragomin, No. 4271 listed in A Complete
Catalogue of the Tibetan Buddhist Canon (T.B.C.) published by
Tohoku Imperial University, Japan (1934). (2) Angulimalika quoted
in the Siksdsamuccapa and the text named in (2) above may be
Arya-Avigulimaliya,  T.B.C., No., 213. (4) Rastrapalapariprecha
published by L. Finot in the Bibliotheca Buddhica Series. See also
T.B.C., No. 62. (7) Mayajala and the Maydjalatantrarajapasijika,
T.B.C., Nos. 288 and 2514. (8) Samdjatantra may perhaps be the
Guhyasamdjatantra (G.O.S., Vol. LIII, ed. B. Bhattacarya). Com-
pare also Samcijapammrirthasarvva-karmmoda_ya-uttamtantrar&ja, T.B.C.,
No. 449. (9) Sri-mahasamaya-tantraraja, T.B.C., No. 390. (10) The
T attvasamgraha by Santaraksita is a large philosophical work of the
8th century. It is a criticism of numerous other philosophical
systems, both Buddhist and non-Buddhist, from the standpoint
of the Svatantrika Yogacara School. Tattvasarigraha-karikia and
T ativasarigrahapaijika, T.B.C., Nos. 4266 and 4267, are probably
commentaries to the philosophical treatise named. (11) Bhita-
damara, T.B.C., No. 747. It has other recensions such as the Bhita-
damaramandalavidhi (Nos. 2677 and 29o5), Bhitadamara-samksipta-
sadhana (Nos. 3302 and 3641), Bhitadamarasadhana (Nos. 3303 and
3642}, all of the T.B.C. Rahula Sankrityayana refers? to an in-
complete text of the Bhitadamara-tanira by Viryasridatta written
in Vartula script and found by him among the Sanskrit palm leaf
manuscripts in Tibet. (12) Vajramrtatantra, a complete text by
Acarya Buddhadasa and written in Vartula script is referred to by

l. T.B.C., and J.B.0.R.S., Vol XXI, Pt. 1, (Mar. 1935), pp. 21-43.

2. F.B.O.RS., Vol. XXI, pt. 1, (March 1935), pp. 21-43.
231-B
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Rahula Sankrityayana. The same text is included as No. 435 in
the T.B.C. (13) Sri-cakrasamuvaratantraraja-adbhiita$ma-sanalamkara
and Sri-cakrasamovara-guhyacintya-tantraraja, T.B.C. Nos. 413 and 385
are probably commentaries to the Cakrasarvaratantrardja, ascribed
in the Tibetan Tangyur to Indrabhuti, the founder of the Vajrayana
school. Rahula Sankrityayana mentions a text named Cakrasarvara-
vivrti by Maitreyanatha and written in the Kutila script. (14) The
T.B.C. mentions a text named Duadaéakaranama-nyaya-stotra, (No.
2135, which may be compared with the text named Dvada$acakra-
tantra. (15) Sri-Herukadbhatanama-mandala-vidhi, T.B.C., No. 1261.
Heruka is the name of a Mahayanist deity appearing in Nepalese
writings. In Rahula Sankrityayana’s list there appears a text
named Herukasadhana. (16) Sri-mahamaya-tantraraja T.B.C., No. 425,
may also be compared with Mahamaya-sadhana, ascribed in the
Tibetan Tangyur to Indrabhuti. (18) Catuspithatika and Catuspitha-
vikhyatatantraraja, T.B.C., Nos. 1608 and 430. The first named is
probably a commentary to the original text. (19) Sri-paramadya
(-madi) nama-mahayana-kalparaja, T.B.C.,No. 487. (20) Maricisadhana,
T.B.C., Nos. 3226, 3227, 3229, 3230, 3232, 3233, 3535, 3662,
may be compared with the text named in the Nikaya Samgrahaya
(22) Sri-guhyasarvvacchinda-tantraraja, T.B.C., No. 384. (23) Samuc-
caya is the name of a Mahayanist deity, appearing in Nepalese
writings. Samuccayakramapafjikatripada, T.B.C., No. 1836, may be
compared with. the Samuccaya-tanira. (24) Maricidevisadhana and
Mearicipicupasadhana, T.B.C., Nos. 3660 and 3534. Maricl is the name
of a Tantric goddess. (26) Trisamayarajasidhana and Trisamaya-
samayasadhana T.B.C., Nos. 3144 and 3147 may be compared
with the Trisamayaraja quoted by Santideva. (27) Rajadesa,
T.B.C., Nos. 214, 215 may be compared with the Rajakalpa,
(28) Vajragandhari sadhana, T.B.C., Nos. 3260, 3385, 3594, 3595-
There is also a dhirani-charm called Vajragandhari. (29) Marici-
mandalavidhimaricijatadvadada-sahasrad uddhrtakalpa hydaya sapia Sata,
T.B.C., No. 566. (31) Mayamarictjatatanirad uddhriakalparaja,
T.B.C., No. 565. (32) The Vaitulya-pitaka is often referred
to (see Ch. I). The Samadhirajasiitra is also called a Vaipulya-
siitra and reasons for naming it as such are enumerated at the
concluding part of that text. (33) Ratnakiita means °heap of
jewels >, It constitutes a large section both of the Chinese Tripitaka
and of the Tibetan Kanjur. In these works it is a collection of 49
sutras, including among others, the long Sukhavati-vyiha, Kasyapa-
parivarta and many paripreeas (*° questions ™ with the correspond-
ing answers). The Arya-maha-ratnakita-dharmmaparydya-Satasahasrika-
granthe-trisamuvaranirde$aparivartandma-mah@yanasiira, T.B.C., No. 45
is probably one such text. T.B.C., No. 118 is a text named Arya-
rainakoti.  (34) AksaradvikopadeSa, Aksaraataka and Aksaradataka-
nama-vrtti, T.B.C., Nos. 2390, 3834 and 3835 may be compared with
the Aksarasariya-sutra. Besides the tantras, the Mahayana charms
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called dharanis were known in Ceylon. Eight stone tablets with
dharanis inscribed on them have been discovered at a spot to the
south east of Abhayagiri-dagaba at Anuradhapura.

Stanza No. 12 of the Namasta-atakaya venerates! Amitabha who
is one of the Buddhas recognised by the Mahayanists. Stanza
No. 13 refers to the Buddha Sarthavaha or to the Buddha who is
a “‘sarthavaha” (leader of a caravan). In the Indikatusaya copper
plaques occurs “ Pratthaviha ”, a name of a Bodhisattva. These
names, though they are similar to those of the Mahayanists, were
used as words of praise for the Sakyasimha (the Buddha Gautama).
But it is likely that the author was familiar with Mahayanist texts.

There are numerous references to and quotations from Buddhist
Sanskrit authors scattered throughout in classical Sinhalese litera-
ture. Subject-matter has been borrowed from Sanskrit texts or
allusions made. In the use of proper names, the Sanskritisation of
terms especially with regard to Abhidhamma and in allusions to
doctrines peculiar to Mahayanists, one may notice traces of the
influence of Buddhist Sanskrit texts.?

Dr. C. E. Godakumbura has traced references to Buddhist
Sanskrit writers in Sinhalese literature.® There is no doubt that
Sanskrit was the language used by the Mahayanists in the propa-
gation of their doctrines, but in many of these references there is
hardly anything directly Mahayanistic.

A quotation, a stotra, from a Sanskrit text has been included
in the Dharmma-pradipika, a Sinhalese text of the 12th century.t
It comments on the advantages of Maitri. The stanza is in the
Sragdhara metre. Its language and metre may be compared with
the Trikayastava® at Mihintale. The contents of the verse may
also be compared with the accounts of Maitri in the Muvadevda-
vata (vv. 155, 160-161) and the Sasadavata (v. 234-236).

The Mahatmya-granthas which were written extolling the
virtues of the Buddha were mostly works of the Mahayanists.®
Buddha-gadyaya,  Anuruddha-$ataka, Bhakti-Sataka and Anavum
Sakaskada may be compared with the above. The Padapankaja-
stava appears to have been a Buddhist Sanskrit work eulogising
the Buddha. This text has not been traced and its author remains
unknown. A stanza has been quoted in the Amavatura, (12th
cent.).” A Buddha-stotra occurs also in the Dakam-sarana, (about
the 12th cent.)8. The stoira is in the form of an address to the
Buddha Narada by the Bodhisattva.

L. NS, v 12,13 5. E.Z. Vol. 1V, pp. 242-246.

2. S.Litt., pp.43-45. 6. WHIL, p.375.

3. U.C.R., Vol I, No. 1, pp, 86-93. 7. ed. R.de Silva, (1922), p. 212.
4. 1915 edition p. 159. 8. 1929 edition, p. 62.
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There is extant a 15th century work Vrttaratnikarapaficika,
containing four verses praising the Bodhisattva Avalokitesvara.!
Vrttaratnakara is a well known work on Sanskrit prosody, widely
studied in India as well as in Ceylon. In the reign of Parakrama-
bahu VI, a commentary (paficikd) to this work was written by
Ramachandra, a Brahmin who came to Ceylon from Bengal. He
studied Buddhist scriptures under Sri Rahula. Ramacandra was
also the author of Bhakti-$ataka (also called Bauddha-$ataka),
a collection of hundred stanzas in Sanskrit, containing eulogies
on the Buddha and his doctrine. It is said that the king was pleased
with this work of Ramacandra and in order to honour him, con-
ferred the title ¢ Bauddhigama Cakravarttin ’ on him. Sri Rahula
spent most of his life at Totagamuwa, the famous seat of Natha.
It is likely that Ramacandra also spent part of his life at this place
and that he, too, became a devotee of this Bodhisattva.

Dr. S. Paranavitana quotes these four stanzas and gives their
translations. They have been composed to illustrate the metres
named in that text. Those eulogising Avalokitesvara have been
composed for the purpose of illustrating the Upasthita, Ekariipa,
Pramadanana and (a variety of) Dandaka metres.

“ May Avalokitesvara, the Refuge of the virtuous and the Ocean
of Compassion, remove my suffering—he who endeavours, day
and night, to deliver beings plunged in the midst of the great
sea of samsara.”

“ May this Avalokitesvara, who has compassion for the lowly
and the poor folk, protect thee—Avalokitesvara by whose
lustre, equal to the radiance of millions of autumnal moons,
the three worlds appeared like the Ocean of Milk.”

“ T now worship Avalokitesvara, the Lord of Prosperity, who is
as beautiful as the autumnal moon, or the jasmine flower, or
snow, or the garland of pearls, or the lance, or quicksilver, who
holds in his hands a rosary-and a jewel lotus, who wishes well
to the whole world, who has, as his crown, a figure of the
Conqueror (i.e. Buddha), who is the foremost teacher, and
who is adorned with ornaments like the jata-makuta etc.”

¢« The all knowing and the incomparable Lord Avalokitesvara,
assuming that this action affords protection to the world, daily
removes fear; hence, having known that he is compassionate
towards the lowly and the poor, I go for refuge to that Lord,
who is the abode of my rejoicing, and who is indeed the fore-
most among Bodhisattvas. May you and all people who desire
heaven and final beatitude go at once for the accomplishment
of your aims to that Teacher. May it be well ! ”

1. B.C.L.M., pt. II, pp. 15-18.
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This is one of the few instances where Avalokitesvara is mentioned
by his best known name in a Ceylon document. In most inscriptions
and literary works, he is referred to as Natha. These references
to Avalokitesvara in the Vrita-ratnakara-paficiki show that in
fifteenth century Ceylon, Avalokitesvara was known in very much
the same way as he was in the period when Mahayanism was
a living force. His distinctive characteristics were also ascribed to
him in the fifteenth century by Ceylon Buddhists.

In the chapter containing dhyanas of different deities in the
Sariputra, a Sanskrit work! on iconometry used by the image
makers of Ceylon, Natha is described as follows:—

“ Victory to the honoured and worshipful Natha, bestower of
wisdom ; who holds a beautiful lotus in the hand ; who is white
in colour like the lily flower and camphor; whose crest is
adorned with heavenly ornaments (?) . . . . . who bears on
his head (the figure of) a Buddha and who is compassionate
towards the helpless and the indigent .

It will be noticed that here the general characteristics of Avalo-
kitesvara have been ascribed to Natha.

Eight different forms of Natha are mentioned in this manuscript :
(1) Siva Natha (2) Brahma Natha (3) Visnu Natha (4) Gauri
Natha (5) Matsyendra Natha (6) Bhadra Natha (7) Bauddha
Natha and (8) Gana Natha. These names show the extent to which
Hinduism had influenced Buddhist beliefs and practices in Ceylon.
Each aspect has been described. Paranavitana has already given
translations of the Sanskrit stanzas. Sculptures answering to the
descriptions have not been so far identified in Ceylon.

In India, Avalokitesvara was given 108 different forms. It will
be seen that in Ceylon, he has been given only eight aspects identi-
fying him with the Hindu Trinity, i.e. Siva, Brahma and Visnu.
Gauri is the spouse of Siva and Gana (Ganesa) -is their son. The
cult of Matsyendra Natha is very popular among the Buddhists
of Nepal who consider him to be the guardian deity of that country.
His worship is not prevalent in any other country. Paranavitana
quotes a verse from a Nepalese inscription of 1672 A.C. in which
Avalokitesvara is identified with Gauri, the $akt; (female energy)
of Siva, the supreme Brahma and Matsyendra Natha. The latter is
considered to be the patron of a class of ascetics who practise the
mystic meditation called the Hathayoga. In the opinion of Parana-
vitana, the knowledge of Matsyendra Natha in Ceylon was due
to the Vajrayanists, the Vajiriyavadins of Ceylon writings.

1. C.F.8.C., Sec. G. Vol. 11, pp. 60-64.
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The description of Bhadra Natha given here agrees fairly well
with the characteristics of Skanda, son of Siva, who commands
much popularity as Kataragama-deviyo. The latter has the peacock
as his vehicle and the figure of the cock in his standard. The
description of Bauddha Natha as given in the manuscript has very
little in common with any of the members of the Hindu Trinity.
On the other hand, it agrees fairly well with the descriptions of
Natha-Bodhisattva in the sandefa poems. The Tisara SandeSaya
describes him as having dark matted hair on his shining head,
blue eyelashes, white hands, blue rosary, lotus-like feet and shining
nails. There is hardly anything in the description of Bauddha
Natha contrary to the Tisara Sande$a description. Hence it may
be assumed that while six forms of Natha are attempts to identify
him with members of the Hindu pantheon, his aspect of Bauddha
Natha is the original Buddhist form of the deity.

(IV)

The Mora-paritta used in Ceylon is similar to the Maha-may tiri-
dharani of the Mahayanists.! The latter is used as a protection
against infectious diseases and serpents. It is one of the five protective
charms (dharanis) of the Mahayanists. The text of the Gini-pirita,
which is used in present day Ceylon and isincludedin the Pirit-pota,
is much like a dharani of the Mahayanists. The word * dharani »
occurs twice in the text. Jinapafijaraya, Jaya-pirita, Sivali-yantraya
and Ratana-yantraya which also occur in the Pirit-pota have
been probably composed as a result of the influence of Tantric
Buddhists. In the Jinapafijaraya occur the words * etthantare
atthanatha bhavanti ”’. Attha-natha are the eight Nathas who
may be the same eight forms of Natha quoted in the Sariputra.
The practice of chanting the Ratana-sutta a hundred thousand
times to invoke gods is referred to in Hamsa-sandesa.?  The pre-
valence of such practices may perhaps be due to the influence of
Tantric Buddhism. :

The Saddharmmaratnikaraya, refers® to the Buddha as having a
fourfold body (lit. aspects), i.e. Ripa-kaya, Dharmma-kaya,
Nimitta-kaya and Sinya-kaya. The author further proceeds to
explain these fourfold bodies. Ripa-kiya is said to be the human
form of the Buddha which could be seen by all persons having the
faculty of sight. From the description of the Dharmma-kayz as
given in this text, it may be conjectured that the reference is to
the inner enlightened body or the Dhamma of the Buddha. The

1. Piruviand—pot—vahansé. See further Mora-Jataka (No. 159); also W.H.LL.,
pp- 385-386.

2. H.S.; v 198.
3. Sdr., ed. K. Gnanawimala, (1948), pp. 14-16.
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text says that to the ignorant it is formless, but to those who
understand it, it has form. Nimitta-kaya is referred to as the state
of sopadisesa-nibbana-dhatu, which is visible only to the clairvoyant.
It may be understood as the state of the Buddha enjoying the bliss
of Nirvana in his living form. Siinya-kiya is described as his state
in anupadisesa-nibbana-dhatu i.e. bliss of Nirvana after his passing
away. It will be seen that the author was familiar with the
doctrine of Tri-kiya of the Mahayanists. Ripa-kaya of this
description appears to be identical with their Nirmana-kaya.
The Mahayanist theory of Dharmma-kdya may be compared with
the description of Dharmma-kidya as given in this text. The
remaining two kdyas seem to be an elaboration of the theory of
Sambhoga-kaya.

Professor D. T. Suzuki says' that the Sambhoga-kaya has two
aspects, the first for the self-enjoyment, the second for the teaching
of the Bodhisattva. *“ The Sambhoga-kaya is visible to the Bodhi-
sattva. It is a symbol of transcendental perfection and personifies
wisdom. It is the Buddha ideal . Upon the foregoing data, we
conclude that Mahayanist doctrines were known to the author of
Saddharmmaratnikaraya and that he drew inspiration, to a certain
extent, from his knowledge of such texts.

1. M.B., pp. 40-42.



CHAPTER 1III
SCULPTURAL

MamnavanisT sculptures discovered in Ceylon could be a source
of great interest to the student of archaeology since they are of
a complex and varied nature. Of these a few are in the British
Museum and a few more in the Boston Museum. The Mahayanist
bronzes in the British Museum, which belong to the Nevill Collec-
tion, are of importance in a study connected with not only icono-
graphy but also religious developments in Ceylon. Of the stone
sculptures that are found in Ceylon, some are in the round while
some are carved out of the rock in high relief. A few heads of
Bodhisattvas and sculptured slabs of a Mahayanist character have
also been found. Bronzes of male as well as female deities will
form a large section of this chapter.

Images of Avalokitesvara, Vajrapani, Vajrasattva, Manjusri,
Jambhala, Tara and Cunda were created by the Mahayanists ‘in
Ceylon. Many of these deities were known and worshipped and
cults associated with them were in vogue about the close of the
Anuradhapura period. Images of Maitreya are also found but
since this Bodhisattva is worshipped by both orthodox and Maha-
yana Buddhists, such sculptures have been left out of our study.
Of the monuments of the Mahayanists, the sculptures form our
greater part. Their creations, beginning from about the seventh
century, lasted up to and including the first quarter of the eleventh
century and survived in the form of locally developed cults till
about the 15th century.

In the Cilavamsa there are a number of references to images of
Bodhisattvas. The Mahavamsa mentions images of the Buddha
as having been created even in the time of Devanampiyatissa
(307-267 B.C.) and also to numerous others in succeeding reigns.
The chronicle, however, is silent about those of the Bodhisattvas.
The first reference to an image of a Bodhisattva occurs in the
Ciilavarisa in the reign of Jetthatissa II (332—341), an expert in
ivory carving.? He made a beautiful charming figure representing
the Bodhisatta, as beautiful as if it had been produced by miraculous
power, as well as a pallarika with a support (chair of state ),
an umbrella, a mandapa with jewels. The chronicle does not
specifically state the name of the Bodhisattva but the reference
to the icon is in the 4th century and it is therefore possible that
it was Mahayanist. The pallasika, umbrella and mandapa referred

1. Ch. 36, v. 128.
2. Ch. 87, v. 102-3.
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to, were most probably for this image. As it is said that this king
caused to be executed all kinds of work in ivory, it is likely that
this image, ‘too, was carved out of that material.

At the time of Fa-Hsien’s arrival in Ceylon about the year 400
there were images of the Buddha and of Bodhisattvas in Ceylon.
He mentions the existence of an image of Maitreya Bodhisattval
but it is not possible for us to say whether it was a work of the
Mahayanists or otherwise.

The Culavamsa records® the erection of Bodhisattva figures in
the image house (patimagara) of the Bahumangala-cetiya in the
reign of Dhatusena (463—479). We know that in the reign of
Jetthatissa II a figure of a Bodhisattva was carved and placed in a
mandapa specially built for the purpose. In the reign of Dhatusena,
which was more than a century after that of Jetthatissa II, a
number of Bodhisattvas (whose names are not mentioned) were
installed in a pafimagara. Since Theravada recognises only Maitreya
as a Bodhisattva, it is likely that these figures were Mahayanist.
The setting up of these figures in an image-house shows the slow
but steady progress of Mahayanist activities. Furthermore, on the
left side of the Bodhi tree was erected a Bodhisatta temple (Bodhi-
sattaghara).® This was near the Mahavihara, in which, according
to the Culavamsa,®* Dhammarucika-bhikkhus dwelt at that time.
It is not stated for whose worship it was intended. As it seems
likely that worship of Bodhisattvas was not practised by orthodox
Buddhists at that time, it may be taken as one devoted to the
worship of a Mahayanist deity. There is no doubt that it contained
one or more images of Bodhisattvas.

At times the Cualavamsa refers® to a Buddha image described
as ‘“ Abhiseka ”’. Dhatusena is credited with having made an
ornament for one such. Migara, the Commander-in-Chief in the
reign of Kassapa I (479-497), built a house for it and even sought
permission to hold a consecration festival even greater than that
for the stone image of the Buddha (sila-sambuddha). The monarch
refused him permission but the persistent general had his desire
satisfied in the succeeding reign of Moggallana I (497-515). The
word ‘ abhiseka >’ is suggestive of Mahayanist practices as may be
inferred from the Advayavajrasamgraha, a Mahayanist work, in
which a whole chapter (Sekatinvayasamgraha) is devoted for the
purpose of explaining the practices connected with ‘“abhiseka’’.$

Mahinda II (787-807), who built the Ratana-pasada like a
second Vejayanta at a cost of three hundred thousand kahdpanas

1. B.RW.W., Vol I, p. Ixxviii. 4. ibid., v. 75.
2. Cu., ch. 38, v. 65, 5. 1ibid., ch. 38, v. 67; ch. 39, v. 6, 40.
8. Cv. ch. 38, v. 67, 6. Adjr.,ch. 7.
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and donated it to the Abhayagiri community, is also credited with
having caused to be made a splendid Bodhisattva image of silver.!
It is a matter deserving of thought that the chronicle, which makes
special mention of images of Maitreya Bodhisattva, does not refer
by name to other images of Bodhisattvas caused to be made by
kings who were favourably disposed towards bhikkhus who enter-
tained unorthodox views. It is said that Mahinda II caused this
beautiful silver image to be placed in the Silamegha nunnery.
It is possible that the nuns of this convent worshipped this Bodhi-
sattva.

From a study of the monuments of the period, it may be noted
that the latter half of the ninth century witnessed the flowering of
Mahayanist culture. As the Nikayasamgraha informs us, Sena I
(846-866) accepted the teachings of the Vajrayanists.? The Ciila-
samsa refers to him as one whose aspiration was directed towards
Buddhahood (buddhabhimigatasayo).? He is not credited with
any Mahayanist icons but it is likely that he installed such figures
in the Pubbarama monastery, for the erection or rebuilding of
which he and his queen are given credit.*

The succeeding reign of Sena II (866—9o1) has been referred to
by the Nikaya-samgraha as one favourable to the orthodox church.®
The Culavarmsa which gives a somewhat different picture of the
trend of events, records the installation of Bodhisattva figures in
the Manimekhala-pasada.® The affiliation of either the latter or
the ruined temple of the stone statue with that of the Bodhisatta
has also been recorded in the chronicle. W. Geiger says that the
text of the passage which speaks of this affiliation of temples is not
very clear.” What is meant by affiliation is that within the pafima-
gara under the same roof, a separate shrine room was set apart
for the installation of the image of the Bodhisattva. A common
wall separated the two shrine rooms. We have noted above that
in the reign of Dhatusena, images of Bodhisattvas were installed
in a patimagara. In the reign of Sena II, the affiliation of a temple
of a Bodhisattva with that of the Buddha is referred to. Even in
modern Buddhist temples in Ceylon, a devalé devoted to the
worship of Hindu deities such as Visnu is very common, i.e.
patimigara at Gadaladeniya.® From the description given in the
Tisara-sandesa, it will be seen that at Doravaka-devale, within the
shrine which housed an image of the Buddha, an image of Natha
(Avalokitesvara) was also installed under the same roof but sepa-

Nks. pp. 20-21.

Cv., ch. 51, v. 77-79.

ibid., Vol. I, p. 155, note 1.
UHG., Nol. 1, pt. I, p, 785

Cv., ch. 48, v.. 136, 139,

1.

2. Nks., p- 20.

3. Cp., ch.,50,v.65-66,
See also note 4 by Geiger.

4. Cv., ch. 50, v. 69-70.
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rated by a common wall.! At Wegiri-devilé, an image of the
Buddha and of Lokesvara Natha have been installed in a manner
which may be compared with the description given in the
Tisara-sandesa.

In enumerating the numerous works of religious devotion of
Parakramabhu I (11538-1186), the Culvamsa also records his
activities in the Rohana region. He is said to have erected three
statues of Maitreya Bodhisattva but the chronicle does not give
details.? This monarch was the champion of ecclesiastical unity
and bore the epithet Durlabdhi-mathana.? It is, therefore, doubtful
whether the statues of Maitreya erected by him were Mahayanist.
 Kirtti Sri Rajasimha (1747-1782) is also said to have erected
images of this Bodhisattva as an attendant on the Buddha images.*
It will be seen that the tradition of erecting Bodhisattva images,
which had become common, by about the 11th century, was
continued down to very late times and is in vogue even at the
present day. These later images could not have been Mahayanistic
in the exact sense of the word, but they were relics of a tradition
which had come down from the early centuries of the Christian era.

It is unfortunate that these sculptures are lost. An occasional
example, coming to light, baffles identification. So far as we know
the first Bodhisattva image was made in the first half of the fourth
century A.C. (Jetthatissa II). This was at a time when Maha-
yanism had already made its appearance in Ceylon. In the fifth
century (in the reign of Kassapa I), icons of Bodhisattvas are heard
of once again, and from the latter half of the eighth century onwards
these become more numerous. It is purely on grounds of style that
the sculptures we refer to have been dated. An investigation of
the history of the period of Mahayanist activity in Ceylon confirms
the conclusions thus arrived at on grounds of style.

The material which forms our study of sculptures has been
arranged as follows:

(1) Buddhas (i) Buduruvegala (ii) Seruvila and Mahiyan-
gana (ili) Pralambapada image from Ambalantota (iv)
Bronze seated Buddha illustrated by Coomaraswamy
(v) Bronze Buddha at Gadaladeniya (vi) Hero stone from
Wilpattu (vii) Sculptured slab from Kandy illustrated
by J. Ph. Vogel (viii) Sculptured slabs from Panduvas-

. nuvara and Dedigama (ix) Sculptured slab from Mahi-
yangana-dagaba.

(2) Avalokitesvara (i) Buduruvegala (ii) Weligama—K usta-
rajagala (iii) Dambulla (iv) Situlpavva (v) Head from
Ambalantota (vi) Wegiriya (vii) Buduruvegala—metal

e T:S., v. 126; 127. 3. Nks., p, 24.
2. Cu., ch. 79, v. 75-76. 4. Co., ch. 100, v. 248 and 258-259
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(viii) Sailatalaramaya—Kurunegala district (ix) Boston
museum—bronze (x) British museum—bronze (xi) British
museum—bronze—Avalokita on Mount Potalaka (xii)
British museum—metal—inscribed image (xiii) Padma-
narttesvara—Colombo museum.

(3) Tara (i) Buduruvegala (ii) Wegiriya (iii) British museum—
so called Pattini—originally from a spot between Trinco-
malee and Batticaloa (iv) Gan-aramaya-vihara (v) New
Town—Anuradhapura (vi) Tara from Mannar (vif)
Janguli from Colombo museum (viii) Arya Tara—British °
museum (ix) Caturbhuja-sitatara (x) Gandhatara—
British museum.

(4) (1) Vajrapani—Buduruvegala (ii) Vajrapani—Boston
museum.
(iii) Vajrasattva—Medirigiriya (iv) Manjusri—Elahera.
(5) Cunda—British museum—g bronzes.

(6) Jambhala or Kuvera (i) Boston museum (ii) Osmund de
Silva collection (iii) Nalanda-gedige.

(7) Erotic sculpture at Nalanda-gedige.

(8) (i) Ubhayavarahanana—Colombo museum (ii) Vasu-
dhara—British museum.

(9) Vijayarama bas-reliefs.
(r0) Mahayanist paintings.

, G F s
Buduruvegala

The seven' standing sculptures in relief at Buduruvegala are
remarkable for their height and proportions.! They consist of
a Buddha in the centre with attendant Bodhisattvas on either side.
To the proper right of the Buddha is Avalokitesvara who himself
is attended by Sudhanakumara and Tara on either side of him.
To the left is Vajrapani with an attendant Bodhisattva on either
side of him.

Of the colossal Buddha images in relief, found in Ceylon, the
one at Buduruvegala is the most remarkable as regards height and
characteristics.? This figure is about 50 feet in height and is the
only Mahayana Buddha image found in relief in Ceylon.® It is
placed between two groups of Bodhisattvas—to its right is Avaloki-
tesvara attended on either side by two deities, and to its left is
Vajrapani Bodhisattva with two similar attendants.

1. C.37.S8.C., Sec. G, Vol. II, Plates XXXIV and XXXV.

2.4 SeegPlate Nowl 50 2.,

3. . In his Classical Sinhalese Sculpture (fig. 77) D. T. Devendra has given the
-~ height as 42ft. 8in.
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Ancient Buddha images of colossal size yet extant in Ceylon
are not many. Those at Avukana and Sesseruva are in relief and
may be compared with the Buduruvegala Buddha with regard
to proportions. The Avukana figure is in very high relief, almost
free-standing. The left hand of the Buduruvegala figure is in
abhaya mudra and the right held up towards the shoulders with
the fingers bent inwards, touching the folds of the robe. The
sculpture itself has not been so well modelled as is clear from
a comparison with the flanking images. The folds of the drapery
are not clear. Traces of pigment at the left waist and below indicate
‘that the image had been painted.

Seruvila and Mahiyangana Buddha Images

In the shrine at Seruvila, on the eastern coast and south of
Trincomalee there is a small piece of stone sculpture (3-3/4 ins.
high).! It represents the Buddha in bhumi-sparsa mudra, seated
on a padmasana, with the back to the Bodhi tree. It has the usnisa.
The halo round the head which expands to a diameter of 2-3/4 ins.,
has ring patterns on its outer bands. The height from the padma-
sana is g inches, the former alone being 3/4 ins. high. On the
back there is an inscription in three lines in the north-east Indian
Nagari script found in the documents of the Pala dynasty of Bengal
and attributed to about the gth century A.C. The inscription
contains the Sanskrit stanza Ye dharmma hetu prabhava, etc. usually
referred to as the Buddhist creed.

This piece of sculpture is said to have been bought from a
treasure-hunter of Kantalai (Eastern Province) and is now with
the incumbent of the shrine. An examination shows that the
sculpture was a product of the Pala school of art which influenced
the monuments of the Mahayana in Ceylon to a considerable
extent. In the Indian Museum there is a sculpture depicting the
Buddha Gautama on oajrasana attended by Lokesvara and
Maitreya on either side.? These two Bodhisattvas are not repre-
sented in this piece of sculpture, but the attitude of the Buddha
and the representation of the Bodhi branch above the head may
be compared.

A Buddha image from Mahiyangana-stupa also comes into
this category.? It was found within the stupa, is 5 inches high and
carved in relief on a plaque of black basalt. The Buddha is shown
seated on a lotus pedestal with its back rest having a flowered
design on its border. The figure is shown seated in vajrasana,
with its right hand in bhkimi-sparSa-mudra. On the back is the

1. See Plate No. 2.
2. LB.L, fig. 46.
3. A.S.C.A.R., 1951, p. 17 and pp. 51-52. See Plate No. 3.
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Buddhist creed in Nagari (Pala period). It is therefore clear that
this sculpture and the other had found their way to Ceylon from
north-eastern India.

Bronze Buddha in Pralambapada

A metal figure of a sedent Buddha with feet placed in pralamba-
pada pose has been recently brought to light from Ambalantota
in south Ceylon.! (The height of image with pedestal is 10 ins.).
The Buddha is seated on a combined padmasana and simhasana
pedestal of a type commonly met with in sculptures from Nalanda,
Pagan and Malaysia (Compare, for example, Figs. 232, 233, 315
and 363 in Coomaraswamy’s History of Indian and Indonesian Art).
Similar pedestals have been discovered in Ceylon itself and will
be referred to. On either side of the Buddha figure is a stupa
springing from the pedestal and fixed on to the haloed background.
It is surmounted by a chatira capped by a knob. A similar canopy
is seen in a sculpture from Pagan in Burma.? The back of the
Buddha is placed against the halo, the outer rim of which has been
elaborately designed and carved. The karnnika of the lotus forming
the seat is elevated above the petals, allowing the figure to be
seated in European fashion i.e. legs down, and the knee caps
touch each other. In some examples of pralambapada Buddhas
the legs are placed in a position of ease. (Compare, for example,
the Buddha from Candi Mendut (8th cent.) in Java, Fig. 357,
H.I.I.A.). The pedestal on which the two lions are placed compare
favourably with those from Java.? A comparison of the image itself,
may be made with an example from Nepal (now in the Museum
of Fine Arts, Boston) in which the treatment of the drapery and the
usnisa find striking resemblance.* The robes cling to the body as
in the case of Gupta sculptures and in both examples the treatment
of the hair is similar. The mudra of the hands of our image is
dharmmacakra, as in the Nepalese example. The type of pediment
and pedestal, so common in Mahayana sculptures, could have been
originally conceived in north-eastern India—most likely in Nalanda
—but before long spread over in south-east Asia.

According to the Mahayanists, the last seven Buddbas beginning
with Vipasyin are called Manusi (Mortal) Buddhas. Gautama
the last of the seven, was also called Sakyasirhha, and conceived
in another form which was named Durgatipariéodhana.® The
Nispannayogavali of Abhayakara Gupta describes this particular form
of Sakyasimha as being seated on the centre of the wheel on a lion
placed on a double lotus and displaying the dharmmacakramudra.®

1. ltihasaya (Vidyodaya University), Vol. II (Dec. 1960). See also Plate No. 4.
2. HILA., fig. 315. 4. ibid., fig. 278.
3. ibid., fig. 363. 5. LB.L, p. 78. 6. I.B.I, p. 78 and N.S.P., p. 66.
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The Nepalese Buddha at the Boston Museum shows ear lobes
curved outwards at the ends' and this feature may be compared
with that in our image. Coomaraswamy does not date his Nepalese
example but, on grounds of style, we may place it some time
between 8-10th centuries A.C. The Buddha in pralambapada
from Candi Mendut, has been assigned to the late 8th century
by Coomaraswamy.? It may be compared with our example.
Taking into consideration the workmanship and the foreign
influences at work in its making, it may not be wrong to assume
that our sculpture is an importation from abroad—most likely
the north-eastern region of India. A bronze Buddha illustrated
by Coomaraswamy, to be dealt with below, has been assumed
to be a Mahayanist work.® The pedestal of the Buddha image in
pralambapada may be compared with the above-mentioned example
and those with which it is related. The similarities to be noticed
in these instances are suggestive of its Mahayanistic origin. In
assigning a date to the sculpture, we should be guided by similar
examples which have already been dated and these correspond
with the period of intense Mahayanist activity in Ceylon. The
period 8-10th centuries may be roughly regarded as the date
of this image.

Bronze Seated Buddha Illustrated by Coomaraswamy

Ananda Coomaraswamy has published the photograph of a
bronze Buddha having the right hand in bhamisparSamudra
and seated on a pedestal consisting of padmasana and simhasana.®
The pediment of the pedestal may be compared with that of
Avalokitesvara.® Where this image now is not known; it is believed
to have been stolen. With regard to the pediment referred to,
Coomaraswamy says, “ This type of pediment seems to be quite
independent of the form of the throne and appears to mark a
local school of which the date is fairly closely fixed by the inscription
on another example in the British Museum . The Sanskrit
inscription referred to is assignable to about the first half of the
gth century A.C.

Coomaraswamy, purely on grounds of style considered this
bronze figure to be a work of the Mahayanists. The combined
simhiasana and padmasana pedestal is not, as supposed by the
distinguished scholar, the product of a local school of art. It appears
to-be derived from a well-known school which flourished in N.E,

H.ILILA., fig. 278.

ibid., fig. 357.

B.C.M., fig. 177 and J.R.A.S., Apr. 1909, Plate II, fig. 2.
ibid., fig. 177; ibid., Plate II, fig. 2.

ibid., fig. 176. and ibid., Plate 1, fig. 2

J.R.A.S., Apr. 1909, pp. 283-297.

S



32

India about the same period as that already assigned to this bronze
image by him. Compare, for instance, the combined simhasana
and padmasana pedestal of the Buddha in bhumi-sparda-mudra
from Kurkikhar (in the Gaya district of Bihar) assigned to the
1oth century.?

In our image the left hand is open and placed on the lap, while
the right is in the earth-touching attitude. The robe clings to the
body and the hair is prominently shown as forming a knot on the
head. The serenity of expression is most marked. In all other
respects, too, the icon agrees fairly well with the canons of Pala

art.

Gadaladeniya Bronze Buddha

The standing Buddha of bronze now preserved at Gadaladeni-
vihara, and traditionally believed to have been imported to Ceylon
by the hierarch Dharmmakirtti, the founder of the shrine, is also
of the same category of bronzes usually met with at Nalanda and
other sites of N.E. India.? The image (2 ft 6 ins. high) is placed
on a lotus pedestal, the petals of which are shown as elongated—
a very unusual feature among local sculptures. The robe, while
clinging to the body, is shown loosely spreading out and hanging
below from behind the shoulders right down to the ankles. Abhaya
and varada mudras are shown by the right and left hands respect-
ively, a feature very rare in Ceylon Buddha images. The ketumala
rising above snail-like hair, is of the same form as the main sedent
Buddha image at the vihara. The manner in which the robe is
worn and the abhaya and wvarada mudras indicated by the right
and left hands, respectively, may be compared with similar features
in the bronze Buddha No. 1-532 at the Nalanda Museum, a
sculpture described as one of the finest of the Nalanda bronzes.?
Taking into consideration the art traditions of Nalanda which
influenced the religious art of Further India, and Indonesia and
south-east Asia in general, it may not be wrong to identify the
sculpture as one belonging to a school of sculptors of N.E. India.
Paranavitana assumes that it is possible that this image could have
come even from Further India.?

Wilpattu Hero Stone

A stone slab from Velana-damana in the Wilpattu (North
Western Province) bearing a bas relief sculpture, discovered by
Archaeological Commissioner, H. C. P. Bell in 1896, was removed

1.B., Plate XXX.
U.H.C., Vol. I, Pt. II, p. 789 and see below Plate No. 5.
A.G.N., Plate IVa.

Ceylon and Malaysia, p. 201 f. <
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in 1947 to Anuradhapura where it is now preserved in the Archaeo-
logical Museum.! The slab measures 7 ft. § ins. in height, 2 ft. 6 ins.
in breadth and 8 inches in thickness. It contains two panels, one
above the other. While the upper section contains the figure of
a Dhyani-Buddha fanned by a female chowrie-bearer on either side,
the lower one shows a battle scene. A warrior armed with a sword
and a shield is aided by a spearman in the kneeling attitude.
They fight with four enemies armed with bows and arrows. Three
of them are either dying or dead. The warrior or the imposing
central figure is himself wounded by two arrows but has virtually
disembowelled one foe. H. C. P. Bell assumed that the carving
represented the prowess of Nandimitta or some other paladin of

King Dutthagamani.

Paranavitana, a later successor in office, has interpreted the scene
in a different way.2 He has proposed that the sculpture was Maha-
yanistic, adducing grounds to identify the seated figure in the
upper panel as the Dhyani-Buddha Aksobhya. Death in battle,
according to Varahamihira, produces such instantaneous results as
being rewarded with birth in heaven.

It appears that this concept was acceptable to the Buddhists of
Ceylon, too, as attested by the references to such events in the
classical literature of Ceylon. According to the Mahayanists,
Dhyani-Buddha Aksobhya represents consciousness (vijfiana) and
his mudra is bhia-sparsa. The five Dhyani-Buddhas represent the
five skandas and vijfiana which Aksobhya represents isatman (soul),
in non-Buddhist idiom. Paranavitana explains the relationship
between the upper and the lower panels as the soul (vijfigna)
attaining heaven as a reward for death in the battlefield. On the
paleographical evidence of an inscription on the slab in Sinhalese
(now illegible) he dates the slab 1o-12th cent. A.C.

Kandy Sculptured Slab (xow wiTH LorD CARMICHAEL)

Dr. J. Ph. Vogel has published an article dealing with a Buddhist
sculpture from Kandy? in the possession of Lord Carmichael and
which had come into the hands of a British officer at the capture of
Kandy in 1815 A.C. In height it is about 6-1/4 inches and is
elaborately carved. Nothing is known of its previous history.
As will be shown, it appears to have been an important piece of
sculpture, probably brought by pilgrims from N.E. India.

The slab shows the figure of the Buddha centrally placed in the
bhiimi-spara mudra and seated cross legged on a padmasana.
The stalk of the lotus is also clearly shown and the weight of the

1. A.S.C.A.R., 1896, p. 7 and S.H.C., fig. 3, p. 19.See below Plate No. 10.
2. A.A., XXII 1/2, pp. 153-158.
3. 7.A.S.B., New Series, Vol. XI (1915), pp. 297-303 and. Plate XX.
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asana is borne from below by two beings (probably ndgas and
yaksas). On either side of the Buddha are the Bodhisattvas Avalo-
kitesvara and Maitreya. Over their heads rise two tiers of miniature
figures partly mounted on animals. The tiers rise in the form of an
arch over the head of the Buddha. The apex is formed by the
foliage of the Bodhi-tree. These figurines (of unprepossessing
appearance) indicate the army of Mara. Beneath the padmasana
and on either side arec two figurines. Vogel has identified the one
to the Buddha’s right as Vasundhara, the Earth-goddess. The
corresponding figurine on the left was left unidentified. According
to the Sadhanamala, she may be Vasumatisri, who, together with
Srivasundhara, is a companion of Vasudhara, the consort of
Jambhala.! Vasumatisri stands on the left side of Vasudhara.

Seven smaller panels representing scenes from the Buddha’s
life have been arranged around the group—three each on the two
sides and one above. The birth is indicated by the scene nearest
the right hand of the Buddha. Queen Mahamaya, is seen holding
the branch of a sala tree, while an attendant is shown to her left.2
The newly born prince is shown twice on the right.

The next important event is the Turning-of-the-Wheel-of-the-
Law (dharmmacakra-ppravarttana) at the Deer Park. We find this
event sculptured in the usual fashion above the nativity scene.
The hands of the Master are shown in the Dharmmacakra-mudra.
On the pedestal are carved the deer and the wheel as a further
elucidation of the event. The five miniature figures on either side
of the Buddha represent the first five disciples of the Buddha, i.e.
Anna-Kondanna, Bhaddiya, Vappa, Mahanama and Assaji.

The scene above the last mentioned refers to the taming of the
elephant Nalagiri, let loose in a state of intoxication by Devadatta
in order to kill the Buddha. The elephant is shown twice, once
lifting its trunk and the next kneeling down in submission.

The scene on the top right hand corner indicates the Buddha’s
descent from Trayastrimsa heaven after delivering a discourse on
Abhidhamma to the dwellers of that heavenly abode (including
his mother, who had been born there as a god), one week after his
birth. The Buddha is said to have descended to the earth by means
of a triple ladder, at a spot called Sankasya which is indicated
beneath the lotus on which he is standing. He is attended by Brahma
to his right and Indra to his left. The latter holds a parasol over
the Buddha’s head. The figurine kneeling at the Master’s feet has
been taken to be the nun Utpalavarnna by Vogel on the ground
that she was the first to go to receive him on his return from heaven.

k.. EB.1;p. 203
2. Sk. dalah, P. sala, Sinh. sal. Botanical name: shorea robusta.
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According to traditions current in Ceylon and literary evidence,
it was Sariputra the chief disciple who honoured the Buddha
by being the first to receive him.!

Below the scene is shown the Twin Miracle performed by the
Buddha at Sravasti. On this occasion, the Buddha was seen preach-
ing at the same moment in more than one place. This is indicated
by the triple figure of the Master in the attitude of preaching. The
main figure resembles the corresponding one at the left but the two
Buddhas on either side are creations of the Master at the moment
of performing the yamaka-maha-pratiharya (twin miracle) at the
gandamba-rukkha-mala at Sravasti. There are two ndaga figures
supporting the padmasana.

The lowest scene to the left shows the Buddha in the pralamba-
pada position. This refers to the Buddha’s sojourn at the Parileyya
forest where he was offered a honeycomb by a monkey. Though
Vogel refers to an offering of a pot of toddy such a story is not
recorded in the traditional accounts current in Ceylon. The monke
is shown here four times. He is said to have either fallen accidentally,
or committed suicide by jumping into a well, and then reborn as
a god. In minute carving is shown several acts, climbing a tree,
approaching the Master with a bowl, jumping into a well and,
finally, rising in divine form. There is also a small elephant in the
scene. This is no other than Parileyya (Parileyyaka), said to have
dwelt in the selfsame wood and attended on the Buddha during
his sojourn in the forest.

On top is the last scene in the life of the Buddha—his passing
away into Nirvana at Kusinagara under a tree in the garden of the
Malla Kings. The dying Buddha is lying between the twin $ala
trees on his right side with his head resting on his hand. It is not
possible to identify all the mourners. At the extreme end below the
Buddha’s head with his right hand resting on the breast, is probably
the representation of Ananda, the chief attendant-disciple. Vogel
has surmised that the one occupying the centre in front of the couch
is Subhadra, the last convert, and that the one kneeling at the feet
is Mahakasyapa. The tradition current in Ceylon is that the latter
was away at the time of parinirvana and that he arrived only
when the funeral pyre was about to be lit. Tree spirits are shown
as emerging from the foliage of the twin $ala trees.

This sculpture, therefore, represents eight principal events in the
Buddha’s life. - The most important among these are the Nativity,
Enlightenment, Turning of the Wheel of the Law and the Passing
Away. The enlightenment or the attainment of omniscience is the
most important event in the life of the Buddha—hence it is shown

1. Pju., p. 504.
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in the panel in the centre. The figures of the two Bodhisattvas
Avalokitesvara and Maitreya flanking the Buddha on padmasana
attest the Mahayanistic origin of this sculpture. Vogel has suggested
1000-1200 as the probable date. His view is that the sculpture is
a memento brought home by a pilgrim visiting the holy places
in India and that it originated in Bodh-Gaya in the Magadha
region.

Sculptures from Panduvasnuvara and Dedigama Museum

A sculpture (height g-1/4 inches and breadth 2-1/4 inches)
similar to the one described above is in the possession of the incum-
bent of the Rajamaha-vihara at Panduvasnuvara, North Western
Province.! It was accidentally found buried within the temple
premises. As in the Carmichael sculpture there are eight scenes
from the life of the Buddha. Prominence has been given to the
scene of the Enlightenment which, as usual, shows the Buddha in
the bhumi-sparsa-mudra. The foliage of the Bodhi-tree is shown,
but instead of the tiers of miniature figures forming the host of the
Mara arranged to indicate an arch, this sculpture shows a miniature
torana placed against the back of the Buddha. A similar sculpture
now preserved at the Nalanda museum shows the back of the dsana
against the shoulders of the Buddha.? Compare also the forana in
a similar example form Pagan, Burma.®

In the Panduvasnuvara sculpture, the spaces below the padma-
sana have been elaborately carved with creeper designs treminating
in the heads of serpents as in the example from Pagan. In the
Nalanda museum example, the space is carved by the figures of
lively females, dancers and musicians in the act of paying homage.
In the sculpture from Panduvasnuvara, the following scenes from
the life of the Buddha are represented (beginning with the scene
nearest the right hand of the Buddha): (i) Nativity (ii) Turning
of the Wheel of the Law (iii) Princess Yasodhara and Prince
Rahula (iv) top —Passing Away; (below the Passing Away scene,
to the proper left of the Buddha) (v) Taming of the elephant
Nalagiri (vi) Delivering a discourse to the consorts of Alavaka,
the demon-king (vii) Buddha in pralambapada, with the alms-bowl
placed on the lap.

It will be noticed that the scenes representing the descent from.
Trayastrimsa heaven and the performance of the Twin Miracle
which are noticed in the Carmichael sculpture have been replaced
by (iii) and (vi), noted above. No. (iii) represents the visit of the
Buddha to Kapilavastu for the first time after his enlightenment.
On this occasion Yasodhara is said to have shown to her seven
year old son Rahula, his father who had become the Buddha

1. See below, Plate No. 7.
2. A.G.N., Plate IVb.
3. F.A.S.B., New Series, Vol. XI, 1915, Plate XXIV.
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and who was moving slowly along the streets of Kapilavastu.
No. (vi) is the scene representing the taming of the demon-king
Alavaka. The Buddha visited Alavaka’s abode in his absence
and was delivering a discourse to his consorts when Alavaka himself
appeared. In this scene, the Buddha is shown in the attitude of
delivering the discourse. The two females on either side of him
may be yaksanis, the consorts of Alavaka.

The Passing Away scene in this sculpture is solemn and peaceful.
Above the scene are carved the figures of two mourners and also
that of a stupa. The latter feature is absent in the Kandy example
but is found more elaborately carved in the specimen at the Nalanda
museum. In the sculpture from Amaravati containing only four
scenes (Renunciation, Enlightenment, Turning of the Wheel of
the Law and Passing Away),! the Passing Away scene is replaced
by a stupa of a type found at Sanchi and Bharhut.

It would now have been seen that the two examples from Ceylon
and the ones at Nalanda and Pagan (Burma) museums are similar
in more ways than one. These sculptures therefore could have had
a_common origin. The Kandy example is undoubtedly Mahaya-
nistic, as shown by the two Bodhisattvas flanking the Buddha.
The Panduvasnuvara example indicates a stage more developed
than the Kandy example in the carving of details. The Pagan
example is probably the closest in date to this sculpture. Relying
on the Kandy example, which is decidedly Mahayanistic, its fellow
at Panduvasnuvara may also be taken as a sculpture of the Maha-
yanists. The latter probably was a work of the Tantric Buddhists
who flourished in north-eastern India during the period g-10th
centuries, A.C.

The stone plaque from Dedigama Museum is much worn out but
some of the details are clear?. It appears to bear similarities with
the sculpture from Panduvasnuvara, referred to above.

Mahiyangana-~stupa Stone Plaque

A carved stone plaque (4-1/2 inches in height, 2-1/4 inches in
width and about 1/2 inch in thickness) was found buried in the
Mahiyangana-stupa when excavations were undertaken by the
Archaeological Department in 1950.> The principal scene repre-
sented is the figure of the Buddha seated on a padmasana under
an arch and attended by two chowrie-bearers on either side. The
latter may be compared with those in the Carmichael sculpture,
identified by Vogel as Avalokitesvara and Maitreya. The scene
of the passing away is represented on top. There are 26 miniature
Buddha figures arranged in rows immediately below the greater
part of the plaque. The arch under which the central figure is

1. jJ.A.5.B., New Series, Vol. XI, 1915, Plates XXI & XXIII.
2. See below Plate No. 9.
3. AS.CAR., 1950, p. 25 See also below Plate No. 8.
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seated is supported by two fluted pillars and is surmounted by
a Kkirttimukha of exquisite design. Instead of the usual makara
heads at the end of the arch there are two flowers, one of seven and
the other of eight petals. Represented on the lowermost scene are
five figures, the centre one being in the attitude of namaskara
mudr@; on cither side are two attendant figures. Decorative designs
are inserted on the side formed by the thickness of the plaque.

The stone of the plaque is said to be of a kind foreign to Ceylon.
Hence it is likely that it was another memento brought to the
island by a pilgrim from India. The two attendants on the Buddha
in the principal scene may be Bodhisattvas and if the identification
made in respect of the two corresponding figures in the Carmichael
sculpture be held valid in respect of these two figures as well, it
may be taken as a sculpture of the Mahayanists. On grounds of
style, the date suggested for the last named sculpture may be also
assigned to this example.

( II)
Buduruvegala Avalokitesvara

Of all the images of Avalokitesvara found in Ceylon, the most
remarkable one is at Buduruvegala.! Some of the details in all the
sculptures have been finished in stucco. The feet and the pedestals
have been separately carved and fixed to the main figure. There
are indications that the figures were originally painted as some
traces of the original coating are still noticeable.?

Avalokitesvara is attended by Tara on his left and Sudhana-
kumara on the right. There is hardly any doubt regarding the
sculpture being a representation of Avalokitesvara since he wears
the figure of Dhyani-Buddha Amitabha in the head-dress. Accord-
ing to Tantric works his consort is Tara and she is represented as
standing on his left. The identity of the deity on his right can also
be determined as, according to the texts, he is either attended by
Sudhanakumara or Hayagriva. One of the distinguishing features
of latter is the horse’s head, which is not shown here. Therefore
the figure may be a representation of Sudhanakumara.

The exact height of the Avalokitesvara figure is not on record.
The eyes appear to be half closed and the ear lobes hang down up to
the shoulders. Both hands are in the attitude described as kataka-
hasta. 'The upper part of the body is bare. Round the waist is, a
series of ribbons from which hangs down a fold of the cloth. Fastened
to the body by the ribbons is the garment, depicted as no more than
a cloth showing flounces. The girdle hangs down from the belt

1. C.7.8.C., Vol. II, Plate XXXV, and see below Plate No. 11

2. Images of Avalokitesvara are available at the devdlé of the Totagamu-
vihara as well as at the Kalyanivarhsikirama-vihara, Makola. The
former appears to have been recently renovated. The latter was erected
about 25 years ago. See Kala SatigarGva (Arts Council of Ceylon) Vol-22,
March 1966, pp. 25-27.
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up to the edge of the cloth at the ankles. The modelling has not been
as skilfully executed as in the case of Vajrapaniatthe north end of
the rock. Yet the face of the deity shows a certain degree of serenity.
In conformity with the texts, the deity has been given a coating of
white plaster in order to give him his colour which is white.

Avalokitesvara is so popular among the Mahayanists that he has
been given as many as 108 different forms. His colour is white and
his symbol is the lotus. According to the Nispannayogavali he
displays the varada mudra in the right hand and in his left holds
the lotus. In the Sadhanamala there are 38 sadhanas describing
the deity and from these it may be possible to determine about 15
different forms. These have been described and illustrated by
B. Bhattacarya but our image tallies with none of them. It has
been said that his forms are too numerous—some giving him more
than one face and two arms. The Mahavastu Avadana of the
Mahasanghikas refers to him with devotion.! It is, therefore,
evident that the conception of Avalokitesvara is very old. His
images, dating from the Gupta period onwards, are found in large
numbers in India and Nepal.

To the right of the deity is possibly Sudhanakumara, who is
usually attending on him.2? Tara, Bhrkuti and Hayagriva are also
said to be his companions but the last mentioned two are not
represented here. According to the Sadhanamald, Sudhanakumara
stands on his right, exactly as represented here. This text, which
gives a description of this deity, says that his two hands are joined
(afijali), his colour is golden, he has the appearance of a prince,
carries the book under his left arm pit and is decked in all orna-
ments. This description does not tally with our sculpture. Instead
of afjali-hasta, the deity is depicted in kafaka-hasta-mudra. He
wears no ornaments and carries no book. Princely deportment
and an air of austerity are most clearly marked. Whether the
original colour had been golden or otherwise it is not possible to
identify at present, the coating of paint having long since dis-
appeared leaving only occasional traces. The image of Tara,
standing on the left side will be dealt with below.

Kustarajagala Sculpture

The rock sculpture in sunk relief at Weligama (Southern Pro-
vince) is of colossal size and is decidedly Mahayanist.® It carries
the popular name? Kustaraja (king-with-the-skin-disease.) The
figure is draped in royal costume and the rock surface has light

Senart., Le Mahavastu, Vol. II, p. 294.

Manidhara is also said to be a companion of Sadaksari Lokesvara, an aspect
of Avalokitesvara. See I.B.I., p. 125.

C.7.5.C., Vol. II, Plate XLIX, and see below Plate No. 12.

The following stanza in Vadan-kavi-pota probably refers to this sculpture.

Miidu e-salbada sitina e-nuvaraki

Isa bindi otunnen sdduné raja-ruvaki

Depa piyum peti suratata ranen véki

Atidina gosin vafidu dev-raja mé lesaki  (v. 60).

B N~
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patches—hence the local tradition that the representation is of
a foreign king who was cured of leprosy by a local physician on
a diet of coconuts. There are four miniature representations of the
Dhyani-Buddha Amitabha in the head-dress. It has to be assumed
that there should be one at the back. This evidence is sufficient to
identify the figure as a representation of Avalokitesvara.! In the
Sadhanamala, four sadhanas are devoted to the worship of Avalo-
kitesvara in his aspect as Simhanada-Lokesvara, who, according
to the Mahayanists, is the curer of all diseases.? This is also referred
to as a representation of Natha. The latter is but another name of
Avalokitesvara and in the Sinhalese literary works of the fourteenth
century he goes by the name Natha. Maitreya is also referred to as
Natha by the modern Sinhalese Buddhists but this is due to a
confusion between the two deities Avalokitesvara and Maitreya.

The figure is heavily decked with drapery and ornaments. The
head-dress is very elaborate and figures of Dhyani-Buddhas (four
in all) have been carved on the three sides (i.e. two in front and
one on each of the sides, left and right). On the front side of the
head-dress are two niches, one above the other in circular form
and on its right and left sides are also found a similar niche in each,
all carved with figures of Dhyani-Buddhas. Since the Dhyani-
Buddhas are all in samadhi posture they may be identified as
representations of Amitabha, the most ancient of all the Dhyani-
Buddhas and the spiritual teacher of the Bodhisattva Avalokites-
vara. According to the Sukhavati-vyiha, he is the presiding deity
of the Sukhavati heaven and is believed to have brought forth
Avalokitesvara into existence. This text calls the latter the Buddha’s
son. In other images of Avalokitesvara, there is only one figure
of the Dhyani-Buddha, whereas in this sculpture there are four

to be seen.

The deity wears an upper garment, the borders of which are
prominent below the neck, above the waist and at the sleeves.
Ear-rings, necklaces, armlets and anklets are also worn. The ear
rings having been made in the form of miniature lions, appear to
be fairly heavy and are made to rest on the shoulders. The lower
garment with its elaborate tassels flaring high at the sides, come
down from the waist up to the ankles. As in other images, the
drapery has been fastened by a series of three belts from which
a girdle is made to hang down vertically from its centre. It is
flanked on either side by two chains hanging up to a point a little
above the knee cap. On either side of the belt in the centre, the
edges of four ornamental chain-strips have been tied, two resting
on the lap the other two carried towards the tassels spreading on

1. J.E. Van Lohuizen-de-Leeuw in Paranavitana Felicitation volume, pp. 253-261,
attempts to identify the figure as a representation of Bodhisattva Samanta-

bhadra.
2. S.B.E., Vol. XLIX, p. 48.
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either side. The right hand depicts the vyakhyana-mudra and the
left hand the kataka-hasta as in the case of Buduruvegala sculptures.
Tllle feet are kept slightly apart, indicating that the deity is standing
relaxed.

There is austerity about the face, the majestic deportment of
a king or god, and the modelling of the limbs of the body suggests
the influence of the late Gupta or Pala school of sculptors. The
stiffness of the limbs is not so marked as in the sculpture of man
and horse at Isurumuniya and shows a stage of development
current in India about the close of the Gupta tradition. On grounds
of style it would be justifiable to date it between 7-8th centuries,

Dambulla Avalokitesvara

In a Dambulla cave shrine there are three standing figures
consisting of the Buddha in the centre flanked by two Bodhisattvas.
To the right of the Buddha is Avalokitesvara carved out of granite.’
This figure is about ten feet in height. Tradition refers to it as
that of Natha. On the head-dress is the figure of Dhyani-Buddha
Amitabha. This settles any doubt as to its identity. The deity
wears the attire of a prince. From his ear lobes hangs an ornament
named simha-mukha, so named because it resembles the head of
a lion. Other ornaments, such as anklets, armlets, wristlets etc.,
are also worn. The right hand is in vitarka mudrd while the left
hand depicts the kataka-hasta. The samapadabhaiga pose given
to the figure, as in the case of Surya at the Tiruttanesvara temple,
makes an imposing figure of Avalokitesvara.?

The sculpture has been given a coating of paint but in a manner
not to obscure the original features. The niche in the head-dress
containing the figure of the Dhyani Buddha too has been painted
at some unknown time, but there is no doubt that it was originally
intended for such a figure.

The circumstances which brought about the influence of Mahaya-
nism into this region is a matter for conjecture. The discovery of
a statuette of Manjusri at Elahera, Matale and the existence of
a shrine of Tantric worship at Nalanda, speak of the spread of
Mahayanist ideas into this part of the Central Province sometime
adout the 8th century.

Situlpavva Bodhisattva

The Bodhisattva statue from Situlpavva has been described by
Paranavitana as one of the most remarkable pieces of sculpture
so far found in this island.? It is of granite and about six feet in

1. See Plate No. 13. 3. A.S.C.A.R. 1934, p. 20 and
2. A.P., Nol. 11 B.I.C., Plates XX and XXVI.
See also Plate No. 14 belaw
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height. Both arms have fallen away—otherwise it is in an excellent
state of preservation. The head-dress, which is proportionately
high, contains the figure of a Dhyani Buddha. The crown of the

Jatamakuta may be compared with that of Maitreya Bodhisattva
in the Colombo museum.! : 7%

The upper part of the body is bare but from the waist below the
navel is a belt fastening the lower garment (only a cloth) to the
body. The cloth spreads up to the ankles and clings on to the body
as in the sculpture at Weligama. There is also the girdle round the
waist folded twice round. It is unfortunate that both arms have
fallen away. The stiffness of pose and the elongated limbs point to
the influence of the Pallava school of sculpture. The modelling is
superb; Indian art tradition in its mature stage is reflected in this
work of art. We date it between the 7-8th centuries.

Ambalantota Head

A very interesting head of a Bodhisattva in a local variety of
limestone is seen at Girihandu-vehera, Ambalantota (Southern
Province).? Together with the head-dress it measures 24-1/2
inches in height. It has an elaborate jatamakuta in which is the figure
of Dhyani-Buddha Amitabha. This head-dress is 11 inches high
and except for the Dhyani-Buddha figure it is in many respects
similar to that of Maitreya illustrated by Ananda Coomaraswamy.?
It may also be compared with the head of Bodhisattva from
Seruvila, now in the Colombo National Museum, which shows
neither stupa nor a Dhyani-Buddha.*

The Dhyani-Buddha Amitabha here is in the samadhi posture.
Of the fifteen different forms of Avalokitesvara, fourteen bear the
likeness of the same Dhyani-Buddha but these do not tally with
the details of our subject. Vajraraga is said to bear it on his tongue
and Dharmmadhatu Vagisvara, who is four-faced and eight-armed
on the jat@makuta.’ Thus the head may not be identified as that of
the Bodhisattva Manjusri in his aspects of Vajraraga or Dharmma-
dhatu Vagisvara. Mahabala and Sapta-satika Hayagriva are also
male deities who bear Amitabha on the crown,® but their descrip-
tions cannot be compared with the details of this Bodhisattva head.
The only other deity acceptable is Avalokitesvara who in fourteen
out of his fifteen aspects bears the figure of this Dhyani-Buddha
on the crown.” It is unfortunate that we have only this head intacf.
In the original form the whole sculpture must have been a remark-
able piece representing Avalokitesvara, as aesthetically com-
parable to the Situlpavva example,

1. H.LILA. fig. 290. 5. LB.L, pp. 103-104.
2. See below, Plate No. 15. 6. ibid. pp. 145-147.
3. H.LLA., fig. No. 290. 7. ibid. p. 125.

4. B.IC., Plate No. XXVIII.
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A torso lies prone close to the head, but the two pieces do not
fit in, and the incumbent of the temple agrees likewise. The piece
shows the eyes open. Even as it is, it is very artistic. Originally
it must have been a finely modelled sculpture worthy of the high
praise from art critics.

Wegiriya Stucco Image

In the Lokesvara-Natha-devale at Wegiriya (Central Province)
there are two images of stucco, one of Lokesvara Natha and the
other of his consort Biso-Bandara. As proved by the rock inscription
the shrine was existing in the 14th century!. The inscription refers
to the Lord Lokesvara Natha of Wegiri-devale and records the
donations made by several fourteenth century rulers for the upkeep
of the institution. There is no doubt therefore that the deity referred
to is Avalokitesvara who is also called Lokesvara Natha.?

It has not been possible to obtain photographs of the images,
the doors of the cella being closed and hardly any one being
admitted. The author was, however, shown special consideration
and was allowed to remain for a short while. The image is 6 feet
in height, either of clay or stucco, painted white and seated on an
asana (2 feet high). The deity is in maharajalila (royal) or lalitasana
(relaxed) pose. His left foot is firmly placed on the ground and the
right leg hangs down from the @sana. The left hand is firmly placed
on the d@sana as in the bronze figure at the Boston Museum (see
below). The right hand displays the vyakhyana mudra. Bracelets
and armlets are shown and an upavita has been carried from the
right side of the waist and over the left shoulder. The garment
worn below the waist resembles those on the stucco images of
deities at the Lankatilaka-vihara (Central Province).

The resemblances in the drapery being most striking as in the
case of the standing images of Upulvan and Vibhisana at the last
mentioned shrine, here we shall briefly describe their drapery.
The Wegiriya figure has the upavita while the Lankatilaka ones
do not have it. The costumes and ornaments are the same in all.
Above the waist the body is bare except for necklaces and other
ornaments. The cloth is held fast to the body by a series of ribbons.
The hem is allowed to fall over the lap to resemble a lotus petal.
A girdle hangs down from the waist down to the ankles. A cloth is
worn but the outlines of the legs are clearly visible. This is so
probably because the hem of the cloth has been carried upwards
and tied from behind in the likeness of a loin cloth, The folds of
the drapery covering the legs are shown by a number of ridges.

1. FR.A.S.Vol. XXII, No. 65, p. 362.
2. cf. W. Geiger, Culture of Ceplon in Mediaeval Times, chiefly p. 171.
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The head-dress of the Wegiriya image is elaborate. It is
conical but shows no Dhyani-Buddha. The modelling has been
executed by a talented sculptor who knew the canonical icono-
metrical proportions of the human body. Local tradition in the
fourteenth century was perhaps not in favour of a Dhyani-Buddha
in the head-dress—for by this time in Ceylon, Avalokitesvara had
lost his Mahayanist character and become absorbed into the
popular religion. The contemporary Tisara Sandésa refers to an
image of Natha at Doravaka-devale (now non-existent) and the
description of the deity as given in this text may be compared with
our 1magc too. The following is a translation of the relevant
passage:’

“ His beautiful head with matted hair is like unto a rain cloud
with lightning attached to it. The eyelashes surpassed the
hue of the blue lily and the sapphire. What are the two hands,
like the trunks of white elephants, comparable to? (Thcy)
exhibited the splendour of a pair of streams flowing down the
sides of a white mountain. The charming rosary hanging down
bis nectar like body assumed the splendour of a line of blue
geese—if there exist such—in the celestial river. With his feet
and the shining nails, the brilliance of an evening cloud with
stars strewn about it was shown; and the pride of a dew-strewn
lotus contracting by the rays of the moon was set aside. Lord
Natha, distinguished with such marks of beautly, abides res-
plendent in that Buddha shrine. Bow down gladly to him,
and pray him to fulfil thy heart’s desire ™

The description is, of course, in poetical imagery. It is not
possible to test the accuracy of this description, the very foundations
of the shrine being obliterated and with only a few columns of
stone surviving. We, nevertheless, suggest the following. The hair
was matted; eyebrows were painted blue; the overall colour was

white, and the arms were slenderly modelled. A blue rosary hung
from the body.

By the side of the sanctum of the shrine there was an image-
house of the Buddha.

We find that much of the details given in this description agreeing
with those in our image. The matted look of the hair may not be
distinguished since the deity wears a head-dress and it is probably
the jatamakuta which is here referred to as matted hair. Though
the eyebrows do not show traces of blue it is likely that they were
so coloured. The present coating of white paint may date from the
Kandy period, during which time there was some kind of resto-
ration, as attested by the wooden pékada (bracket capitals) on the

1. C.5.S.C., Vol II, p. 53.
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pillars now supporting the roof. The cord hanging down from the
shoulder is the upavita. Just as at Doravaka, there is here a cella
for ‘the Buddha image. It will now be seen that the Doravaka
image of the deity was in most respects in agreement with the
one at Wegiriya. The evidence of the rock inscription at Wegiriya
naming the deity Lokesvara-Natha, coupled with the details of
the image at Wegiriya which agree with the description of Natha at
Doravaka, gives further support for the identification of Natha
with Avalokitesvara. It is possible that the image at Doravaka
was also in stucco or clay though not a trace remains.

METAL IMAGES

The Colombo Museum preserves a metal seated image of
Avalokitesvara (Cat. No. 36.70.23B) said to have been found in
a treasure trove near Buduruvegala.! The figure measures 3-1/2
inches in height with the @sana and is 1-1/2 inches wide across the
shoulders. The head-dress is elaborate but is slightly worn. In it is
the figure of Dhyani Buddha Amitabha. The right hand is in
sarada mudrd, the left is placed on the dsana. The left leg rests at
ease on the dsana while the right leg stoops down and is placed
below the pedestal. The eyes are half closed, indicating that the
deity is looking down from high. Placed vertically on level with the
left arm is a lotus stalk with traces of having been broken off at the
top. Doubtless it was the stalk of a lotus though the flower itself is
now missing. (Compare, for instance, the figure of Avalokitesvara
in the British Museum for a similar lotus stalk.)®> We therefore,
conclude that the lotus, the symbol of the deity, has been represented
here. The upper and lower garments and the usual ornaments are

shown and the pedestal, which is a double lotus, is proportionately
high.

Of the numerous forms of Avalokitesvara our image shows
similarity most with that of Khasarpana, to whom has been
devoted a mumber of sidhanas in the Sddhanamald.® Since the
figure does not have the usual companions it may not be in exact
keeping with the description given in the sadhanas, but with the
presence of lotus stalk, it may be assumed that it is in close agree-
ment with the Khasarpana form of Avalokitesvara. On the analogy
of the British Museum example referred to above we would date
the image to 8-gth centuries.

A bronze statuette of Avalokitesvara (said to be originally from
Sailatalaramaya-Purana-Vihara, Polpitiya, Udapola, Dambadeni
Hatpattu, Kurunegala District) has been described in the Spolia

1. See below. Plate No. 17.
2. B.C.M., Plate XXVI, fig. 176.
8. LB.L, pp. 128-129 and Sdhk., pp. 39-4l.
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Keylanica.’ 1t is about 6.16 inches (15.4 cm.) in height and cast
solid. The pose is maharajalila or lalitdsana. The jatamakuta is
elaborate and contains an empty niche in which was probably the
figure of a Dhyani Buddha. At the back of the head is a rosette.
The nose and mouth are now disfigured. The artist appears to
have been skilful in the work of modelling since the proportions
of the human figure have been accurately represented. The left
arm is firmly placed on the ground. The right arm rests on the
right thigh and the palm faces down holding a semi-circular object.
The yajiiopavita (rosary) is prominently shown but some of the
usual ornaments seen in other images are absent. There are no
armlets and ear-rings but the anklets and the girdle are shown.
Parts of the image have been damaged probably in a fire. The
lump of bronze on the face seems to be due to defective casting.
Hence it is very likely that this statuette is a local product since an
imperfectly cast one is not likely to be imported into Ceylon.

comparison with similar bronzes will reveal that this figure is
a representation of Avalokitesvara. The pose displayed is not in
accord with the forms enumerated by Bhattacarya—hence it has
to be surmised that Avalokitesvara as depicted here is a local form,
raised by the worship of the deity, with the peculiarities such
developments would lead to. On grounds of style, the image
may be assigned a date between the 7-10th centuries, most probably
the ninth century. It is unfortunate that the whereabouts of this
statuette are not known.

Coomaraswamy has published the photograph of a bronze
statuette of his own collection (now at the Boston Museum) and
gives it high praise as one of the finest examples of bronzes from
Ceylon.? It is a representation of Avalokitesvara seated in maha-
rajalild attitude. The statuette measures 3-5/8 inches in height and
has been dated in the 8th century. The actual find spot is not
known but the piece has often been illustrated.

~ The deity is seated on an @sana which is fairly high in proportion
to the dimensions of the body—the padmasana being here dis-
pensed with. The right hand displays the vifarka mudra while the
left is placed on the d@sana giving support to the partially inclined
body. The yajiiopavita is shown across the breast. The right leg
is bent and placed on the seat while the left hangs down touching
the ground. The lower garment extending only up to the kpee

cap is shown, the girdle having been tied below the navel. On the
back of the head is the detail of the head-dress, a rosette. The
presence of the Dhyani Buddha Amitabha in the jata-makuta

1. Vol. 29, Pt. II, pp. 289-290 and Plates.

2. F.R.A.S. (Apr. 1909), Plate 1, fig 1; H.LI.A., fig. 297; B.C.M., figs. 172, 173
and p. 7; F.A.LC., fig. 195; LS.P., Plate XI; A.C.I.C., fig. 28.
See also Plate No. 16 below.
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leaves no room for doubt as to the identity of the deity as Avalo-
kitesvara. The limbs are slender and the proportions of the body
are in keeping with the canons of iconometry. The deity is shown
as looking down from high—his eyes are bent towards the ground
as if he is keeping watch over the suffering masses. The Sariputra,
a Silpa=sasira work extant in Ceylon, describes this god as #hina-
dinanukamp? (compassionate towards the helpless and the indigent).*
The purpose of the image-maker who seems to have had in his
mind these aspects of Avalokitesvara, was to display this divine
ideal to the satisfaction of the beholder in addition to the skills
shown in modelling the human figure.

Coomaraswamy says that the image exhibits all the fine qualities
which belong to the classic Indian art of the eighth century.
“1It is, to judge from the perfection and abstraction of the style,
as old as the 6th or 7th century A.C. In this figure which may be
compared with the Siva of the * Ravana under Kailasa > composi-
tion at Elura, the divine ideal is fully realised both in expression
and in physical form; and the breadth of generalisation, the
elimination of all that does not directly contribute to express ‘ the
passion of the figure’, are most impressive .2

A bronze statuette 3-1/2 inches (8.7 cm.) high from Ceylon
belonging to the Nevill Collection at the British Museum has been
illustrated by Coomaraswamy and dated in the 8th century.?
The find spot has not been recorded. In treatment and feeling it
may be compared with the one described immediately above.
The coiffure is elaborate and high and contains an empty niche
in which was probably placed the figure of Dhyani Buddha
Amitabha. The asana is low—hence the left leg is bent and placed
on it. The pose is lalitasana and the right hand displays the vitarka
mudrd. The fine workmanship so very marked in the example
in the Boston Museum is absent here.

Avalokitesvara on Mount Potalaka has been represented in an
example from Ceylen in the British Museum (Nevill Collection).4
Its height is 5-1/2 inches (13.75 cm.). The workmanship is coarser
than in the foregoing examples. There is a Dhyani-Buddha in the
head-dress, the right hand is in varada mudra and the left hand
holds a lotus. The deity is seated on a padmdsana on a rocky
pediment representing Mount Potalaka. On grounds of style
Coomaraswamy has dated it between g-10th century. Avalokites-
vara has here been represented as a mountain-god and is therefore

I. G3.8C., Sec, G. Vol. 11, p. 60
2

. 7.R.A.S. (Apr. 1909), p. 283.
3. B.C.M., fig. 174 and 7.R.A.S. (Apr. 1909), Plate II, fig. 3.
4. 7.R.A.S. (Apr. 1909), Plate 2, fig. 1.
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of special interest to the students of Mahayana Buddhist art.
Hsuan Tsang refers to this mount as the special abode of this god
and locates it in the southern Deccan.! Samuel Beal has suggested
that in the cult of this Bodhisattva as a mountain-god could be
found some trace of an older worship of hill gods.?

This example is practically unique, such a representation of the
deity on a mountain being very rare. The Khasarpana form of
Avalokitesvara has been described in the $adhanamala in terms
similar to this figure. * He resides in the womb of Mount Potalaka,
looks beautiful with compassion, is full of the sentiment of §yigara
(amour), is extremely peaceful and is endowed with various
auspicious marks. °.3

A similar rocky background is indicated in several miniature
paintings of Avalokitesvara and Tara in Nepalese manuscripts
now in Cambridge, of which one has been labelled as ¢ Sri Potalaks
Lokanathah ’.* The workmanship of this statuette may be com-
pared with that of Cunda (to be mentioned below).? In the treat-
ment of details (i.e. eyes, eyebrows, ringlets) there seems to be
some measure of agreement with the figures of Vajrapani® and
Avalokitesvara from Sarnath.?

The deity represented sits in maharajalila, left leg bent and
placed on the asana and the right leg hanging down from the
pedestal. An auspicious mark (tilaka) has been placed between
the eyebrows. As obvious from the carvings on the legs and the
pedestal, greater attention has been paid to details than to form.
The breast is well developed when compared with other images
of the type and there is also noticeable a certain corpulence.
The nose and the mouth, too, do not speak of skill in workmanship.

In the Nevill collection there is another metal image of Avalo-
kitesvara with an inscription on the pediment of the pedestal
enabling us to date it to the 8-gth centuries, on palaeographical
grounds.® The inscription, in the north-eastern Nagari characters
reads sarigha dattah (gift of the samgha—which is also the donor’s
name). The height of the figure is about 4 inches (9.6 cm.). The
figure of a Dhyani Buddha is in the head-dress, which is com-
paratively low; the tassels issuing from it are shown behind the
ears. The deity is decked in ornaments and the ear-rings falling

Buddhist Records of the Western World, ii, 233.

ibid. i, 60, n; 214, n; 225, n.

IB.L, p. 129 and Sdh., p. 39-41.

B.C.M,, p. 7.

ibid. fig. 178.

ibid. fig. 185.

J-R.A.S., 1908, p. 1008 and Plate II, fig. 3.

ibid, Ap.. 1909, Plate I, Fig. 2 and B.C.M., Fig. 176.
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over the shoulders may be compared with that of Vajrapani
(see below).! The right hand is in varada mudrd and the left holds
a lotus as in the Colombo Museum example (Cat. No. 36.70.23B).4
The stalk is placed vertically with the left arm, the flower being
shown behind the left shoulder.

The padmisana, the deity’s seat in maharajalila, is placed on a
pediment of a type usually met with in similar bronze statuettes
brought to light in north-eastern India, more precisely Nalanda.
Compare, for instance, those from Nalanda and elsewhere illus-
trated by A. Ghosh and S. K. Sarasvati.? The contention of Cooma-
raswamy that this type of pediment marks a local school may now
be rejected in view of the findings given above. The #laka on the
forehead is particularly marked here but the chief difference is that
this is not the deity ‘ who looketh down ’. He sits, decked in orna-
ments, and confers boons on supplicants. The sincerity and vitality
of style so remarkably felt in the figure of his counterpart in the
Boston Museum are maintained but to a lesser degree.*

We have already seen that north-eastern India during the Pala
and Sena dynasties was a centre of Mahayanist activity maintaining
cultural contacts with all the lands of south-east Asia. In discussing
Avalokitesvara on Mount Potalaka, it was suggested that the aspect
of the deity could be that of Khasarpana. The same may be held as
valid for this image. On grounds of style too, the bronze may be
dated about gth -century.

Padmanarttesvara

Coomaraswamy has published the photograph of a seated
figure dancing in ardhaparyaika (now in the Colombo Museum)
found at the Alms Hall, near the old Rest House, (Anuradhapura)
(Cat. No. 13.170.295).% It is 3-1/2 inches high and 1-1/3 inches
wide across the shoulders. He had not settled the identity of the
figure on account of the scantiness of the data.

The figure is represented as dancing in ardhaparyanka in which
attitude the deity is shown as inclining to his left. The wrist of the
right hand is placed on the right thigh but the hand holds the body
of a snake which has coiled round the left knee cap. Its head is
shown peeping out from behind the left ear of the deity. The snake
has been used as the sacred thread (sarpayajiiopavita). The left
arm (minus the hand) is held parallel to the shoulder. It is un-
fortunate that the whole hand is now no more. The elbow is bent at

B.C.M., fig. 185 and F.R.A.S. (Apr. 1909), Pl. 1, figs. 3 and 5.
See below. Plate No. 17.

A.G.N., Plates V. VII. VIII and A4.5.1.5., figs. 124, 136, 155 etc.
B.C.M., fig. 172.

ibid., fig. 97. and see below Plate No. 18.
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right angles and the position of the hand would have been in
keeping with the attitude of the dance. The head-dress, flat at the
top and containing a rosette, i unusual being hitherto unnoticed
in Ceylon examples. The ear-rings are unusually large and the
right eye is shown bulging out. A necklace is also worn. There is
a half-smile in the face. The artist has accomplished a fairly difficult
task in striving to preserve the individual characteristics of the
deity as described in the texts.

One of the forms of Bodhisattva Avalokitesvara is that of Padma-
narttesvara. His features have been described® in the Sadhanamali
in three sadhanas, which differ in details from one another. In
these sadhanas the number of his arms varies from two to eighteen.
The eight-armed aspect should depict the dance in ardhaparyanka
and the sacred thread of the snake. The description given in the
S7dhanamld of Padmanarttesvara agrees with two of the character-
istics obtaining in our image, i.e. dance in ardhaparyaiika and the
sarpayajfiopavita. It is, therefore, reasonable for us tentatively to
identify it as being a representation of this aspect of Avalokitesvara.

The figure was discovered in Anuradhapura and it is therefore
possible for us to date it with greater certainty than before. Tke
representation being that of a Tantric deity, we know from the
historical survey that Tantric Buddhism was at its highest stage of
development about the 1oth century to which century we may
place it.

L)

Tara-Buduruvegala

In Buddhist iconography Avalokitesvara is usually attended by
Tara on one side and Sudhanakumara or Hayagriva on the other
side. The sculptures at Buduruvegala contain a representation of
Tara as an attendant of Avalokitesvara.? This is by far the most
colossal image of this goddess so far brought to light in Ceylon.
The exact height has not been ascertained but it is only of slightly
lesser height to that of Avalokitesvara on her right side.> The
goddess wears a tall head-dress and her eyes are open. The right

‘hand displays the varada mudra and the left, which hangs down,
holds an unblown lotus. The left leg which is firmly placed on the
ground appears to bear the burden of her weight and the wdist is
inclined to her right. The right leg is shown comparatively at ease.
The lower garment only is shown and the breasts are those of an
elderly female. The image is in fair relief and cannot be called a
work of great artistic merit.

1. LB.L, pp. 133-134.
2 C.7.8.C3 Vol 3l Plate No. XXXV. See also below. Plate No. 19.
3. D. T. Devendra has given them in his Classical Sinhalese Sculpture (fig. 80).
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The Sadhanamala thus describes Tara as a companion to
Khasarpana (an aspect of Avalokitesvara):  Tara is green. She
causes to blossom with her right hand the lotus flower with a stem
held in her left. She has many ornaments and her breasts are
oppressively heavy due to adolescence.”? Sidhana No. 98 in the
Sadhanamali describes Aryatara as one faced, two armed, of
deep green complexion, fully decked in all ornaments, of youthful
appearance, clad in celestial garments, holding on her crown the
miniature figure of the parental Dhyani Buddha Amoghasiddhi,
sitting  in ardhaparyasika attitude, displaying the varada mudra by
the right hand and carrying a full-blown lotus in the left hand.?
The Padmanarttesvara form of Avalokitesvara is described as
sitting on a lotus. On a petal of this lotus sits Tara of green colour
holding the paldsa and the lotus flower.? When Avalokitesvara -
assumes the Lokanatha aspect, Tara is described as being on his
right, having a peaceful appearance, exhibiting the varada mudra
and carrying the lotus.* Several female deities are also described
as emanating from the Dhyani Buddha Amoghasiddhi and are
called Taras.” Not one of these descriptions fits into the image at
Buduruvegala, which is standing and two-armed. It appears that
the Sadhanamdla describes later local developments in Buddhist
iconography in India which did not reach Ceylon. Hence we are
led to conclude that, in Ceylon, the iconographic features of
Mahayanist deities are different and had remained static without
reacting to the changes that were taking place in India. It is not
possible for us to say that the figure of Tara at Buduruvegala was
painted green. Every indication points to the figure having been
covered with a coating of white lime plaster, as in the case of Tara
at Wegiriya to be discussed next. -

Bhattacarya says that Tara is the common name applied to a
large number of feminine deities in the Buddhist pantheon. Janguli,
Parnasabari, Mahacinatara, Ekajata and many others are called
Taras in the Sadhanamala. To this list should be added Khadira-
vani who is endowed with two hands, showing the varada mudra
in the right and the utpala in the left. In dealing with the images
of Tara found in Ceylon, the goddess has been taken to be the
companion of Avalokitesvara in accordance with literary evidence.

Tara—Wegiriya

The stucco (or clay) image of Tara at Wegiri-devale is the most
beautiful specimen of its kind noticed by the writer. Popularly
called Biso-Bandara, she sits in lalitdsana pose to the right of
Lokesvara-Natha, displaying the abhaya mudria by the right hand

1. 1.B.L, p. 129. 3. ibid., p. 135 5. ibid. pp. 226-232.
2. ibid., p. 22. 4. ibid. p. 131 6. ibid., pp. 226-227.
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and keeping the left hand on the left leg. Her head-dress is elaborate
and made up of four stages, almost conical in shape. As in the
image of Lokesvara-Natha, there is no figure of a Dhyani Buddha
in the head-dress. The right leg is placed on the ground and the
left, which is bent and kept on the @sana, protrudes out of it at
the ankles. The @sana is of the same type as in the case of Lokesvara-
Natha but of slightly lesser height. The two asanas are at a distance
of about one foot from each other. The height of the figure 1s
proportionately less when compared with that of Lokesvara-Natha.
The combined height of the pedestal and the image is six feet—
the image alone measuring 4-1/2 feet in height. Below the head-
dress is a tiara. The eyes are open, and the face is pleasant with
the trace of a smile as if the deity is appearing to bestow protection
to supplicants. Instead of ear-rings she wears flowers and round
her neck is a necklace. The upper part of the body is bare and the
breasts, which are not heavy as at Buduruvegala, are not pendulous.
The nipples may be compared with those on the figure from
Gan-Aramaya-vihara (Colombo Museum) which we shall des-
cribe.! The lower part of the body from the waist below is draped
in a rich attire comparable to a pair of trousers of European fashion,
the girdle in three courses at the waist being only the ornament of
ancient character. The drapery is not loose but clings to the body
and is indicated by means of a series of circular folds from the
ankles upwards. A similar attire below the waist is worn by the
female deities (i.e. consorts of Upulvan, Saman and Vibhisana)
at the Lankatilaka-devale, Handessa (Central Province).

The only reference to Tara in Sinhalese literature occurs in the
14th century, in the Tisara Sandeda, where, immediately after
eulogising the deity Natha at Doravaka-devale, the author speaks
in less poetic terms of the beauty of his consort Tara within the
same sanctum.?

“ Depart thou hence, without tarrying, after worshipping the
Queen Tara, who has adorned the magnificent mansion of
Sri Lanka, with the multicoloured canopy of (ber) fame; who
has eschewed vice and is adorned with virtue as if with jewels;
and who unfailingly bestows like the Divine Cow, whatever 1s
desired of riches ™.

According to Tantric texts, she is the consort of Avalokitesvara.
The above quotation does not refer to this goddess expressly as the
consort of the god but it is implied by the appellation biso and by
referring to her immediately after Natha. Her image was in the
same shrine, most likely as at Wegiriya, and we can guess the effect
on the poet of beauty in an image which led him to describe her

1. Spolia Zeylanica, Vol. 26, Pt. 2, p. 267. See below Plate No. 21,
2. C.7.5.C., Vol. 11, pp. 53-54.
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in superlative terms. Hsuan Tsang ( 7th century) observed a
similar shrine in Magadha wherein was installed an image of the
Buddha attended by Avalokitesvara and Tara.l Although the
shrine at Doravaka is no more, the devale at Wegiriya similarly
constituted but almost unknown even at the present day, furnishes
sufficient data for any likely reconstruction work connected at
that site. The poet’s description deals more with the spiritual
aspects of the goddess than the physical. As she is compared to the
Wish-Conferring-Cow who gives unfailingly, one may surmise
that one of the hands of the image displayed the zarada mudra as
opposed to the attitude of conferring protection (abhaya mudra) of
the Wegiriya goddess.

(So called) Pattini—British Museum

Ananda Coomaraswamy has illustrated the figure of a goddess
(identifying the figure as a representation of Pattini) which was
found somewhere between Trincomalee and Batticaloa and is
now in the British Museum. It is a bronze standing figure 4 feet
9-1/2 inches (143.75 cm.) in height which has been often illustrated
and is known to every student of Eastern art and archaeology.?
In an article® contributed to the J.R.A.S. in 1909, Coomaraswamy
treated this bronze as Mahayanist but subsequently in 1914 he
identified it as a representation of Pattini.* He was not very happy
about his identification of the image as that of Pattini. He has
described it as a striking work; the face strong and thoughtful, and
the modelling of the body and limbs most admirable, though the
narrowing of the waist is carried beyond modern preferences. On
grounds of style he has assigned it to the 7th or 8th century.®
The workmanship is fine and ranks only next to the image of
Avalokitesvara in the Boston Museum.® It may not be wrong to
suggest that both sculptures were products of one and the same
school. The workmanship is dignified and beautiful.

The figure wears a tall conical head-dress and contains a socket
now empty but which once contained probably the figure of
a Dhyani Buddha. The latter could be Amoghasiddhi if the identi-
fication of the figure as a representation of Tara is held valid.
The ear-lobes are bored but do not extend up to the shoulders
as in the numerous examples of Avalokiteswara. The right hand
displays the varada mudra while the left is in vitarka. The breasts

1. C.7.8.C., Vol. II, pp. 53-54.

2. B.CM., fig. 171; F.R.A.S. (Apr. 1909), Plate 3, fig. 3; F.A.LC., Plate No. L;
H.ILA., fig. 300; A.5.C.A.R. (1955), Plate IV; S.ELA., Plate XXXIII.

3. J.R.A.S. (Apr. 1909), Plate 3, fig. 3.

4.~ BN, fig, 171,

5. :ibid...p. 12.

6. HILA., fig 297,
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are high and the nipples are bent upwards—a feature rather
unusual and noticed also in another example from the Nevill
collection in the British Museum.'

It has already been noted that at Buduruvegala, the female
deity is shown as bearing the burden of the body with the right leg,
which appears to have been firmly placed on the ground, while the
left is resting at ease. Her waist too is shown as projecting more
towards the right. It is remarkable that a similar feature is also
noticeable in our bronze figure. The drapery too is similar except
for the grooves shown in the bronze image. As in the case of Indian
sculptures executed under the patronage of the Gupta dynasty,
the drapery clings to the body. Simplicity is most marked since
there are hardly any ornaments worn on the body. Compare also
the frequently illustrated representation of Avalokitesvara in the
Boston Museum which is without ornament. Coomaraswamy

assigned a date earlier by two centuries for the latter and fixed
the 1oth century for the figure now being dealt with.

Tara—Gan-Aramaya-Vihara

The bronze seated image of Tara from Gan-Aramaya-Vihara in
the Kurunegala District (North Western Province), now in the
Colombo Museum has been illustrated with photographs by
P.E.P. Deraniyagala in the Spolia Zeylanica® It is nearly 8 inches
(195 mm.) in height and is in the attitude known as dhyana-mudra.
Except for the elaborate coiffure no ornaments are worn. The
head-dress, hair and costume are gilt but the flesh is silver coated.
The head-dress is conical and arranged in a stage of three tiers.
It is necessary to describe briefly the designs appearing on the
head-dress.

Three full blown lotus flowers are surmounted by two makara
heads facing opposite directions and joined at their necks. The
latter support a triangular fAoral ornament of stylised bo-leaves so
designed as to encircle a quadrilateral niche, now empty. Behind
the head is a $ikhd-cakra or a double rosette. The ear-lobes are

erforated but without ornaments and do not extend up to the
shoulders. The eyes of the deity are partly closed and directed
towards the ground indicating the attitude of dhyana. The face is
oval in shape and recalls to mind Chinese or Tibetan sculptures.
The eyebrows are high and the nose straight and elevated. The lips
too with curvilinear edges may not be called realistic, nor is it
foreign to the local tradition. The upper part of the body is bare
up to the waist, the breasts are fully developed but do not indicate

1. B.C.M., fig. 184.
2. Spolia Zeylanica, Vol. 26, Pt. 2, pp- 267-269 and Plate I. See also Plate No. 21.
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the heaviness of adolescence. The nipples are turned upwards,
particularly the left one. The latter feature has also been noticed
in the earlier example of Tara from the British Museum cited above.
The thinness of the waist, though not so marked as in the British
Museum example, has not been effected in keeping with the artistic
sense of values. Here is absent that lissomness and, indeed, our
example exhibits more of masculine traits than feminine. There
is a girdle or rasanadama tied into a bow-knot below the navel
and around the top of the dhoti cloth. This lower garment covers
the body below the waist and shows the folds. The garment covering
the calf of the leg has assumed the pattern of a trouser as in the
case of the Wegiriya example and shows four folds and three
narrow ones at the margin. The right leg rests on the left; the
hands in dhyana mudra as in the other.

Hindu images of female divinities in dhyana mudra are very
rare. A comparative study of similar images suggests the Buddhist
character of the present example which is decidedly Mahayanist.
The Sadhanamala does not mention any female deity in this
attitude but, as mentioned earlier, this text embodies developments
in India which did not reach Ceylon. As Tara was known and
worshipped in Ceylon and as some of the features noticeable in this
figure tally with other images of that deity noticed above, tenta-
tively it may be taken as a representation of the consort of Avalo-
kitesvara. The modelling of the breasts, compared with the former
example in the British Museum, is not quite natural and the
masculine traits of the body, in the author’s opinion, does not
entitle the sculptor to the high praise given by P. E. P.
Deraniyagala. On grounds of style it is later in date than the British
Museum example. We would place it in the latter half of the
tenth century or the early decades of the 11th century.

Bhattacarya describes many forms of Tara but does not allude
to a single instance where she is represented in dhyana mudra.!
Mabhattari Tara who is single-faced and two-armed may be distin-
guished by the vajraparyanka attitude in which she sits but displays
the varada mudra by the right hand and therefore does not tally
with our image. According to the Nispannayogavali the Dhyana
Paramita is a goddess of the Mahayana pantheon, two-armed
and having the colour of the sky.2 Her symbol is the white lotus
in the left hand and as such does not answer the description of our
image. In the absence of any Indian or foreign prototype similar
to the present one, it has to be concluded that Mahayanist icono-
graphy in Ceylon has developed on lines distinct from those current
in the mainland and other Buddhist lands in Asia.

1. LB.I., pp. 306-309.
2. ibid., p. 326 and N.S.P.,p. 56.
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Tara from the New Town, Anuradhapura

A bronze statuette of Tara (height 2.5 inches) seated in lalitdsana
attitude, found in the new town of Anuradhapura and handed over
to the Anuradhapura Museum (Cat. No. G40), may be mentioned
as one of the most remarkable images of the type so far found in
this island.! The figure recalls to mind the Wegiriya goddess, so
beautifully modelled it is and of high artistic merit. The repre-
sentation is that of a maiden, without ornaments. Her breasts are
high and the nipples are turned upwards. The waist is slender as
in the British Museum example but carried to a degree in proportion
to the dimensions of the body, that the former example ranks
but next in merit. The conical head-dress is of the usual type, and
contains an empty socket. She is seated on padmasana with the
left hand firmly placed on it. The right arm rests on the right thigh
which is raised. The right hand has fallen off. Vertically placed
by the left.arm is part of a lotus stalk. The symbol of the deity,
the lotus, probably once rested on this stalk. Since the deity sits
alone, she may be identified with Aryatara who has been described
as sitting in the ardhaparyaika attitude.®

With regard to date and provenance, it may be said that it is
definitely a work of the Anuradhapura period since it was found
within the new town of Anuradhapura. Roughly it may be dated
the gth century. Judging on grounds of style, it has to be assigned
to the same class as the image of Avalokitesvara in the Boston
Museum.? The fine workmanship reflects the art traditions of the
post-Gupta age. Hence we may be safe in assigning it to the 7-gth
centuries as the most probable date.

Tara from Mannar

A metal image (2 inches high and 1-1/2 inches in width) believed
to be that of Tara was found in Mannar and published by the
Archaeological Survey of Ceylon.* The figure is that of a goddess
dancing in ardhaparyanka, holding a snake with both arms in the
manner of a cord. The attitude of dance is shown by the figure
being inclined to the left in a gay mood. The head-dress is conical
but shows tassels behind the ears. The breasts are those of a grown
up female and the usual ornaments are shown. The upper part
of the body appears to be bare.

One form of Green Tara is known as Janguli emanating from the
Dhyani Buddha Aksobhya. She is described as four-armed, three

1. See below Plate No. 20. 4.5.C.4.R., 1951, p.9.
2. LBI., p. 301,

3. HLILA,, fig. 297

4. AS.C.A.R., 1957, p. 13. Plate VI, fig. 1.
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of which hold a serpent, the fourth displaying the abhaya mudra.!
Our figure may not be an exact representation of the goddess
Janguli as described in the Sadhanamald according to which she
may have any of the three colours, white, yellow or green and
possess four arms. The sculpture appears to represent one of the
earlier forms of Janguli in which iconographic features are not
fully developed.

Janguli is popular among the Buddhists as a goddess who cures
snake bite. She is said to be as early as the Buddha himself and the
secret of Janguli and the mantra for her worship are said to have
been imparted to Ananda by the Buddha himself. The Sadhana-
mal@d enumerates three entirely different varieties of the goddess,
the arms varying from four to six.? In two of these she is described
as having one face only.

On the head-dress is most probably the figure of a Dhyani
Buddha with hand placed on the lap. The photograph is not very
clear but it is possible that the representation is of Aksobhya.?
Emanations from the Dhyani Buddha Aksobhya are, as a rule,
terrible in appearance and awe inspiring.* Our figure cannot be
described as awe inspiring in form but the facial expression cannot
be called pleasant.

The exact findspot is said to be the lighthouse premises of
Mannar, the ancient linking passage between India and Ceylon.
It may not be wrong to assume that the figure is an imported one
-and that Tantrism was rampant in this district in the closing
years of the Anuradhapura regime—the period to which this
image may be assigned, provisionally, on grounds of style.

Janguli from Colombo Museum

There are two metal images in the Leslie de Saram collection of
the Colombo Museum labelled as Pattini. One of these is a standing
figure with a cobra hood behind the head (Cat. No. 11.197.265).%
It is of copper and g inches (22.5 cm.) in height. Coomaraswamy
has dated it (provisionally) to the g-10th centuries. The deity is
elaborately dressed and either depicts the kataka-hasta or holds an
unidentified object with the right hand. The left arm is preserved
but the hand has fallen off. Drapery below the waist is artistic and
is worn in such a way as to expose only one leg.

The seated image is also of copper (Cat. No. 11.198.265) and
13.3 cm. (about 5-2/5 inches) in height.® Coomaraswamy has
assigned it provisionally to the g-1oth centuries. The expanded

1. I.B.I., pp. 307-308. 4. 1.B.1., p. 154 and 189.
2. Sdh., p. 248 and 253. 5. B.C.M., fig. 43. See also Plate No 23 below.
3. LB.I, p. 154, 6. B.C.M., fig. 42. See also Plate No 24 below.
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hood of the cobra is in the background and the head-dress is almost
similar. The left hand bestows protection while the right displays
the kataka-hasta-mudra. The deity sits cross-legged and wears
drapery similar to the other. There is thus no doubt that both are
representations of one and the same deity.

The Sadhanamald describes three varieties of Janguli, two with
one face and four arms and one with three faces and six arms.'
It appears that one common distinctive mark of this goddess is
the serpent. The expanded hood of the serpent above the head
(sphitaphanamandalasirastham) is referred to in one of the sadhanas,
while another refers to an ornament of the white serpent
($uklasarpairvibhisitam). The deity is said to depict the abhaya
mudra with one of the hands and to hold an attribute in each of the
other hands. In the case of the standing image, it is not possible
to ascertain the mudrd depicted or the attribute held by the left
hand, this being now no more, but the expanded hood of the
serpent is clear in the background. The seated image is in a better
state of preservation and the serpent symbol and the mudra are
clearly noticeable. It is, therefore, very likely that these two figures
are representations of Arya-Janguli, whose cult, as we have noticed
earlier, appears to have been prevalent in Ceylon (most likely
among the Tantric Buddhists) some time about the g-1oth centuries,
the period assigned for both sculptures by Ananda Coomaraswamy.

Aryatara—British Museum

In the Nevill collection is a small seated image from Ceylon
of a female divinity (height 16.4 cm.—6-3/5 inches) labelled
Pattini.? It has been illustrated by Ananda Coomaraswamy who
assigned it to the 1oth century. The goddess is seated in lalitasana
pose and depicts the varada mudra with the right hand. The left
hand is placed on the @sana and it acts as a support to the body,
which inclines to the right. The right leg hangs down at ease while
the left is bent and placed on the @sana. The breasts are shown but
the nipples point upwards as in our other examples of Tara. Of the
ear-rings only the one to the left is remaining. Bangles are shown
but anklets are not worn. The body above the waist is bare except
for a string of pearls. Below the waist up to the ankles is a garment,
probably a cloth as in the large standing image of Tara in the
British Museum. The head-dress is conical but rounded at the top
and contains in a socket an object which is not clear. In both
examples the treatment of drapery is similar. The limbs are repre-
sented as visible through the tiansparent drapery. Physical features
appear to be the same in both. The upward tilt of the nipples in

1. LB.L, pp. 191-3.
2. B.C.M., Fig. 184; 7.R.A.S., Apr. 1909, Plate III, fig. 2.
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both examples may also be noted. The slender waist is more
gracefully proportioned unlike in the larger example and appeals
equally well to both Western and Eastern tastes.

The figure has many features in common with that from the
figure from New Town, Anuradhapura which has already been
compared with the Wegiri-devalé Tara image. On stylistic grounds
therefore, the image may be taken as a representation of Aryatara
(present) (also called Vasyatara) who has been described as seated
in the bhadrasana attitude and depicting the varada mudra with
the right hand. The symbol of the deity is said to be the lotus,
her colour green. Neither are these characteristics shown in our
image nor is it possible for us to ascertain whether they originally
existed. Artistically, it ranks with the Anuradhapura, New Town
figure, assigned to 7-gth centuries. We may not be wrong if we
assign the same date here.

Caturbhuja-sitatara

There is an unpublished bronze figure (6-1/2 in. high) of a four-
armed standing female deity belonging to the Nevill collection
(Reg. No. 1898-7-2, No. 140).! It was apparently a four-armed
one but there are only traces of the two upper arms. To all appear-
ances the figure is Mahayanistic and has been so labelled. It
appears to be considerably worn out, some details of the drapery
and the head-dress being obscured. The right hand holds a jewel
(cintamani), the left is in varada mudra. It is unfortunate that the
second pair of arms has disappeared and makes the identification
difficult. Of the numerous Mahayanist female deities enumerated
by Bhattacarya, the figure has affinities with only that of Catur-
bhuja-sitatara, a form of Tara emanating from the Dhyani
Buddha Amoghasiddhi.? It does not conform to all the requirements
of the sadhana as in many of the others. Images of this deity are
found in Tibet and China. Indian examples are rare. On stylistic
grounds, the date of the gth century may be assigned.

Gandhatara

The Sadkanamala describes Vajratara as an emanation of the
“Dhyani Buddha Ratnasambhava.®? She is visualised by the wor-
shipper in the midst of a circle of Eight Mothers which forms the
mandala. Of these eight, Gandhatara is given the northern cardinal
point and has been described as having red complexion and
carrying in her hands the conch of scents.

1. See below Plate No. 25. 3. 1.B.1., pp. 240-3.
2. LB.L, p. 308. 4. ibid. p. 241.
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A bronze figure of a two-armed standing female deity on a flat
pedestal (height 5-3/4 inches) is found in the Nevill collection.!
It carries no registration number and remains unidentified. It
has not been published in any work known to the author who
therefore, attempted to identify it by comparing it with all known
forms of female deities of the Mahayana pantheon. The British
Museum authorities have referred to the bronze as Mahayanist,
of which there is no doubt since it is unlike any Hindu image.
The deity holds in her left hand, part of her waist band and in her
right, a round object which has now fallen away. It may be assumed
that it was a representation of a jewel. The deity is richly attired
and is decked in ornaments. The head-dress shows a socket as in
other examples but the object placed therein is not clear. No
provenance being known of the Nevill bronzes the identification of
his figure is all the more difficult.

If it is assumed that the object in the hand was a conch, the
description of the deity tallies with that of Gandhatara described
above. The bronze appears to have borne a coat of paint (probably
red) of which there are only traces. Perhaps the image was placed
in a shrine of Vajratara together with other deities constituting
the mandala but these other images might have got dispersed in
course of time.

The sculpture appears to bear characteristics of a later stage of
workmanship. The fingers of the left hand holding part of the waist
band, the highly elaborate costume and ornaments and the unequal
proportions of the body (i.e. the toes and the waist) do not show
skilled workmanship and suggest a late date such as the latter half
of the 10th century. The figure thus appears to be a relic belonging
to a decadent tradition of plastic art.

(IV)

Vajrapani—Buduruvegala

Flanking the colossal Buddha at Buduruvegala are the two
Bodhisattvas, Avalokitesvara and Vajrapani.? The latter stands to
the left of the Buddha image and is himself attended by two other
Bodhisattvas, i.e. one on each side. As Avalokitesvara is normally
shown flanking the Buddha with Maitreya Bodhisattva, one may
be tempted to regard this sculpture as a representation of the
latter. It will however be noticed that the stupa which is the
distinguishing mark of this Bodhisattva, is not shown in the jata-
makuta of this image. Hence it is likely that it is a representation of
a Bodhisattva other than Maitreya.

1. See below Plate No. 26
2. See below Fig. No. 27.
See also S. Paranavitane, Ceplon and Malaysia, p. 198
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The deity stands, eyes half closed and attended by a Bodhisattva
on either side of him. His hands exhibit a mudra which is open to
conjecture. According to Gopinatha Rao, this is the kataka-hasta-
mudra.! There are many variations of this pose but generally it is
the attitude in which the tips of the fingers lightly touch the thumb
to form a ring to hold a flower. D. R. Thaper has illustrated this
attitude by giving a drawing of it and has added that it is seen
in the images of female deities holding fresh flowers for daily
worship.?

The Bodhisattva wears a makuta or head-dress. "[he upper
part of his body is bare but round the waist are bands from which
a girdle hangs down. There is some austerity in the face as befitting

a Bodhisattva and a future Buddha. Compared with the Buddha
image, the sculptor has shown better skill in modelling the figure.

Since the deity does not hold an attribute in his hands, his
identification is confronted with difficulties. The only clue with
which identification can be made with some measure of satisfaction
is the vi§va-vajra (double thunderbolt) held in the right hand of
the attendant deity standing to the right.

Vajrapani is one of the eight principal Bodhisatvas enumerated
in the Sadhanamald in sadhana No. 18 for Lokanatha. According
to this text, Vajrapani is of white colour, carries the vgjra in one
hand and displays the abhaya-mudrd in the other. In the sculpture at
Buduruvagala, abhaya-mudra is replaced by kataka-hasta, but the
presence of the symbol vajra may be taken as sufficient evidence
for the identification of the sculpture as a representation of Vajra-
pani. Attendant deities of this Bodhisatva have not been named
by Bhattacarya or in any work known to the author—hence in the
present state of our knowledge, they remain unidentified.

Vajrapani—Boston Museum

A copper image of Vajrapani from Ceylon in the Coomaraswamy
collection in the Boston Museum (height 11.1 cm.—4-3/4 inches)
has been illustrated and discussed by Coomaraswamy and dated
by him in the gth century.? (In the plate reproduced in the Memoirs
of the Colombo Museum, the left hand holds the vgjra, while that in
the& History of Indian and Indonesian Art shows it in the right hand,
obviously because the photograph has been printed from the
different faces of the negative).

1..BEHI,p. 16,
9. LLB.. hg."9,,p. 29,
3. B.C.M., fig. 185; H.I.I.A., fig. 299; ¥.R.A.S., Apr. 1909, Plate I, figs. 3 and 5.
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Compared with other Mahayana bronzes, the treatment of the
face is coarse. The head-dress, the ringlets and the jewellery are
finely executed. Coomaraswamy says that, in this instance, the
attempt of the artist has been to model the physical ideal of the
Indian hero. The ear-ring on the left ear is similar! to that of Avalo-
kitesvara but the right ear has merely a roll of palm leaf making
the opening circular. The padmasana on which the deity is seated
is placed on a base or pediment similar to that of the Buddha and
Avalokitesvara referred to above.?

The deity sits up, chest forward, in the attitude known as maha-
rajalila. The right leg hangs down from the padmasana on which is
placed the left. The left elbow is held at an angle as in the early
Kusana images and rests on the left thigh while the right holds
a thunderbolt, the symbol of Vajrapani (said to represent the
ultimate reality, Siinya). A similar figure of Vajrapani from
Nalanda has been reproduced by Bhattacarya; except for minor
details, it could be compared with our image.®

Vajrapani is a Bodhisattva blue in colour. He is the spiritual
son of the Dhyani Buddha Aksobhya who is the progenitor of the
vajra family. His spiritual mother is Mamaki.? In the plates repro-
duced by Bhattacarya, Vajrapani either stands or sits and carries
a vajra in one of his hands.” According to the sadkanas this Bodhi-
sattva is white in colour, carries the thunderbolt in one hand and
displays the abhaya mudra in the other.® He is regarded as one
of the eight principal Bodhisattvas although the Nispannayogavali
omits his name from its three lists.” He has also been given a place
in the Lokanatha-Mandala as a companion of Lokanatha, which is
one aspect of Avalokitesvara.® Our image may be taken as a
representation of Vajrapani without question since his well known
symbol the vajra is shown. The exact find spot is not known,
Coomaraswamy listing it as merely one coming from Ceylon.
His date, the gth century, may be accepted on grounds of style.

Vajrasattva

A seated metal image of Vajrasattva (height 6-1/4 inches) has
been found at Medirigiriya and has been dated in the 5th century.?
It is now preserved in the Anuradhapura Museum (Cat. No. 1).
Vajrasattva has been regarded as the sixth Dhyani-Buddha and
belongs to the Vajrayana pantheon. Images of Vajrasattva have
been found in the village called Vajrayogini in the region named

1. B.C.M., fig. 176 6, Sdh., p. 49.

2. ibid. figs. 176 and 177. 7. LBFE, p. 98

3. I.B.L, fig. 27 8. ibid. p. 130

4, I.B.L, p. 53 9. B.IC., Plate XXVII

5. ibid. figs. 25, 26, 27. See also our Plate No. 6.



Pargana Vikrampur (East Bengal).! Some images of Vajrasattva
are preserved in the Sarnath Museum.? Vajrasattva has been
described as being a regular development of the Bodhisattva
Vajrapani emanating from the Dhyani Buddha Aksobhya. The
conception of Vajradhara and Vajrasattva is sometimes involved.®
As the sixth Dhyani Buddha, Vajrasattva is regarded as the priest
of the five Dhyani Buddhas.

He holds the vajra and the ghanta representing $unya and prajiia,
respectively. He is an embodiment of the five skandhas collectively
and is a later addition to the pantheon of the Northern Buddhists.*
His colour is said to be white and he is regarded by the Buddhists
of Nepal as the priest of the five Dhyani Buddhas. (Separate
shrines are dedicated to him where his worship is performed in
secret, those not initiated into the mysteries not being admitted).
He is decked in ornaments, is richly dressed and wears a crown
in contrast to the other Dhyani Buddhas who wear the éricivara.
All Dhyani Buddhas normally sit in the meditative pose but
Vajrasattva carries a vajra and a ghanta. The Advayavajrasangraha
gives him a second name called Dharmmadhitu.® He is sometimes
represented with his $akti and when alone he may be exhibited in
public. His consort or $akti is called Vajrasattvatmika. Vajrasattva
and his consort claim Ghantapani as their Bodhisattva.® It has
been said that as his colour is white his spiritual sire is Vairocana
of white colour. Though his position among the Dhyani Buddhas
is anomalous, he is widely represented in Tibet and China.”

The figure from Medirigiriya holds the wviSvavajra (double
thunderbolt) in the right hand but displays no bell. The left hand
is placed on the lap with the palms open. The representation is
that of a Buddha seated cross legged (vajraparyanka) with the
soles of the feet turned upwards. His ornaments are numerous—
especially noteworthy are those around the neck and waist and
above the waist. Armlets, and also bands around the wrist, are
shown. The head-dress is arranged in five stages of tiers and is
conical in shape. The double thunderbolt is held in the middle
with its lower part touching the knee cap. Ear-rings are worn but
these are sufficiently heavy that they are shown as resting on the
shoulders. The eyes are open but bent more towards the ground
as if looking down from high. The indication of a broad smile on
the face suggests that the Dhyani Buddha is in a benign mood.
The upper part of the body seems bare except for the ornaments
but the lower part below the waist is draped in an attire of which
only faint indications are noticeable.

1. I.B.I., pp. 16-17. 5. LB, pi#lo
2. ibid. p. 38. 6. ibid. p. 76.
3. ibid., p. 43. Z- 1bid. p. /5.
4. ibid., p. 48.
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According to Bhattacarya, there is no special mudra in which
he is depicted.! It will be noticed that the open left palm on the lap
suggests that he is 2 Dhyani Buddha. In some images from Nepal,
he is shown in close embrace with his consort Vajrasattvatmika.®
To the best of the author’s knowledge, the figure from Medirigiriya
is the only image of this Dhyani Buddha so far found in Ceylon.

Manjusri

A standing bronze statuette of Manjusri Bodhisattva (height
2 inches) was found at Elahera (Matale district) and 1s now pre-
served in the Anuradhapura Museum (Cat. No. G44).2 It is of
small proportions and the details are not very clear. Images of
this deity are not rare in India but only a few has been found in
Ceylon.

Manjusri is fairly early as a Mahayanist deity and is mentioned
in the smaller recension of the Sukhavati-vyaha (translated into
Chinese between 384-417). The first mention 1s in the Arya-
maijusrimialakalpa and the next in the Guyha-samaja-tantra
(300 A.C.). Fa-Hsien (394—414), Hsuan Tsang (629-645), I-Tsing
(671-695) and Santideva (695-730) mention him in their works.
There are images of the deity in the Sarnath Museum. It is said
in the Svayambhia-Purana that Adibuddha first manifested himself
in Nepal in the form of a flame of fire and Manjusri erected a
temple over it in order to preserve the flame. The temple is known
as Svayambhii-Caitya. The place assigned to this deity in the
Mahayana pantheon is of the utmost importance, since he has
‘been regarded as one of the greatest of the Bodhisattvas.

Being a popular deity, Manjusri was worshipped by the Maha-
yanists in various forms and ways. In the sadhanas he is sometimes
an offspring of Amitabha, and at times of Aksobhya. Forty-one
sadhanas describe the various aspects of the deity and stress has
been laid on mantras. Bhattacarya has comprehensively mar-
shalled all the available evidence pertaining to the Bodhisattva.
It is our purpose to find out the nature of his influence on the
iconography of Sinhalese Buddhism.

The figure from Elahera, Matale, shows Manjusri in his simplest
form with the sword raised in the right hand, the left hand resting
on the waist with the arm bent at the elbow. He wears a conigal
head-dress. The drapery below the waist shows elaborate flounces
at the sides as in the sculpture of Avalokitesvara (Kustarajagala)
at Weligama. The upper part of the body appears to be bare.
Ornaments, though indistinct now, seem to have been worn.

L. LB.1 . p. 75, 3. Kala Sangarava published by the Arts

2. ibid. figs. 43, 44. Council of Ceylon, No. 20, 1965
September, Fig. No. 2.
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The point of the sword is placed so as to touch the head-dress.
In his simplest form Manjusri carries the sword in his right hand
and the Prajiiaparamita manuscript in his left. Our image does
not show the manuscript but the other symbol, the sword, is
sufficient proof to identify it as a representation of Manjustri.
With regard to date, it has been suggested that it could be of
as early workmanship as the 4th or 5th century.

We have already noticed that the deity finds mention in Indian
literature about the year 300. Mahayanism was known in Ceylon
about this time but it did not wield such a great influence as in the
last three centuries of the Anuradhapura period. Several images
of the deity have been found in India and have been illustrated by
Bhattacarya.! It is remarkable that many of these figures are
shown as seated. It is not possible to identify our figure with any -
of the known aspects of Manjusri such as Manjuvajra, Manju-
ghosa, Dharmmadhatuvagisvara, and so forth. The figure may be
regarded as one of the simplest representations of this important
Mahayanist deity and therefore belonging to a period before the
iconographic type was elaborated into sub-divisions.

EN
Cunda .

In the Nevill collection is a bronze seated image of a female
divinity from Ceylon and assigned by Coomaraswamy to the
g-1oth centuries.? The deity is four-armed, with rosary, bowl and
lotus and also nectar vessel or stupa in the head-dress. Coomara-
swamy has identified the figure as being a representation of Cunda,
the spiritual daughter of the Dhyani Buddha Vairocana.

The first mention of the deity is in Maiijusrimilakalpa (dated
200). Santideva (695-730) in his Siksasamuccaya mentions this
deity. She is probably the embodiment of the Buddhist Dhéarini
called Cundadharini to which a reference is made by Santideva.?
There are three sadhanas describing the deity in one form only.
She is four-armed, one-faced and of white complexion. She displays
the varada mudra in the right hand and holds a book on a lotus
inn the left. Two other hands hold the bowl. She is decked in all
ornaments.? An image of Cunda answering to this description is at
present in the Freer Gallery of Art (Washington).? Cunda 1s a
Dhirini deity of whose origin very little is known.

% LB.1, figs. 74-95. d.amd. p.-221 & Sdh., p. 271.
2. B.CM., fig. 178 hoad., 'p. 221. & fig. 161.
3, I. B. L p. 220 and NSP. p. 57.
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Just as with the scripture Prajiiaparamita, so Cundidharini was
deified and given a physical form which we now notice scattered
about the world in a few museums. The Tantric texts give her
a number of arms, ranging from two to twenty six. In the Prajfia-
paramitd manuscript (No. Add 1643) at the Cambridge University
Library there is a painting of the sixteen-armed goddess with a label
in old Newari characters; this enables one to identify her. Numerous
other images of Cunda are to be seen in the Indian Museums.

Our image is four-armed and holds a bowl on the lap with the
open palms of the two lower hands.! The attitude is that of dhyana-
mudrg. The upper right hand holds a rosary and the left an un-
bloomed lotus. She is seated on a padmasana and is bedecked with
jewellery and other ornaments. In the head-dress is a stupa or
a nectar vessel. The object in the upper left hand may be provi-
sionally identified as a lotus, but it could be a nectar vessel, chank
or a book such as the Prajiiaparamita scripture, too. The chank is
not mentioned as an object held by this deity even in her twenty-six
armed aspect although from a glance at the photograph one might
take it to be one. The goddess is open-eyed and fixes her gaze on
the beholder.

There is another image of Cunda in the Nevill collection in
which the two lower hands hold a book and a bowl in the right
and left, respectively.? The upper rightarm displays a mudra which
is not readily recognisable. The thumb and the last two fingers
are shown as holding some object while the two remaining fingers
are open. The object referred to is round and could be a fruit—
possibly the citron (bijapiram) referred to in the Nispannayogavali
as held by the deity in her twenty-six armed form. The upper
left arm holds a chank-like object which could be the lotus, another
distinguishing feature of the goddess. In this and the earlier example
the lotus (if indeed it is) is in the unbloomed form. She wears a
head-dress which contains the figure of Dhyani Buddha Vairocana.

The dsana is paryanka (cross-legged with the soles of the feet
open) in both instances. The upward tilt of the nipples of the
breasts is most remarkable and may be compared with those of
Tara noted above. Heavily bedecked with jewellery, the deity
sits with eyes half closed and bent towards the ground. As remarked
by Coomaraswamy this figure is decidedly superior in execution
to that first described. It is rather unfortunate that nothing "is
known of the provenance and original association of both the
images. The date assigned by him, on grounds of style, is the gth
century but since he is not very happy for he adds that they could
be of a somewhat later date.

1. B.C.M., fig. 178.
9. B.C.M., fig. 179; 7.R.A.S., Apr. 1909, Plate III, fig. 1.
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Cunda—British Museum (unpublished)

In the Nevill collection there is a third bronze (Regd. No.
1898-7-2. No. 131) of Cunda, 4-5/8 inches high, four-armed and
seated.! It has not yet been published in any work known to the
author who was kindly furnished with a photograph by the autho-
rities of the British Museum. It is similar to Fig. 179 published
in the Memoirs of the Colombo Museum but the attributes in the first
pair of hands are in reverse positions. The alms bowl is held on the
lap by the right hand and the book by the left. As in Fig. 179
(B.C.M.), a socket in the head-dress contains the figure of Dhyani
Buddha Vairocana. Of the three bronzes of Cunda, this example
appears to be the best modelled. In facial expression, it may be
compared with that of Tara from New Town, Anuradhapura.
In view of these and other similarities, it appears to be of a date
earlier to the two already published bronzes. The period 8-gth
centuries may be suggested as its date.

(VD)
Jambhala (Kuvera)

A copper seated image of Jambhala (Kuvera) from Ceylon,
now in the Boston Museum has been illustrated and described by
Coomaraswamy.2 It is 3-1/8 inches (7.8cm.) in height and has been
assigned to the 8th century. The right hand holds a citron and in
the left is a mongoose (nakula) vomiting coins which fall into a pot.
Under the right foot is an overturned pot with more coins.

Before proceeding with iconographic and other details, it is
necessary to deal with the history and antiquity of this important
deity.? In Buddhism as well as Hinduism, Kuvera or Vaisravana
(Pali: Vessavana) is one of the Dikpalas (Guardians of the Quarters)
or Lokapalas (Protectors of the World). He is regarded as the
protector of the northern quarter and as the ruler of demi-gods
(named yaksas) who are said to be the guardians of treasures.
In the course of time Kuvera appears as the God of Riches and
Giver of Wealth.

He is represented at Bharhut, one of the earliest Buddhist monu-
ments and his images are known to the Graeco-Buddhist art of
.Gandhara,? and have been found in lands where Buddhism pene-
trated. At the time of the colonisation of Ceylon by a north Indian

1. See below Plate No. 29

2. B.C.M., figs. 182, 183; ¥ R.A.S., Apr. 1909, Plate 1, fig. 4; F.A.LC., fig. 196;
H.ILLA., fig. 298; A.CILC., fig. 29. Also see below, Plate No. 30.

3. S. Paranavitana, ‘“ Sigiri, Abode of a God-King”’, 7.R.A4.S. (C.B.), New
Series, Vol. L.

4. A.G.B.G., Tome I, pp. 192
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people, it appears that the cult of Kuvera was prevalent in India.
It may be assumed that he was a popular deity among the mer-
cantile classes of India. Among them there were many converts
to early Buddhism, and the class played a leading role in the pro-
pagation of Buddhism in India and abroad. The prominence of
Kuvera, as an honoured deity among Buddhist communities,
may thus be explained.

In the Mahayanist Sanskrit text, Mahamayuri, Kuvera is
referred to as Dhanesvara and as the Lord of Wealth among the
Simhalas.! ¢ Pot-belly’ (Kalasodara) was the name of a yaksa
(most likely Kuvera) who was honoured in Ceylon.> His half-
brother Vibhisana was worshipped in Ceylon and a shrine of that
deity exists even at the present day at Kelaniya (Western Province)
as well as at Lankatilaka-vihara (Central”Province). The Sanskrit
text referred to above alludes to the cult of Kuvera as existing in
this island in ancient times. The Mahavamsa says that the banyan
tree shrine of Vaisravana (Kuvera) was established for his worship
at Anuradhapura by King Pankukabhaya (437-367 B.C.)?
A bas-relief representation of this deity may be noticed on a stele
at the Dakkhina-Thupa, Anuradhapura. The memory of him is
still prevalent in Ceylon when demonolatry is resorted to, the
average Sinhalese villager referring to him as Vesamuni-raja.

Eight lords of yaksas are described briefly in the Dharmma-
dhatuvagisvara-mandala of the Nispannayogavali. The greatest
among the yaksas is said to be Kubera (Kuvera). According to
Hindu mythology, he lives with yaksa hordes in the city Alakapuri
in the north adjacent to Mount Kailasa in the Himalayan region.
The Nispannayogavali says that the yaksa kings hold the byjapura
(citron) and the nakula (mongoose) in the right and left hands
respectively.*

Jambhala is the Buddhist god of wealth. He is of the yaksa group
and his attributes are the citron and the mongoose. These yaksas
are a semi-mythical class of beings who are supposed to preside
over wealth and shower riches on mankind when invoked. Except
Jambhala, these yaksas are rarely represented.

According to the Nispannapogavali the colour of Kubera is
yellow; he is two-armed. He is said to be residing in the north
and has a man as his vehicle. This text says that he holds in his
two hands the gada (mace) and the goad.’

. F.4s. (1915), p. 40.
. %.R.AS. (C.B.), Vol. 31, p. 302; UH.C., Vol. I, Pt. 1, pp. 296-7.
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Jambhala is again described as an emanation from the Dhyani
Buddha Ratnasambhava. There was a division of opinion among
the Northern Buddhists as to the sire of Jambhala, the followers
of the Aksobhaya cult holding him as originating from Aksobhya.
Ratnasambhava means jewel-born’ and it is very likely that
the sire of Jambhala was Ratnasambhava. Vasudhara is said to
be the consort of Jambhala and both were known before the
Dhyani Buddhas.

The god of wealth must have been assigned to Ratnasambhava
at a late period. According to the Sadhanamald, Jambhala could
emanate either from Aksobhya or from Ratnasambhava. In the
former aspect he is three-faced, six-armed and shown with his
consort.? In his aspect as an emanation from Ratnasambhava, he
carries the mongoose in his right hand and the citron in the left.?
When single, Jambhala is of golden complexion and carries the
mongoose in the left hand and the citron in the right.* This is
exactly the position in the bronze from Ceylon in the Coomara-
swamy collection in the Boston Museum.

Several images of the deity have been found in India and have
been illustrated by Bhattacarya.® One of the finest products from
the medieval art of Bengal is reproduced as Fig. 177 in Bhatta-
carya’s work. It is from Vikrampur (Eastern Bengal) and shows the
pot-bellied deity in the lakia attitude.

In the Boston Museum example from Ceylon there is a frank
realism, which is its principal artistic interest. In this instance,
a fat trader who is awaiting his customers is represented, this
deity being worshipped by the Buddhists for material benefit.
Compared with -the head-dress of Avalokitesvara the present
figure shows a similarity of arrangement.® On grounds of style,
therefore, Coomaraswamy assigned the 6th or 7th century as the
most probable date. He was, however, prepared to concede 8th
century as the lowest age limit in view of its resemblance to ¢ Simha-
ladvipe Jambalah ’ of miniature 18 in the Cambridge Ms.-1643."
From the vessel which is overturned by the right foot issues a hoard
of coins represented by a ribbon-like band. It may at first be
suggested that the ribbons represent snakes but, as Coomaraswamy
has rightly pointed out, the artist who was a skilled craftsman
could certainly have made his snakes more convincing if the
intention was such. In some examples of Jambhala from other
countries, the attributes of the deity vary. Either a purse or a

1. LB.L,p. 237 5. ibid. figs. 176-178.

2. ibid. p.178. 6. 7.R.A.S. (Apr. 1909)

3. ibid. p.237. Plate 1, fig. 1 & B.C.M., fig. 172.
4, ibid., p. 238. 7. B.G.M.; p. 8
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mongoose or both are sometimes shown. The original idea seems
to have been the purse from which riches are poured out. As
suggested by Foucher the mongoose is probably a later develop-
ment of the purse symbol.! -

Jambhala—Osmund de Silva Collection

A similar bronze from the Osmund de Silva collection shows
Jambhala in the lalita attitude on a padmisana. There is a plaster
cast of this image at the Anuradhapura Museum and it shows the
similar attributes.? The head-dress is smaller when compared
with the former but generally the resemblance between the two
are great. It may be of the same age as the Boston Museum
example—the lowest age limit being the 8th century.

Kuvera—Nalanda Gedige

Another example of this deity is noticeable on the tympanum
of the gedigé at Nalanda ® In the centre of it sits a deity who has
been identified as Kuvera (Vaisravana) by H. C. P. Bell. His
right foot rests on the cornice of the third storey below. The left is
crossed in front on a cushion. His right hand with open palm is
held in front of his belly. The left hand which holds an attribute
rests on his leg. It may be surmised that the attribute is a purse.
The upavita is shown across his chest and stomach, so, too, armlets
and a necklace. Above the head is an umbrella (chatra).

On either side of the deity is a bracket pilaster, above each of
which is a flying vidyadhara. ‘The right hand of the deity is depicted
in varada mudra. The citron and the mongoose are absent in this
instance but the purse is shown. H. C. P. Bell assumed that it could
be a closed fan but was doubtful about his identification. From the
study of similar examples noticed above it will be seen that an
attribute answering to such a description has to be a purse.

The facial expression is austere and the limbs of the body are
elongated. These are characteristic features noticeable in sculp-
tures executed under the patronage of the Pallavas. We suggest
the 8th century as the most likely date of the construction of the
Nalanda-gedige. In respect of certain architectural details also
the influence of the Pallava school of art and architecture is
noticeable here.

As Mahayana Buddhism was affected by the absorption of
Tantric practices, several Hindu gods and goddesses were given
independent forms as Buddhist deities. They were also given

1. 7.LA.IL No. 63, (July 1898).
9. A.S.C.A.R., 1960/61, p. G 40 and see below. Plate No. 31.
3. A.5.C.A.R., 1910/11, pp. 42/50.
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sometimes despised roles to be tiodden upon by angry Buddhist
gods. The Nispannayogavali, and especially the Dharmmadhatu-
vigiévara-mandala, shows how this process of absorption has taken
place by assigning them to a Dhyani Buddha family. Unless the
religious practices performed at Nalanda-gedige were of a Tantric

character, the presence of some erotic sculptures cannot otherwise
be explained.

( 'VII )
Erotic Sculpture

H. C. P. Bell refers to two sculptured panels at Nalanda-gedige
(one on a pillar, the other on the stereobate), of which, he says,
propter bonos mores the less said the better." Of these two panels, the
one on the stereobate is still seen but the other has eluded the

author, in spite of a search. It is probably on one of the pillars
which has fallen face down.

The panel on the stereobate (10.4 inches x 7.5 inches) is an erotic
sculpture and contains a scene where human beings are shown in
physical union. It may be sufficient to compare it with the
figures on the jagamohan at Konarak, Orissa (13th cent.).* A similar
scene occurs also at the Kandariya temple at Khajuraho (11th cent.),
occurring as a detail in a frieze.?

The Indian examples are later in date. The Nalanda example,
on grounds of style, may be dated in the 8th cent. The sculpture
on the stereobate establishes the Tantric character of the shrine.
Dharani-stones from Abhayagiriya area (Ch. 4) contain the words
‘““rati piija pravarttaya hirm ” and “ guhya pija pravarttaya
hiih >’. Epigraphical and sculptural evidence thus furnished points
to the existence of the worst forms of Tantric Buddhist practices
in Ceylon about the 8th century. ““ Rati-piija ” in the inscriptions
is sculptured in stone at Nalanda-gedige.

( VIII )
Ubhayavarahanana

In the Colombo Museum there is preserved a sculptured stone
slab (Cat. No. 24-57-61-12) 2 feet 10 inches in height and about
1 foot 7 ins. in width.* Although it is partly mutilated and badly
weathered the outlines of the sculptures are still sufficiently pre-
served to show that there is a representation of a standing figure
inclined to the left and with both arms akimbo. The left elbow
touches a club placed slanting against the left leg. The figure is

1. A.8.C.A.R., 1910/11, pp. 42-50. 3. .E.8.L; p 4.
2. E.S.1., p. 60, Panel No. 1 4, See below Plate No. 33
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one-faced but on either side of the head are two boar faces with
snouts distinctly visible. Although the breasts are not evident,
Judging from the ear-rings and the head-dress, the figure appears
to be that of a female.

The consort of Dhyani Buddha Vairocana is Marici who is
always represented standing in the alidha attitude. Sixteen sadhanas
in the Sadhanamala describe six distinct forms of Marici. Accord-
ingly she could have six faces and twelve arms at the most. She
could be easily recognised too because of her particular animal
face. Sculptures answering to this description have been commonly
found in India and elsewhere.! Six forms of her are referred to,
and one is that of Ubhayavarahanana whose distinctive mark is
the double animal faces.?

Our sculpture does not tally with all the characteristics attributed
in the sddhanas and is thus unlike the case of the majority of
Mahayanist sculptures from Ceylon. It appears that Marici was
known in Ceylon. In two Mahayanist paintings in a Nepalese
manuscript (now in Cambridge and to be referred to) there
are two representations of Avalokitesvara attended on either side
by two females, one of whom has been assumed by A. Foucher
to be Marici. Inscriptions on the paintings refer to these deities as
Simhaladvipé (of Simhaladvipa, i.e. Ceylon).

Since our sculpture does not tally completely with the details
given in the sadhanas, it is assumed by us to be a representation of
Marici—an earlier form of Ubhayavarahanana. Little is known
of the date and provenance except that it is said to have been
found in Anuradhapura. On grounds of style the sculpture may
be assigned to the early r1th century at the latest.

Vasudhara

In the Nevill collection there is a unique sculpture of a standing
bronze figure of a double-faced female deity (Reg. No. 1898-7-2,
No. 121), 13-3/4 inches high.? It is of a female in her adolescence
who holds with her right hand a citron placed on a staff. Her left
hand hangs down holding a basket on which rests a bird. She
stands on a lotus pedestal with the left leg firmly placed on it, the
right remaining at ease. The drapery extends from the waist down
to the knee cap. The rest of the body is bare except for the head-
dress and the heavy jewellery.

The sculpture has been referred to by the British Museum
authorities as a Mahayanist bronze. It has not been published in
any work known to the author who studied it from a photograph.
Since nothing is known of the history the identification was by

1. .LB.L, p. 208. 2. ibid. p. 212. 3. See below Plate No. 32.
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no means easy. Inhis Buddhist Iconography Bhattacarya does not
mention a double-faced, two-armed female deity answering to
this description and no other example is known to exist. Hence
the identification is conjectural.

The attribute held in the right hand, we assume to be a citron.
This suggests the association of the deity with Jambhala. Relying
on this, the figure would represent Vasudhara, the consort of
Jambhala. The description in the Sadhanamala 1s that she is
one-faced, but here a double face is shown. Perhaps Vasudhara
had several other aspects not specifically mentioned in the Sadhana-
mal@, which is a composition of a later date.

Vasudhara is said to carry in her left hand ears of corn on
a vessel showering gems.! In this figure there is a basket shown in
the left hand, on which rests a bird—either a parrot or a pigeon,
birds associated with ears of corn. The Sadhanamala describes the
deity as being of yellow complexion, in the prime of youth and
decked in all sorts of ornaments and garments. We do not know
the original complexion. The breasts are those of a maiden. She is
decked in ornaments and jewellery and above her waist the body
is bare. None of the sadhanas mentions the dsana so that she
may be represented in any attitude.

Bhattacarya illustrates a Nepalese drawing of the deity standing,?
but it does not conform to the sadhanas. The sculptured examples
from Nepal and Baroda depict the deity as six-armed and seated
in lalita attitude. These too do not accord with the directions in
the sadhanas which refer to the goddess as two-armed. Bhattacarya
also says that images of Vasudhara are not generally met with
in sculpture.

In the absence of any specific data our image has to be dated
on grounds of style. Taking into consideration also the skill in
modelling, we would assign the 8th century.

)
Vijayarama Bas-Reliefs

The most important sculptures in bas-relief in the Vijayarama
monastery are in the so called ‘ Hall ’.> Numbering 12, these have
been described by H. C. P. Bell as carvings in a series of *“ cameos .
The numbering is in the series A to L, beginning from the South
(front wall: A, B), then west wall (C, D, E, F), and north (back
wall: G, H) and finally east wall (I, J, K, L).

1. LB.L, p. 245, 3. A.8.C. 6th Progress Report, S.P. XII
2. ibid. p. 290. of 1896, Plates I to X.
See also below, Plate No. 34.



74

The carvings are in sunk relief within arched niches.: Each
cameo consists of at least one main figure carved within. Above
the niches are makara toranas in relief. These vary in detail but
generally conform to one uniform pattern. Each torana consists
of two makara heads carrying a dwarf rider whose feet rest on the
pilasters. The leafy tails of the makaras are artistic. Pairs of animals,

such as deer and lions, as well as human figures issue from the
mouths.

A single figure has been carved in eight cameos and the remaining
four (D, I, K, L) have two figures in each. In those carvings which
are numbered B, C, E, F, G, H, J there is a representation of a
single standing figure of the dvarapala (janitor) type as seen on the
guardstones flanking the steps giving admission to shrines at
Anuradhapura. In the opinion of Bell these are anthropomorphic
nagas. Some of the figures have a five-hooded snake nimbus behind
their heads. All the figures conform to one general type with regard
to the pose of the body. The right hand rests on the hip and the
left holds a lotus stalk across the left shoulder. Above the waist
the body is bare of clothing but below the navel there is a garment
extending up to the ankles. The upavita, heavy ear-rings, necklace,
armlets, bracelets and a high jat@-makuta are to be noticed.
The figure in cameo A may also be classed with this group but
for the absence of the cobra hood behind the head and the lotus
stalk in the hand.

Bell classed these figures as naga-dvarapalas. But they are not
placed in the same position as of a janitor. The arched niche in
which the deity is placed suggests that the person installed within
its frame is no mean personage but one of importance. These
bas-reliefs are within panels on the plinth of the building named
as the ‘ Hall ’ in the Vijayarama monastery. Thus, it is likely that
they are representations of Bodhisattvas.

In carvings numbered B, C, E, F, G, H, J there is a single standing
figure in each niche and these have been described. It may at
first be assumed that these are representations of Avalokitesvara
because of the lotus stalk held in one of the hands, but there are
other Bodhisattvas who have the same symbol. Mahayanist deities
with their hands placed on the hip are also numerous. We propose
to examine whether there is any deity who satisfactorily answers
to this description.

The Bodhisattva Amoghadarsin, who is yellow in colour, is
described as holding the lotus with its central core in the right
hand and having the clenched left resting on the hip. In these
instances the clenched right rests on the hip.! Such instances of

1. IB.L, p. 97.
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reversed position of hands are not unknown in Mahayanist sculp-
tures, i.e. unpublished bronze figure of Cunda (British museum). .
The name of Bodhisattva Amoghadarsin appears in the third list of
Bodhisattvas headed by Maitreya in the Nispannayogavalr. There
is only one description of him and that too is briefly worded. In -
the Vajradhatumandala of this text, it is said that his spiritual
sire is the Dhyani Buddha Aksobhya of blue colour.! Emanations
from the latter are generally awe-inspiring. The snake nimbus
behind the head of each figure may thus be explained. In the
absence of any other evidence for a different viewpoint, it may be
suggested that these seven figures are representations of Bodhi-
sattva Amoghadarsin.

The figure in cameo A is similar to the others mentioned above
but for the absence of the cobra hood behind and the flower stalk
in the hand. The right hand is placed on the lap and the left shows
a clenched fist. It is likely that he is also a Bodhisattva whose
identity is now obscure.

The double figured carving in cameo K is much worn out,
only the outlines being visible. It appears that there are two figures
facing each other. The left arm is on the hip and the right is raised
high and one knee of either is advanced. It is unfortunate that
there is hardly any clue to identify them.

Carving L consists of a male and a female figure. The male is
four armed. The two upper arms are raised with the fore-arm bent
towards the head. The lower right hand depicts the varada mudra
and the lower left encircles the neck of the female. The latter
appears terrified and has her hands clasped across her breast.
The attitude of the male suggests excitement. In the left bottom
corner is a dwarf with uplifted hands. The deity does not hold any
attribute in his hands. The attitude of beneficence (varada mudra)
depicted by one of the hands gives a clue to the identification. The
dwarf below has his hands uplifted evidently to receive the ambrosia
which flows from the fingers of the deity. It appears that the
Khasarpana aspect of Avalokitesvara described in the sadhanas
agrees with the details noticeable in this figure. The sadhana says
“He is an expert in distributing the stream of nectar which flows
from his hand and Sucimukha who stands below with an uplifted
face, a protruding belly and very pale in appearance receives the
same ”.2 Thus it appears reasonable to identify the figure as a
representation of Avalokitesvara (in his aspect as Khasarpana)
and the female by his side with his consort Tara. Copper plaques
inscribed with invocations to Tara have been found within the
stupa at the site and the identification therefore seems justified.

1. IB.L, p. 9. 9. LB.L, p. 129.
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Carvings D, I, are in a better state of preservation. These form
the centre pieces on the side walls. In both the same two figures
as in carving L are represented. There is little or no change in the
attitude of the male. The female in I is taller and presents no
frightened appearance. Her right hand is by her side and the left
forearm thrown outwards at right angles to the body. There are
three dwarf figures placed at the feet of the deities and the one on
the right is a woman. The same dwarf figure with arm uplifted
1s shown in D. As in carving L, in both these instances, a hand of
the male is shown as encircling the neck of the female. This feature
may be taken as another clue for the identification of these deities
as Avalokitesvara and Tara for the reason that three sadhanas
describing the Halahala (aspect of Avalokitesvara) speak of the
male as having one of his left hands touching the breast of his
consort.! A somewhat similar attitudeis depicted in these carvings
and that may be taken as a reason to assume that these figures
referred to are representations of Avalokitesvara and Tara.

With regard to the identification of these double figures, Bell
has put forward the hypothesis that they could represent Siva or
Visnu and their respective consorts Parvati and Laksmi. The
absence of any apparent attribute in their hands has led to the
suggestion that the omission was deliberate, allowing the sectaries
of either deity to regard the carvings as representing their own
godhead. The worship of Siva or Visnu is essentially Hinduistic
and, as the cultural history of this island shows, was popularised
with the advent of the Colas in the early decades of the 11th
century. Vijayarama was devoted to the cult of Vajrayana and,
although some of the Hindu deities were absorbed into the pan-
theon in the course of time, the cult of the Bodhisattva remained
in the forefront. The plaques discovered at the stupa show un-
mistakable signs of Tantric worship in this monastery.. Hence
we are led to reject Bell’s suggestion.

(X)
Mahayanist Paintings

There are no known examples of Mahayanistic paintings existing
in Ceylon. But a study of the history of Mahayanism, as may be
gleaned from the chronicles, gives room to assume that paintings
were not unknown. As will be shown later, the Buddha Dipankara
was associated with Mahayanistic paintings in Nepal. There is
a reference in the Cilavamsa to a picture of Buddha Dipankara
or his city in a beautiful building which housed the Hair relic
of the Buddha.? The text of the Calavamsa (i.e. Dipankara

1. LB.L, p. 133.
2. Ch. 39, v. 51. Also ibid. p. 48 (ft. nt. 8) f.
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nathassalnagarassa patim@ya ghare vare) indicates that it was a picture
rather than an icon. Geiger translates the phrase as ‘a picture of
Dipankara’s city . The reference is to the reign of Moggallana I
(497-515 A.C.) in which the building referred to was erected and
a great sacrificial festival held in honour of the Hair relic. The
latter was brought to Ceylon from India by Silakala (Ambaherana-
salamevan) who in the course of time became king of Ceylon.
If the reference above made was to a painting, it is tempting to
recognise it as Mahayanist.

The Buddhists of northern India appear to have known about
Mahayanist images in Ceylon. In two Nepalese manuscripts
(written in Bengali script of the 1 1th century) now in Cambridge,
there are miniature paintings of Mahayanist deities with inscrip-
tions giving their names and titles. These have been utilised by
Foucher in his researches on Buddhist iconography.! Among
these are included the following from Ceylon:—

(i) Simhaladvipe Dipankara arisasthana (The Buddha Dipan-
kara of Ceylon). The Buddha is attended on the right by
Avalokitesvara of white colour, and on the left by Vajra-
pani of green colour holding the thunderbolt. Since these
two Bodhisattvas are painted, it may be safe to assume
the icon as Mahayanist. The Javanese Dipankara is said
to be attended by Avalokitesvara on the left and Manjusri
on the right.

(ii) Sirhhaladvipe Dipaikara Abhayahasta (Buddha Dipan-
kara of Ceylon with hand in the abhaya mudrd). To the
right of the Buddha are two high stupas and a palm tree.
To the left is Bodhisattva Vajrapani of green colour,
standing and legs crossed, holding the thunderbolt in the
right hand and a blue lotus in the left. The presence of this

~ Bodhisattva 1n the painting speaks of the Mahayanist
character of the icon.

(iii) Sirhhaladvipe Jambhalah (The god Jambhala, i.e. Kuvera
of Ceylon). The appearance of the deity is awe-inspiring.
He is of yellow colour and is seated in the Indian fashion
with the right leg hanging down. The right hand holds
a citron and also depicts the varada mudra. A mongoose
is held in the left hand. He is accompanied by two other
deities, on his right by one of yellow colour and on his
left by one of white colour. On the background is a moun-
tain and a forest.

(iv) Simhaladvipe Jambhala-Bhattaraka (Jambhala-Bhattaraka
or Kuvera from Ceylon). As in the former instance, appear-
ance of the deity is awe-inspiring. He is yellowish in colour

1. ES.L.ILB.I, pp. 189, 192, 193, 209, 211, 212.
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and is seated under a tree. The right leg is folded but the
left is at ease. The right hand which is extended towards
the chest holds a citron. The left hand is on the knee with
a mongoose on it. On the left side of the deity is a com-
panion of yellowish colour holding in his left hand an
object which appears like a purse.

(v) Sinhaladvipe arogyacila Lokeévarah (Lokesvara, i.e. Ava-
lokitesvara of the hospital in Ceylon). The Bodhisattva is
white in colour and is seated in the Indian fashion. The
right leg hangs down. The right hand depicts either abhaya
or vitarka mudra. With the left hand he holds a lotus on
the knee. The companions on either side of the deity are
females. One of them who is of green colour holds a blue
lotus. She is Tara. The other is of awe-inspiring appear-
ance, has rough hair and holds a club in her hands.
It may be conjectured that she is Marici.

(vi) Sinhaladvipe arogyacila Lokanithah (The Lokanatha,
1.e. Avalokitesvara of the hospital in Ceylon). The attitude
of the hands and legs is same as above. The deity is attended
by two females as before. One of them who holds the blue
lotus is Tara. The other is terrible looking and is red in
colour. It may be assumed that she is Marici.

These paintings are from northern India and as such have no
bearing on our study. Even so, they refer to these deities as belong-
ing to Ceylon. Therefore it may be assumed that they are repro-
ductions of Mahayanist icons from Ceylon, whose fame had spread
as far as northern India.

Since two Mahayanist paintings portray Buddha Dipankara
from Ceylon, it is logical to assume that the picture of this Buddha
painted in the reign of Moggallana I was also Mahayanist. The
Buddha’s association with Avalokitesvara and Vajrapani cannot
otherwise be explained. From the foregoing, one may conclude
that not only paintings, but even sculptures of this Buddha, flanked
by Bodhisattvas were also known in Ceylon.



CHAPTER 1V
EPIGRAPHICAL

THERE are a number of epigraphs in Ceylon containing Maha-
yanist ideas. There are also some documents which indirectly refer
to such doctrines. Many of these inscriptions are in the Sanskrit
language, the script either Sinhalese or Nagari. They first appear
about the period 7th century. More numerous are those assigned
to gth and roth centuries. A study of the history of the last two
centuries of the Anuradhapura kingdom will reveal that during
this period there was hardly any obstruction for the growth of
religious factions in the island. Some of the sovereigns of the land
were much in favour of these heretic doctrines and were in fact
patrons of such cults. After the fall of the Anuradhapura kingdom,
there are no Mahayanist records worthy of serious consideration
and the references to any Mahayanist beliefs are but incidental.

In this chapter it is proposed to classify the epigraphs into two
categories namely (a) Sinhalese and (b) Sanskrit. The latter, as we
shall later see, are the more numerous. Many of these are engraved
in Sinhalese characters of the Pallava Grantha type and some
in Nagari. They are interesting, since they show the extent to
which Mahayanist beliefs and practices influenced the religion
of Ci[he land. These inscriptions are thus listed in the chronological
order.

Sinhalese Inscriptions

1. Fragmentary slab from Jetavanarama ... circa 4the.
2. Buddhannehela Pillar inscription ... 10th c.
3. Puliyankulama slab inscriptions ... 10th c.
4. Bronze label in Colombo Museum 57 1oth c.
5. Sagama rock inscription ... 14th c.
6. Wegiriya rock inscription ... 15th c.
7. Pepiliyana, Asgiri-vihara, Lankatilaka and Gada-

ladeniya inscriptions 14-15th c.

Sanskrit Inscriptions

1. Kuccavely Rock inscription L. Cives, e,
2. Tiriyay rock inscription ... wth c.
3. Mihintale rock inscription— Trikayastava 7—-8th c.
4. Indikatusdya copper plaques 8—gth c.
5. Vijayarama copper plaques gth c.
6. Mihintale Katusjya—gold sheet ... gth c.
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7. Polonnaruva—Copper plaque—Pabalu-vehera 10th c.
8. Anuradhapura—Slab from Abhayagiriya ... gth c.
9. Anuradhapura—Copper plaque from Abhaya-

giriya ... 3 1oth c.
10. Mihintale—Rajagirilenakanda inscription ... gth c.
11. Anuradhapura copper plate now in Colombo

Museum gth c.
12. Clay votive tablets g—-1oth c.
13. Inscriptions on the Buddha images from Seru-

vila and Mahiyangana ... g-10th c.
14. Dharani-stones from Abhayagiriya gth c.

These epigraphs will be dealt with below in the above order one
by one with reference to their language and subject matter noting
down the incidental or direct references to Mahayanist doctrines,
beliefs and practices.

L)

Fragmentary Slab from Jetavanarama

The fragmentary slab inscription {rom Jetavanarama (now in
the Colombo Museum) was edited by Paranavitana in the Epigra-
phia eylanica.' It is important for our study from a historical
point of view and not so much as a document containing Maha-
yanist doctrines. The stone on which the inscription was engraved
1s not of a local variety and is assumed to have been imported
from the Andhra region. The script itself, compared with con-
temporary documents in Ceylon, shows signs of having been
influenced by the script of the Iksvaku kings of the Andhra country.
We propose to follow the importance of the inscription from the
angle of the historian.

The fragmentary information on the slab points to the time of
Mahasena (277-304 A.C.) in whose reign the Mahayanists asserted
themselves over the orthodox monks. The record supplies the
following information :- (a)the edict issuedin the first year of a king
(b) doctrines of certain monks were unsettled (c) five great resi-
dences (d) Vaitulyavada (e) committing the texts to writing
(f) persons of unruly conduct (g) exhortation to future kings to do
likewise (h) Abhayagiri maha-vihara.

It will be noticed that the reference is to a very dark chapter
in the history of Theravada Buddhism in Ceylon, when the accession
of Mahasena brought about evil days upon the orthodox monks
of the Maha-vihara. Sanghamitra, the champion of Mahayanism

1. E.L., Vol. IV, pp. 275-285.
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in Ceylon, obtained royal sanction for the persecution of the
Theravada and for some time it appeared as if the rivals of the
latter were victorious. The Mahavarmsa and the Nikdya Sanigraha
refer to the events and the facts detailed above fit in with the
statements in the chronicles.!

The five great residences (c) were the monastic establishments
of the Maha-vihara which resisted all heresies introduced to the
island from time to time. Since one part of the record is missing,
it is not possible to determine conclusively that it is the edict of
Mahasena proclaiming his religious policy but the data point to it.

Buddhannehela Pillar Inscription

A pillar inscription of the reign of Abha Salamevan (Udaya'1? —
go1-g12) from Buddhannehela has been edited and published by
D. M. de Z. Wickremasinghe.? The revered teacher Buddhamitra
has been described in the record as an anointed son of the revered
teacher Harsa (*“ Harseyen vahanse vélaiidu anantarayen mekun-
vahanse abhisekayen daru Buddhamittra acaryyayan vahanse ™).
This expression (‘son by sacred sprinkling *) has been understood
by Wickremasinghe as implying the prevalence of certain Brah-
manic (or Mahayanist) rites not acceptable to the Theravadins.

The Dictionary of Chinese Buddhist Terms (D.C.B.T.) informs us
that among the Chinese, abhiséka (a ceremonial sprinkling of the
head) is a mode employed in the investiture of certain high offi-
cials of Buddhism.? According to the Vinaya, the preceptor
(upajjhaya) should consider his pupil (sadhiviharika) as his son.*
There are formal acts performed in connection with the
initiation. These are prevalent in modern Buddhist temples and
the author is not aware whether such ceremonials are of local
origin. Admission to the lower order of a novice (samanéra) or to
the higher order of ordained monk (upasampada) is governed by
certain traditional rites observed in the Buddhist temples.”®

1. Mhy., ch. XXXVII Nks., pp. 15-18. 2. E.Z. Vol. 1, pp. 191-200.
3. p. 250. 4. Mahavagga 1, 25, 6.

5. E.R.E., article on abhiseka by F. W. Thomas & C.7.5.C. 1I, p. 45. One
such rite is the application of cow-dung on the body of the novice and there-
after bathing him in water. The purpose behind this practice, it is said, is to
cleanse him of the ‘ stink of a layman ’ (gihi-garida). It is not known to the
author whether such is the practice observed in all Buddhist temples but 1t
has been heard of in a number of places. It appears that there is some remote
connection with this practice and abhiseka of the Mahayanists. The ten
precepts to be observed by a novice are taught to him for the first time by
the senior monk, normally under an auspicious asterism. Such formalities
as are observed now are probably developments which have taken place in the
course of the evolution of the Buddhist church in response to'local needs.
Today, in the Buddhist temples of Ceylon, initiation ceremonies last for
a day or two. This is said to be the case among the Mahayanists also and the
rites (one of which is udaka-abhiseka) last for three days.

231-D
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The pillar inscription from Buddhannehela refers to such rites
as were current in the 1oth century. It will be noticed that the two
names Buddhamitra and Harsa occur in the record in Sanskrit
form, perhaps an indication of their Indian origin. The Advaya-
vajrasamgraha speaks of impregnation through water-pot, mysticism,
knowledge and again through true knowledge.! The water-pot
initiation includes initiation with a tiara, thunderbolt, dominion,
name and teacher. It describes also under the major heads initiation
into the secret of Bodhicitta and two sorts of Prajfiajiiana. It will
be seen that this text, which is a work of a Mahayanist writer,
gives an important place to initiation ceremonies. The ceremonial
connected with such rites as initiation referred to in our inscription
could not have been simple local developments, this being the period
when Buddhism in the mainland itself had undergone many
vicissitudes which wholly changed its old character. As Wickre-
masinghe and Paranavitana have both assumed, the allusion
to the initiation ceremony could refer to Mahayanist practices of
the 1oth century.

Puliyankulama Slab Inscriptions

The plan of the Puliyankulama monastery (ancient Pubbarama)
to the east of Anuradhapura, wasexcept for certain modifications
almost the same as that of the Vijayarama. The sculptures carved
on the walls of the Vijayarama Hall and the copper plaque inscrip-
tions discovered within the stupa have established beyond doubt
the Mahayanist character of Vijayarama. The ruins of Puliyan-
kulama monastery have brought to light no such carvings or
copper plaques. But two weathered slabs with inscriptions on
them and dated in the reign of Abha Salamevan, who may be
either Kassapa V (929-939) or Dappula V (940-952), have been
discovered.?

One of these registers a benefaction made (among other things)
for the daily supply of rice to a person who had to perform daily
something connected with the Dhammadhitu (Sinh. daham-daya).
Since the inscriptions are weathered, the text is incompletely
preserved. The other record also contains the word daham-daya
but the text has been found to be more fragmentary than the first.
The term “ Dhammadhitu ” has been taken to mean a scripture
of the Mahayanists (See ch. I, Section J 574

“ Dharmmadhatu ” is but another name of the sixth Dhyani-
Buddha Vajrasattva, one of whose images has been discovered in
Ceylon (see ch. 3).® According to the Chinese Buddhists, Vairocana
is the whole world, which is divided into garbha-dhatu (material)
and vagjra-dhatu (indestructible), the two together forming

1. Adjr., ch. 7. 2. C.7.8.C., I, pp. 45-46. 3. LB.L, p. 75

Digitized by Noolaham Foundation.
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dharmma-dhatu.! “Dharmma-dhatu” has again been explained
as the unifying spiritual reality regarded as the ground or cause
of all things, the Absolute from which all proceeds. Dharmmadhatu-
palace is the shrine of Vairocana in the garbha-dhatu. Dharmma-
dhitu-Buddha could mean the Dharmma-kiaya or the Universal
Buddha or the Buddha of a Buddha realm.?

On the above explanations the original viewpoint that
“ Dharmma-dhitu > could only mean a text has to be modified
to accommodate the new material. The Nikaya Samigraha refers
to a text but not the Dharmma-dhatu. On the other hand the
Citlavamsa does not specifically mention a text or a patima (image)
but an object of much honour which was first placed in the royal
palace and next in the Jetavana monastery. The Mahayanists
were in the habit of worshipping sacred texts, which (to them)
was as good as worshipping images. The Prajiiaparamita-siira
was an object of much honour, and an anthropomorphised image
(female deity) was found in Java. The Sinhalese Buddhists of today
also worship texts but usually where images are normally kept,
other objects of religious worship are also kept.

The definition of ¢ Dharmma-dhatu *’ given above has, however,
to be considered. It could mean a text or any other object of worship
as the Ciilavarisa refers to it. If it is to be assumed that Purnna the
merchant arrived in Ceylon from India with not only a text but
also an image of either Vajrasattva or Vairocana (the former more
likely since an image has already been discovered), the difficulty
is largely overcome.

However there is no doubt that Dharmmadhitu was an object
of much honour as may be understood from the description of
honours paid to it. The term dharmma-dhitu is more Mahayanist
and as far as the author is aware, it was known to the orthodox
Buddhists in the sense ° eternal truth . Puliyankulama (Pubba-
rima) has to be taken on architectural grounds as a monument of
the Mahayanists and the reference to Dharmmadhatu, which was
an object of worship in the vihara of the monastery, gives
epigraphical support to our identification.

Bronze Label in the Colombo Museum

The bronze label inscription in the Colombo museum refers to
daham-da (Dharmma-dhitu) which is exactly the term occurring
in the Puliyankulama inscriptions.® The two words which follow
‘““ de-patek ** have been interpreted by Paranavitana as meaning
‘ two leaves ’ and the whole phrase as ““ two leaves from the (sacred
text) Dharmma-dhatu ’. The inscription is in Sinhalese characters

1. D.CEB.T,, p. 9. 3. C.7.5.C., Vol. II, p. 46.
2. ibid. p. 271 Sp. Zey., Vol. VI, p. 74,

Digitized by Noolaham Foundation.
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of the 10th century and was found at Anuradhapura. The Sinhalese
word ““ de-patek ”’ is written twice over, once in Sinhalese charac-
ters and once in North-Eastern Indian Nagari characters. The
association of the Nagari script with the Mahayanists was no
doubt known to the engraver, who himself was probably a follower
of that sect.

Sagama and Wegiriya Rock Inscriptions

The Sagama rock inscription of Bhuvanaikabahu V (1372/3—
1405/6) registers a donation of lands in the village of Saputala,
Sagama, by the two dignitaries Alakesvara and Devamantrisvara.l
The record is worded in such a way as to indicate that the two last
named were second in importance only to the king. The donation
was made to the gods Natha of Senkadagala (Kandy) and of the
Na-tree (of unspecified location) for having crowned with success
the efforts of the two above mentioned to stabilize the affairs of
the church and the state.

Senkadagala as the capital of a kingdom rose into importance
in the reign of its first founder Senasammata Vikramabahu
(1474/5—1510/11), but from the contents of the record it becomes
clear that long before the city gained political importance, it was
reputed as a seat of the god Natha for whose worship was erected
a temple. Up to the present day it remains one of the prominent
Buddhist centres in the hill capital.

It has already been established that Natha is but another name of
“Avalokitesvara Bodhisattva.2 The mention of this deity in a four-
teenth century document testifies to the prevalence of a cult asso-
ciated with him at a time when Mahayanism was itself no living
force.

The rock inscription at Wegiri-devale (circa 1415) refers to
~benefactions made to ‘° Lokesvara-Nathayan-vahanse of Wegiri-
devale ”? (see ch. 3). Lokesvara-Natha being but another name of
Avalokitesvara, the contents of this record furnish additional proof
of the popularity of this deity in the fifteenth century. At this time,
however, the original character of Lokesvara had been forgotten.

Lankatilaka, Gadaladeniya, Pepiliyana and Asgiri-vihara
Wall Inscriptions

The Lankatilaka rock inscription of Bhuvanaikabahu IV (1344
or Saka 1266) contains the phrase  Maitri Bodhisattvayan-
vahanset Lokesvara Nathayan-vahanset > (The Lord Maitri

1. E.Z.,, Vol. IV, p. 307.
2. C.7.8.C., Vol. 1I, pp. 52-64.
3. JR.AS. (C:B.), Vol. XXII, No. 65, p. 366.
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Bodhisattva and the Lord Lokesvara Natha) and the very late
Asgiri-vihara wall inscription of Sri Vikrama goes, ““ Maitri Natha
Lokesvara Natha ripa dekakut ” (two images of Maitri Natha and
Lokeévara Natha). The Pepiliyana inscription of Parakramabahu
VI also mentions Natha and Maitreya Bodhisattva. A fragmentary
record at Gadaladeniya (14th cent.) mentions Natha and Maitreya
together.! These references are incidental, but they provide further
testimony to the persistence of Mahayanist beliefs into late times.

(1)

Kuccavely Rock Inscription

The eastern sea-board, particularly north of Trincomalee,
appears to have been much under Mahayana influence as attested
by the archaeological finds in that part of the island. There is
considerable evidence to point to a prevalence of Mahayanist
beliefs and practices particularly in this region. The rock inscription
at Kuccavely (21 miles to the north of Trincomalee) which consists
of eight lines of writing, has been indited by the side of a sculpture
containing carvings in low relief of representations of sixteen votive
stupas. The epigraph, which is excellently preserved, is also one
of the best executed among the many epigraphical documents of
the early period.?

The script is Sinhalese of about the 7th century but characters
therein appear to be of a variety not known from other documents.
They seem to have some comparison with the early Grantha
alphabet of south India, though by no means identical with any
other known south Indian alphabet. Paranavitana states that the
closest parallel to the script of the present record is found in the
votive inscriptions on the pavement slabs at Yatala-dagaba at.
Tissamaharama.

The document contains two Sanskrit stanzas one in upajat; and
the other in vasantatilaka metre. These express the pious wish of
their author that by the merit he has gained (obviously by carving
the stupas on the rock) he may become a Buddha in the future,
for the deliverance of suffering humanity. One of the main differ-
ences between the Mahayana and the Sravakayana is the impor-
tance attached to the Bodhisattva ideal by the former. In the
Sravakayana, deliverance from suffering is obtained by becoming
a Buddha, Pratyeka Buddha or an Arhai. The Mahayanists
endorse this view but they attach greater importance to the
Buddhahood and advise their followers to aim for the noblest

1. U.C.R., Vol. XVIII, Nos. 1 & 2 (Jan-Apr. 1960), p. 5; C.7.5.C., Vol. 11,
Pp. 52-56.

2. E.2., Vol. III, pp. 158 ff.
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ideal. It will be noted that in the numerous lithic records assignable
to the 6-7th centuries, most individuals who recorded some act
of charity declared the wish that all beings should become Buddhas.?
This is the period of extensive Mahayanist activity and the lithic
records throw some light on the general trend of religious thought
of the period.

The present record which is one of the earliest known inscrip-
tions in Sanskrit, extols the Bodhisattva ideal. The author appears
to have been a Mahayanist. Says he, “..... and having attained
to that supreme state of Buddhahood, may I, with my hand of
great compassion, deliver suffering humanity from the extensive
quagmire of samsara ”’. The word ¢ karuné-karena’ (which may
be translated as ‘“ hand of great compassion ’’) is evocative of

Avalokitesvara by dhvani (suggestion).
Tiriyay Rock Inscription

Our next epigraph is the one on a rock about 200 feet to the
south of the Tiriyay vata-da-gé (about g0 mls. north of Trinco-
malee). It is a document of the Mahayanists and contains references
to Bodhisattva Avalokitesvara, extolling the sanctity of Giri-
kandika-caitya. Paranavitana has edited this inscription and dealt
with the importance attached to it in a study of the palaeography
and religious history of this island. Dr. B. Ch. Chabra subsequently
pointed out that this record is in verse (See also Paranavitana’s
later comments).2

The presence in Cieylon of inscriptions. written in Pallava Grantha
and containing Mahayanist ideas such as those at Tiriyay and
Mihintale, could have been due to the arrival in Ceylon of Maha-
yanist teachers from the Pallava country. It is said that three
Indian monks named Gunavarman, Vajrabodhi and Amoghavajra
visited Ceylon on their way to the Far East.* Vajrabodhi had
stayed for a considerable time at the court of the Pallava kings
before he went to China. Towards the close of the seventh century
he was an honoured guest at the Abhayagiri-vihara. He paid visits
to a number of holy shrines in the island and expounded the
Mahayana doctrines to the ruler of Rohana whose leaning was
towards the orthodox sect. A second visit to Ceeylon by Vajrabodhi
occurred at a time when the reigning king was called Chi-li-chi-lo
(Sri Sila or probably Sri Silamegha). According to some accounts
Vajrabodhi’s pupil Amoghavajra was a native of Ceylon. The
latter, a Mahayana teacher of great reput<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>