GOVERNMENT OF INDIa

ARCHAEOLOGICAL SURVEY OF INDIA

Central Archaeological Library
NEW DELHI

acc. No._PFX4T
catL No. 782. T30954 8/ S [;?»










oD
S5 B0

XI5 I519s

(o Vi
—y
b LK{A,‘FH

DD DOONaS

BB cdedHEm
eSIcHER BED

Hand, o

O®. ACD. d. S ENSH

oS08 ooa

O. ¢®. RO

O Com gD DB
oD ErxOBSED Smms
OO Sedimbm SRKE
@@3{5@
1990



8 oo 5By, q0emSc DA 686 Sog H80 Ao on (63 - 1990

wmmawgmmwwmmm&mmwmm&u@aqa
Mqummmmmmmmﬂmmmmm
Smecd od 858 agdh ooo® o

q30e8cd 955 -613 - 025-X

amdﬂdﬁgﬁxmgﬁmmﬂ



" O0edc oldnaded gihm ¥
Susd Bhgded monm @

&% 0
820 opdd end ghn Oned Bgddes & *
SeglSeshdns—qutn metta xliii, 30
E8, 8@

& ®ed SO o6dDE Cecty
PR IBRO® ¢ ¢
¢ ey
& Gotw Oy BE8T cOw.






530

SrOmS 0D ComHmeiEd
oD@

98O m®OEe

SCBE e¥idns

i1
23

53






GBI

Schbon e¢tndnelaind udededd ©ogn ¢ Dud Bocs 858 Hfdend, § Comed
FED® m oBAEY geS cam ¢ P S D QU0 Sy, Fn® sdmbn gIECE
BOE og emedn (E® B ESnHa,

& oo S S0oeg, SO DG, B 00E06ET Anlni® erdia, gom Mdamda
0 B¢ IV LI DGED.

"Pns; oe® o o s(eod® o5
398999 G, 95 81 DD

ged pfod® ged ¢n d0oad cawnd® ool o Hhnas §o an S0
e ofHed oelned O B0 9D oo P oD,

0P QoidEmedd et od (Fedn ot Scud ofs ged odd hds
REHDMmOS CTona emed. & Bdd Dud 450 «dubdn meoud oade Hm ged; §, ged
o 5 Bad. meEints Dn g B8 mdua ogm atas Sleaivelandda e¢®d
Bc0® e¢m L8 EDS 88D oxdmedn o un o 5lisid ¢Eon ©5; D. &, 8. eCradeiths
&, HmE0¢ o= cetimetin SanddUom ¢Ehos 0d; 8. 3. 2bdon ¥5H9Eh0( Ped) meadmd
o =38,

qoDad od codm ged SBnDBoEEd HEDI(aN CC eaedn e 30858 o
08 gEd D Bod ged dnoc BESHed ghHmd ol Hdd MBS D3, ded® ¥
SeSOE ot o nis nodd, 6D. B8 AnBni® Ciog OF Bndflso dbed genda
&80o gna.

oEhncd B g ocid 38 oo H® ocm 638 e cog oD On go.
S089D® Boldos cSPemd ad ged & amnd s {8 000804 @9 g@uEd St
geidndd On eman@hoo.

hossins ooddeos g g sogd P (Ddn P menoD SSASE0,
B0 088 30688 o ceqpiosad adgn ©¢ e oPaEidadesa mdy od. &
SsDE0D Bomde gmen mdas mcl endE mmanand Somd, sdedeed et
e@enck Bmhda Berns egUHED Bomd ¢ oQes SUind dod il s8¥ odgn
oPasdndehc B5e® T 2Un® cudmdn giEced qunsie Sondd phdc eSical 8¢
Sommednl goeaddcs et §aba.

ged 0el odmnde &g M CG %0 do B30 o Dodn SDid ¢l ¢ 5HBMm
enS0eRsniod & o g o0 B¢ £:3d¥ eidn Ratlcield Bed dofc 85088,
o Snoldod ¢ og s Ddgd eCin ¢G5S0 god dEndn o ddn ece IHG
e0Hud oo cdmedm e &G0 eCioided ¢Oimad end HO BEID Bun®
SotdmeS gSECEOC OF ¢S mdan efennl Cecaids Dedexla and B0 ecmds

o 38,

£ ofge o
150, 8. & ¢ & Shlo, GSpEhon.
emg 03,

1990 &2 25.

-3






E0E,BDS B CODNDEDadH

meit) Hodd og odn con © & Commed S0l " Pend o e® @Eid D ghbem
e(ndnednined qhd, Bccn oedean 900N GUED mE od Soauds oRgdo
DS emiod Dassd og B30 qros @dm (2 gHBmd g¢ odedsed o0anOED
oBena &%) Becod eCo eadven] ¢DUhEE E6¢Dh ¢SOm0na oy (5. Ces OF Dea
&® oxdindm 9P Exmedd eoncdn &;Ds gD SEn eancns, ¥nnd ado Sulsesod
Dosad gt8on ng gnod odom odn . 6® omd SSndhn @uid SxHd By oD, §IH
Bros, Enddn Bomd oy c0nal 630 oo obgcasd e eoe Scouds enid) oo
emmoos 583 Do ¢uSs SoneaD of ody e

BEsa Heidns B g S HO o6& on od 50 68 QB Sred
GRS B58 agm eaid edn §;0. ¢HRAN redit § uBgroed 80 o o oBgcod ¢t
g S908 ot 88a¢ BB gl o o) ooBod m oand § eodds oebmds Hded
D50ma B ¢ § crmmed o¢n GLe&Embd oy Huehimbs Hecidns BO® acm B enid)
SO §;D. BOC 68 cidim § Cotwed 808 oed o858 (Hitn ool Sn enich Om 2
Q.

S S GE gheidas Ean® ogm & & ddmDED qlan o80T eand DG &8
ddemnd ¢® Ddod BEexg el HED. c0HMmBn ORAR, S0l Endda, eogmd®,
e, D8 S, eemfc m Ond m S8ACE @5 omnbdh B g DSed thamdo

0o emnd ¢® Ddod obid 85od 900 oBED) gm.

&® @uid Enmed gdodon S50 wem emidhog @ ¢ dOndEs o¥ads edhem]
50 cood B Ga end 9ol el St 08 domde g 80D Sceend &f (DS,

S0080¢ gondona ¢Hd PR Shds e D eomcdadte gleamin ghd ¢
qHRAE Dios Om 90 eoen.

25 O ci®h g Deend ® e(oln coi®h D I0d Bfs Docod 88nd
EnDmEm tetimedn odoaa DO 300 ould g oadoEt 00 ¢ o oEt o D0 @B
eond) HHED. & (Cetned S8 o=ed ghmec 88a¢ oledsemntidn emdnd, e e
dog eoidh ogom ¢ DESOEEE (& g &0 emdnd; @ SD® soddE
deCeenc SO0 codonad n . @88 I b (o ® oedbeened £ & S
SOodEs cog od odm ¢ S,

eog o Hdan 00D &8 monded Becad ¢ioos 5568 T oo GEhéhcos
gabbedidas ¢;H H58 oem oBges eco S8oH gD genden] o cog oaved By
BOCO SR onoPann coecd

o enidh O HP Smedd;Ped olodeh DadH® AT ocrd oo god § em
S0 enSoe®uned m § oo tetimebHn Henled Dnceded edsdd chag,d BFESH
ececenn Do ©F. AARD. d. od@dsn m qd. 4. Ygmen o Yeddddead C:de
oo 68 ool D38 o oleld gud 30 DAY ¢g odo (o edta Hm) e® gade By
oo e HFC0 con IO oS Do, 686 BYEI0 swna § thand s &8 oelithalo
goed el &8&ED,



10

&® qom ¢ Hho ;3D & & Podddndc 80n oded Bindhdods Dadede
sos o moad;toend ¢ &l DOSROc Hrhddeand ¢ (8 S Bn ¢nHO ¢
admeddded Desie ofHlomd oy D

Dn® setade gogced qoEcd 9o 2e® o ©8JeD cmod g g Sebdin
Somd o 68 SoeD S BoSnmO veEt) ¢ oo et goed Sunda H8eDA. 68
mSES BCEH o e B mSed dded Scahnccnded el mmadiand Snmd m
o8 MmSoRs HENS BeEa0 ¢ qoed Dedle dadc S5meRa. Bges andos vddm of
o HS s goidnens ¢l cams (B Bn® cudnedin ¢SEied En RESLEEE omod
@d B. 3. Bedopd § o ¢PDoInPEd ol SaEticed mnrmbd B5med.

eBG0 oHan®nd DA Yced ol gech 9¥c cder SCebn BOD (L 6o Ceamedn
mocs 8et oo ¢ Dnsd oBoxne od I 6o ¢¢ ¢RI ¢ 688 5 Dedusas
oeos ©0n 8. oo mcad oBAFOE odgn Be endcdoed ¢9¢0508
DdoBemeed (nef MBan b oono eddecdio DuEtBimesd SHBm
SRR, § o IO OB @ B oo ¢SEcH aoed DAED
eHOmO CEedd.

oo Gdethdd
2 BCOS0R DADBmeed (el iam ol 883¢ sZndd DdmESa.

Goor sdeden
560 Smdhdo, sddeceic BdBbomrn. eddhecefo.

edigsd &don
® Coemd.

1900 &8 07 &=



O EO®

B ) EoHSned pmPod enided REEO Beci®OS 165 o6 B0 Jam
A/ OB 85D Hed. ACE-HRERce P Seens 0,5 o gEHPOD
eds B350 oddmad g Ba oS «. 000 BH? chsm oy dored 80 80X
180=08 ¢dn O eaheni eodd gomaiPnl 868 oddno oo ® 90 of
DEB. CPIMS D ¥ ® Do 290 OF 9O 6 T Om BOS OF 2 S® DS
HBe® T oS oydo o {0 dodpes odm B8cdac 888a oldned
engba e0d. 8BS Bang eCo oH8 cddm o HnEeEd gudmss (Samaes
P03, Um0 o 5Edcn 6@ H0D O GEHRECD OO HEnaD 62 &GOS
MEMD 9T HEVO BOE B SEH®) BBE OXDBS eBiG) OF GBS, BLEOE
o8 odHa dodmas 00 of 0y G <.

N 2O Ood® g6 emdn ddn 6@ emn © BO5ed pHmos oD
H ) crend ¢ B ¢S 03 @ 9HBm Sme 8D TE®
] Bdodos ¢das em 0. 00 ooy on oo ¢ 85T
‘B8 vibned BOghitu (Dded phmoed g qdeas MS®o D3, &d8
sdbns o oBASA § 5o olodn Slocc RBS ™ o (. D. 477 - 495).
qB 6008 co ¢Sa® g goomsitn @ oddoa ¢dD Ceomed Mo eonmd @
AcEODS 00 oF emd, EEPOD POSE & D ¢ B0 @ed DEBO

S 888 . BOSed glenis; BE8s BYHHEOs ndin DO YO ¢
ORBS30 BFOD Vo OB Acs.

888as 40 qosn 8csecd g ¢doed &0 glende &sigd
Dodede DAY cohm ¢ A0 6CB DNSBOE ¢ Sdn odd I euies cdo
BEeCandEs eod od 0i; 808 S ORDS § ¢dsdes (ees 6dn
oD § D0 cPO HOSORE cPIT D HATHO qD. Soeenm HSVS
cidnemicomn Mot OCC D& egida Hm By DOHD {ue e &85
apeds o 98D 5 &0 conPdn o 886 cSDnend Anddesd e BB
B0 Bched Bo o o KOD PEOPSODD oo HEMOS Do oSDms
Bcemd Pt 6o 68 RED3M 6EE SEn®) SO0 B ol Vot tCan 533, QEDS
goe o® odim Sioe 56, e@EOSdy @emdE, SHoE oGO, 0ga¥D Shgm
60eo, HIES vSen Tedm BGla o DEimd g8 dombddes BE 68 od ¢ g;H
qOEM0E genidnad ofBs eaian o858 68c oodd emd ¢ O9C Cad

SO&0 S0 «dn 8B oo Acemwd PR LS EE geoiss 8859

11



12

PEitcned 50D mEoas ea) admis Edoned Mmes emenEhnd ® mmEnd
oY G50 B god. By ememic; AEREED SEN®) G;O0R oM (ey
PBTHEDD aXhs 5B . endiedmD 8 emcHdGs SIBoHESas (8. ©. 405 -
512) 868 08000 o SEmd gog 056 1S cP0 © gm 60 MmESS Q¢ &®
qomdd @0 good Ba. 68 ¢gmd 838 mihPs PmBand 85®eHD0 Sesd © od
80 quoads Hoved Bmon JO ISV ¢nO¥ne Bg ASVG Do 9893 Htddes
Qe OHmigs o6 HOoms V0 of o5 Do &On ocEdHds o puidn
shdaden gned § ndd mnn godd eod 80Sead 8¢ § a0 Smbaa
ogos 33, 68 &0 e(m ® 05 O Budedd Md®ned T o gdomed 2 8¢ B Hed.
P8 og 865 i Demadd( Sood e 03

eiZas Som D&Y (» 0 Do Bubed 8¢ (emed T HO5: o ey
@ @. 1833 T q,800d oo 63F on Suns D88 6Stnw ndéhc 937 (5@ <. D)
EHMED 2 DemsDn todEs 805s B¢ cUBons S50 6® IO gOEND
SCcleh. o caRon SODMEPm wedeen § Comed SgBin S5O0 emPmbd
cAE Do BES 1890 § ;d®n ooy ;@ <. HBE 5¢H® emnd 08 GVHSTOD
ocdeed odgn Pas ¢ic Bcoo ng Pod ed 2&5ns B emd 8d5eos g0
O Ertle Bemd m 68 ¢, BnD8 6PABVess BOBS sEined Soras 6@ g
Eoo e0m . ¥ 5500 SEds B0 B9O8 odn ¢ CEPd DSehm 2dsim g
oo Goded &0 Edn 8000 (IO EeO gaod 885 5 & e® e
ES DG 086 95Hmna, o m mEd ¢scns B8R oo tuEs cab
@D 5N eddOmdas eDd.

eCrAm dendmas U god 08 808 ¢ gL e Doled & des8nad
e O SCE® oo gden SOHonDn oud® eaben] eodd o8 @
BHiSheha © HI® Hn eodg@hot) ® 3 ngoa §f B oo 865 Dedescsd
eid) OO ¢o.

CH0s Soems 68 o B emeged 80 BOS 1808 eued od
S0 Bwn s CoTlcdn o 68 o msits ©D80 Dae 000ess
oSRuibn 0. 68 el of o@med duodled gneHnd nEd o5 sOFm Bth
OoF oldoad ed @O UHE § Comed g (EH0 GEdn gEcH®
S98q0®0E0 Hous B ao.

®BED HT®



Sdods an A ex, Bqd® cene S50 grud B¢ Je(esD P
@m&mgq&g@m@ﬁ@ﬂﬁ&@ﬁ&damcqam@ﬁs@@amdcgqﬁim{m{m.
2 O¢ 20 HBESHDOEO sSOSons BDSD P §D. Shed B9O® odn @
md@dﬂmﬂm@m@mﬁd&nﬁﬂ&ﬁmﬁﬂ@d@ﬁm@m@@m&d&m@d
E0P0C0 M DURGHLE Bo. @ ¢nd 808s o®mis goed B ™

g eGS0 BnOREO nemdan Jg Ba.

@ o(DERd S8 BAS BO® TS 1.50020 63 gtm 8 oed &2 g8
08 g PTRO eSS, OB 0O Vew 8&Dmed FOHAS Feves AnD® m S
ATHOEH OO odm @ PSBED eCs BOd unedd D5® og oS &b. oMo
mqmdagﬁ@@msd&m@d@q&@@@@mﬁﬁg@g@@ﬁhug@@mm&mg
CieR. €@ edmed Bl gindons RPE ain O Bes Sdhdnas
emed. deog CD) Vs m ooicdons ¢hHE BEUEDaE o enmicSans®n
S00dtan oo 38

DNHCVO SO IOHS o Cas; 5 H0E ¢HDmE B 8&50ms S0 DE®
B35 13500 o@es Tl o5HS Bu endnD B0 gitn el 603, 6® Hoy @
©D0C @eC® 50 ¢ ¥Hd g8 HP, 56 Daco® INSBHOR oda e@s & ADS
End® oladlend god (F0o s &O¢E Bom SO ¢;0. 50 Badsod
SBeCicmnas ¢us &80508 0¥ soed qled § @ 5 Mdos 2ed ©.

601 08 © eom ¢ DO e Bnd® ceamd S3® Ban emn eb. den
s oo ¢od Do &5 ecads @ Dadne O 80 230 g@hehs Omd o
¢ DoPS HESo g BoEpsidad (o8 BndP uwdm ¢ O 68 camd
qed ¥m odboed AVBS A e® M Lecimn e(Reds. ®DHAE ehenidm
o@ §9c% oo ¢ qlPn ocaes § 8999 tod c0a

BSed o B0l oBbHe B 0o eduel VDS oyes Enescod
8860ed a. OG0 ¢oo 5Hedin 60 s od o ed o’ S’
a - 50EeEd ¢ gl eoned G0 " A T sdced ¢ Dneas 88D ¢ EEm
cﬁtr:: E& D5 604, 6®D) gaeds T8 emdad ' SHBECD o ePenmis | ges
O 858 ond od go. S80S ¥¢ dhed (OEs e eod; Deess exd
OF® Smend e ¢HB e &5, eR@ewmbes] YFEOD0 evi DS mdn ghs
¢S 805

Lo ooge

13



14

504 8908 ofves 0o eced Dudnta ¢Cmnd 258, 5D emdads
SOG Bxensl emm D g 6® S85080¢0 ¢ SRl © o G0 OB naand
qas 0. O 868 @ gnes Do e g ¢S gD, 5 8. g¢r Mieas md3O od
cahend BSOS pog emnoed B DE0 ebnd eD. hd O anood BERE M
o59e® AT o Dude cumn 08,

5Seh BDB0G BCRé ndeon QmEd ¢ o D Hed. ¢d Bad oced
8208 2dm G 6GR OC® eaw » & B0 ¢ &S8E =0 &® 8908 D¢ qued
&D. LIVTH o Dy WmBeas MSEDD MO oy HEEE eHEEseSS g
DS B oo (3¢ DOy 6o A 50 v OCond cdo cealfon S8 ond
¢y HEE SHOE Shn SEamdD gad D8, Beds B0 oS m
Oemnd otic odon o8 ocoieencd Doe ¢pOionos JEodEs
SO0 gy ed 08, 688 &9 O eI R0 VImnadEds Scd ondead
SR ©. HB@E Siesm SO® emedHo e 8O3, voan O H ouleas ToPEH
DBs 08 SOED 98 530d. o 0T (Seds VRS mdy DEos ods
ceafon HT0C Uoos eochHnD &(Dn TOF QCoJen CO0mD 5ef. e®
QCrDCEH SO0m eooies 8 eS¢ (s b [P o o Sadonmnd o0
=80 5668 coguieshicds end DO ¢ oig cOTMORH 6D dn (2 5.

S908 odn 8 (Sencn B0 emod o Qmed D8, 6,0 (o &8
B0 OB o 08 S,0083 ¢ con goim §8abeds 8On gS@ens ¢ DS &
Eddons (S8 eDoiis) 6@ coddoman 6E0 soenD niE 6,00 ¢ 603, e®
D06d O HEOD PO O g SHINVS oy Biod B HEATHO ¢S &8 5,0
208 oo oo OB <. 6® (Sans ed IO gt (3¢ RMEEH M IHOHS
Saahun emocay] InARORE O g ¢ D ecensio HEd.

pa\
0¥ JOGoes eandsimn S08 ¢ O © oD S e 6Co
. O850c obede 0. S8 B;MEMD 60D o OPRed oldn qeed
| pooies SOCDE DEesK god Hedn ed eoenn O58 g od o™
SE0E0 CREES B § SO0 OH B HASED ©. 8D D m B B
S09caas® AQEY (B (e c5DE On BF 8o T8 oFPomed m S
& eolORm Soun recidns Hecidna DD Be B o, Bmmbsned somlth &

D o8t mene SEg® GCoRE DHnddn 96 0n 80 UHad edod
e(Dad O 9ebd o of nddded & oD «. e® e JeiDS; s, Eoefad o

Scley Decie



SES mBmmdd ¢0d S 55 oD ¢ REDS 58S e o TOs FS ece
SHERD Do 0B . 68 confons o sads DS, ed. 5B ¢ 98
L0 S df) 56;® Deeesl goi Deess SR H5e® Hucc &, 800 D5HeSnd
OB @D Sofc df G0 D8 (ODRD SmmdD oIMOIS ¢S TOBOAY
m&m&@mﬁm@&immﬂm@@mﬂ@@mﬁaﬁﬁmqmaqmd@%
ecmed o 50500 0¥ H¥FO Dedén § 08 Seesils endam. Bace]
® ¢50c Lenidddics . deong DO ghon SRAGEDoS og S
ENOBAE0 (3 O By Scow) D3dHedn Dneas tad cone®s d (1 O By
Sem) chbevn mn 5863 Doed G sank €08, BEm$Ofs o gudc 998 c0d
Cem SO (8 Om 15 O m 10 By ScH) 03dess » Bmosbambeans &
I 50 6P S0 (B0 %ed. (6 Em @ 13 O By Scm) 0B gos CHSe
Mmﬁmmm&m&cga&dmﬁmqﬁmgﬁcﬁm@m@mﬁ%
S8G,00 8830 a8 Cemedi On omSHoes oo <D DSetend ¢ ¢S
S D00 D DSghecs ¢ I MESSO O 2o ¢ Desss 8O8.
Oodd oess 98 SKidc mBmdn m goed 90 Dletens g S8t
eCSDmd HGHoEH0 BEIS e® goE chemPads STED ® grod med. Sonc
200 SHos o 2ODE omead g8 8¢ gocs (4 O o 19 O By Scw)
ChEDICSO O M O gom SOSENNSE SELeen BSDeos gy O SO
D0 ¢ 5085 800 coend. @O I e ¢ &S ©00x (4 B By
SEa) mms S HT ¢l ©® D0 @ qf) oHSRE e sSiddes 08 S80S
S D HBOS o Ged edDmd D8 ¢ ved gi¢ 0D 3. ¢f) 851, A0S
o CBG 0SS ndsidud cosed emd 0 e Be Do g Drean ®
DEmODed CmAMOEO cR&HS 8% fed em 0. 865 Bnde® cedm
SHEACECO 9D g ¥ cuisehc Bmtkaed S ¢ o588 mess S5E 08E)
DG EHS ¢ BB 2D, D (5,0,05) 50 SRS (HE Mend omd) o
DHVOES g5 Go Fuelud elecon MEBs CSHE0 4 ® 3 oD el 6cd.
OO PHEDSEHS DOD (¢ PESTehs Dmndw edi-carids mmdds Bonda
ECR € 2 e Tuefun 6o HR® SEH®) 8¢ Beon eved © & HOCSOS
DD S 808. 6® gnd omos 8D DSaHeas m mcides 8B DS eHens
&t vslon B¢ (4 O @ 19 O By o¢o) vied HBORS S0dc & DSeHa
5860 Dy 3D 6D Sked 6D HBEdE T8 eESeDS 6EE DB
o odm ¢ 58 P8us ececn Do o o

oSimed HECO Mesmd 850 odin eEdded ¢ 88 &S MmO 08,
DA edhemnis (B (EHO edded 0un eE5.80 86,50 BEAA Do 8T
o¥0dd HAEOE §8sbeds ¢ BRNOS qod QG Hedn e8cbiE mmedn 8T ¢
GCo C¢ @ G0 ¥ S0n tadded uE ¢ D S,00¢0 Ond © 0O, S
DOEH o on ces o8t andde veamis Hded Sboad D8E iRy (52

15



16

RS 0 SAC uH® LHD DY Sm oSin cEded qug Dot On
EOme@mie | Hddd)s ead o ¢ ACH® S0 e Dy 5 I HSEHED
DO el 608, anddBcnd e eComd B SoD 6 55 Doty 8BS
=800¢ &b connsied DHxndns 8 an Tdd goe 88 eand B¢ ¢dd
ot B¢ e o n¥sed D8 eadod O Bhmemmd eCE HEDD.

oD Qm sces g HED 8a08 HD © Podn HOGCE O, 95
SO2E0 ® B8B8a g 1P Shnes ADO o3 & Tems) 6980 gl ¢led O3,
& cedEes e Ot (dancs 883 3. H¥dand ¢oabsds 80n O
Soad ¢ (R ¢HD Bes o D5 DddHons o 6t etenn DO GSa ¢
Dmeas G0 eod e® cSamed emons €D. D M ¢REed RCH DD eSS
DS ST DHECSH 658 LI SHDEE (Ba B ©. 4o 7 (Oo eed BosmEa
™Mo ™ ¢RCDS 0hn G8E tcuesndls ooed.

esEnDEE oo cerfeas glel ecs Dosios odonm DBnS, o068
CoEEEEHOCE0 oD § SO8E et ob Oc eadd DieOeH Qumed
pose B o

R 05 8000 H3es 0D doamd gos &D. odon 8300 gOmmed
E N oo S8 Bs gt 8 6Con cAD Yo 63D Beeod o
WA 000 S BoO® §E 000 (00D Budmd) gos S o. 6eaRE
So® gnd AcHm DO Bl gqud b (Fedp @ oi¥enm Dodnd Sgon
0D AV soed. cos 880 o cded g5 » O 8a Ded gud Do PEo® fcd &
SO0 6aa(end S5 eand g ccl ocas ®OA.

G 7 OO eCO0 qud Do 8508 somls ¢dDso gus ed etes. &
G ® DO sudm Bsta o@és gus Do o o. oddn 8cdo0 gos Bndc e
(B " glan " BE soe 8 Boicd coeaid ndeon HID gon H orlod
o¢o® 0. e@8 (N0 CiedD G0 eerlfw oddn Buded OBgOGHE0 OHS® o
CSdd IPE emaitd @8 mbp emd G OIS oEbo 8oded
oBgoued emios emin Send 2D Boded m JO oy eoitan SD® o
EIHOE (S0 60D gp B¢ (CoBm) gos 03,

DAcEH Ped SrEn Do 8908 ¢ nsdn BoDE0 oRes ol e Bebo
DB, @8 (In0 (edn Deduess ccrlfon ond et 5 Ca8 cuEreen



an

000D 2 250D ScE0CO R gud e Oron COD qBEES qud 17 o |
oD 650 BROBOEO o@hms. 8BS BnOBIE (B0 D & ¢B58s D&,
Dol 8oDe0 god gSeId g | (O 63 80P cerlFod o MmaHcEd St
OEhs &8s 3D,

EeHBOSEL Hm BZVeS ExDBOED o g OB ccolfas o
PoD @ed Boed 8908 D g Dui¢m (Sons e0eEn 8BSt gos od
HPO 90 L. eond (dencd BEIF mecn Hoeh BndRd o g ad.
eOnE (Bo oS e® DR J8n PeEand g;H Q50 touD SCH® BIEID S
O el 6odn B80dcd gon el o cHe oS o

S BSES P 9w, O (AS5Be0m) (BS; 0, 5D &0 o ¢ 590 .
DO 20 ENEED IEHS MmO 6@ SHOE @SS DS ehs oCms O
MBIV 66 0,006 & ©H 0 CETOP oems Seuc S eoi, OB HED.
(4 Do By Scow). DD O EmBeas oE-08n DSeHe & DS H3
SEENED oy ® OEDIOE ¢ MG O DREs O B (60, oS EH oD
D HEOC G GIO® S B S0 MO DS (K ¢S GBOE Y00 emed
CRG; DSevean ¢S g QSERDT o0 BEDE g0 T8 €. gm0 BSED
SAKD L PPu ¢ B8 ecged @O HOOsns HIS8 @d (4 Do By Sc0)
Fonded oEcmed eoenm 68T Su ¢ M 9 DReDH Heut 6o mDm cemd
5. e® Hx0Y ouided Crecid ndern B AL Boos ¢ BE &0 B¢ Doens
DD GG © emnpeon Hed. g HEODE 0 Pehsd m ged OH Pede
Coesed o & HEER 08 9 G@ed D3 o O o0 & ¢ =0
er 8 soenm (Sonod comd® o Go0E0 80088 (15 » By
SCH) e, odes D nlS ogoe Ddess 98 o0 b BHD DEeHmis
o®8geHcs Bao.

SO0 m ecleh P o 7 (S &Ced 88dn B (ASB8ecm)
GBED. GoOE 85 S & DSOS 9SO ©. (EPOE M ECDESS 98 SBOMD g
08 BdeHo eCo eoes. SRBS BOS @ D 95 cosbR o oBsH
BE RO s OB GiO. 46 GIiedn 55T cuA® ¢ O S0 o

PBD QENED SHBES ¢ O DO (ASBECII) ©.HODS Y- 5D 5,06
OS5 (oD, D 0 ML S e’ 9m gESD w. s SdeS
GRS S500¢ H0nd ©d O Gt 300 DOJ0 5O A% eSO .

@ oS00 eduel ¢ tadded BRD® o Coeid BF @D b v

17



18

D30 Quoed BaDBiE dun DE&G ¢ BEHa 59 (AFB8e)) SO o,
ToludHa o Dlos gomes 6088 eosened m ;hIDE a0 e ¢

0D &0 o o8 D5eHud. ot e@idnded DEAVO HEDO OB G &N
56d). gty SHE oEes oB&n By S EER0 B ool oo 50 o gD

BN .
3
=

A HIPS 930 Dih 9E0® HPLDS AP . 858 DDSOES o
\ ) Smees Doind DmodlEs ¢ cod eEdon o5 cofnld) cucds gt
am@mmw@wﬁqmm@qgamqmewmww
3Ce® 6® BELs BP¥a 6,500 5o D Bo0d. 68 GHEES G OB BCE FEEHN
& emne, cOD quies gpEPesd DEEDE o A0 ¢H B56® cog®s &. 8as gn
con pden 55688 (3 glelnd dedon Biao eachhs @ @8 & ogm
EPndescs 8¢ e eD. tens 808ed (oo 08t E¥es DOEleend eale®s
eSS Dot Peinads e®d &5 LEDR0 SE0n. Po cldn mEded qi
ad 8900 ¢S 80 mSEe gn ISP DEns Do Hed ecs HUD®
gOcBmRs emn §) A0 o od. Bag ® G5 Dol 8gots medn sons
cted). D0 oEhnsecs a® SEER Do (EHD ¢ SROSE SISO
go@ edah 200 oene oo 5HEd.

BOsed qd. e, eond, HHO, Bagd, 900 o cad o ® 8acE
R CE00 88a¢ o®mis &8s HNHDs B©3d. Venimba, DIe W OB
8E33 odn dOcHees ¢ Ot qo. oo SHIDD M o0 g ® s Bagd; ™
o 280 90 By &8 BaH HTCT B¢ O6M ¢ HEeEHo B¢ oS ©. S0P
37 GE G20 conPs Tenimd gmenus ¢aHed gordie o o cades
B5Hon eon®s e 90 On §8=bDE dd govanesd. ¥ ¢& 80 gl o
GBE o ®B0% S Db eBui® FAHCE o e dodas gme oddles ¢ e0a.
S0CO o Hedn OF SODO qi¢ Od oS SO CHmEd 6Ee PSS B3
8ed. RCOBud Revmbos o oeom 880D ¢ gOEMDE eoennd
Bedeecs 20D god cone® o p809DDE o8 ctenn Onos ¢(Ho oS .

e(OSOun i ¢e® b eand Hed. w@rosens RCEEPe ndm
Clios cdHod 883 © 8056, dend qoneds oB@n DHSgud sOmed ¢obd
o0 BHHSED HBMOFTO & § Vifs qEicy 08 808ed pEd¥ud o
eRenmnSan gledeewn cOifs qf A0 soer. ®sommBas qo® B0 gdedn
o 80a g 80n (B 0B . S E0C0 g5 ¢ D Besdn cOma qie® 83d 98



08D g0 & ¢ A e 3. AQED mOn 251 3 D com Pefis 0L eanrend
8¢ b 8500 gud ©. FVSEOED endDE BHoBS ot Bn oS odo
B e dcg Bane Bedanmmd YEmOS qus €03, 8 en0dE OHHmDS odm
ShHcd MPSECED gosl €0, Dang VS DlEnd o e Deeos
QA0S dnod Do Ba. &8e somdns I8 odn Eled el B850
cexa ogdes i 0.

B¢ 6B §d og o BRD® G0 ales ms HS LS B H Ond
Do ©d). ened 5D ¢ 6D Bane Daead cocd 8¢ D g8 c0ds Sted cenia
eaglend good (8 i pm OeDH. 0X0n edued ElEd i
D9de (dedn o®min gui¢dside 56D S50 e® &,0 ¢ B oD §;0. 6®
S0 ¢ Sondn pEbis glens medn 58T () 8J000 B OB GG ©Ed
DHEDm etad (SO3. pog Dy oobed ¢So0 emean Colnad ot &das
8 MBI s (IO (6. VS QLGOS HS ™ BSS ¢ e® S0ed
B0 M. pon Med eoenn 900X DHOHODD ELESEDD Budad ga
Hd ST HHOPOCEO oo ¢ B Dédood (Cdng el HPCdmms
O9 8083y Do oo

Qo 7 (OB 6CEs o Em Red ¢nood (SeandeEo DO mm D qas
eD. eerfo Daens) SO eahewn] codd BB, oD Ymed gond BPeONRRE
20 0HBH 9 coIE Dean 5. pdldn eCes ¢Rond (5 & 08 55dS On
B Len Oth HSOE (B¢ ceed nonsiEs gdn Hed 0.

D3e0es Qed EBE eSees § Comed o®mds Bane ghmeed
FDDBHNGE YOS B D33, ¢ed0 PrEdes EBASHOSS m Sm
ea®on 0D euces sealfus codn® ASRD gBheRds &S8R ®idnd
q¢s Dod) oced (Bo 9,8 . 838 o88un 6d 1 HBOE DSeBcned mEoHD
o ceafon Mmed Indda (o5 o Defmmns FEDDO SR BS G
3D pmoed Sed oo Bed] Oenad m ddes Bdnd Do oHod Snddo
DRSEOCO. EoRBH HBOED, Baasd @ ced 65aDED MEIDD SMmACD
el H6d. pog d0n SEddend (H eetbenn ¢OInoS @8 Bdnd Bome &
O5&H ESd B D .

[

2

19



F ) oo ® oceEd O 605 8909085 cOmEn ool SSOmEH
A 20oBOEE o oid §58 Broe OB Ons o Becascon O ®
ACH® ¢ oo e 90 5. 800ed SndPOE0 gltoanln g gles
CoOBOEd wenside 88 (S8c m;B Ccoded BIE o 808 S9D8DED
gSomnlm O BnDY gSeaSnd oo 10 (So eces o ® CedEE (S0 6.
e 16 o0 17 om ec80E ;5 808 dgnds 868 D a0 eahen] el
cRmn@m 608, 6® S 6D s 5 EE eemfc MmEnsdos Bosein D el
SO em o SO0 @ ¢ CHSHCD e HIPn o(H® B gm.
S&Secd AN Do oS cemfa m goicdsita 8gac adEdeOED om
GO @SeIND T ¢oimd (ed. BB m SN BHEDEBRSHES e
DS BCEOH DB oty GBI IRIPHN BS gD, DS eSS
¢ 88gs ceaids m 881 9ol chHnd BEAR e HYE ¢ SIS om
S00G (B edm gucd SOP,E mOess emnd ©. BAS gnced] S89,ced
EOBeai HEDoadio COo Do 0BHIHOCS oged mODLD DS oG DESDH
oios oot mtehy 0. S o codess @ 580 qacddide o
eEECE A0 ¢t ® mueed 80 emegdnd; ¢ded ghoms e HEHes
DD SO e o coned O RS, OEMnG, gOC DEdse conta Hm
Ce®a D oy,

@53 B ves cosbed § omss D DSatens oo 88 83,6; ® gdena
OB CS; Plc ¥ o O &0 DS gHecos g 888 83,0 Snna odn ¢HS
IV Deeas 5oEE D ® egamnd caledicd connd 8886d ¢ HSsueic B¢
qﬁasg@m@gc,c&ébg@aaqéﬁaﬁq:ﬁ@amqmdquzqdmﬁg@maagag
e ;D 588 e(Dn wulytoas gl gEhacds 68 HSoe D Hed,

S8 o ndudns ¢od g co gSehs H e BDSed Ppuded P
@m@mzﬁ@:ﬂ@q%ﬁ.@ﬁﬁﬁ@@&ﬁd@@m&a@wm
ORI SPM® GO eiPE qmed o eSanDE0 68 B¢ Bo o «. 865
€63 B8 oGt C¢ Pded @do goed o gSdadn aoed 8908 m YSHOES
eod o Puifw oBYCEaED eRmED O3, gleid ge DAY pem O¢ Dnend
B0 DD G Oens 8BS sl D85 ANCD o, 08 YA SECIO P,
D!ES D Gioly eidnd m Hcend BH8ed cOE BELm DOOES SHD
oHB oo Bedeead 16 O @ 17 05 eS8 (B350 (@D SSE 6OE BELED
o G €03, ¢leith S0P DOy e SEem e9eSH HD ¢S Das ¢t DG
B FEmOS 5dD (IDE 600 DR FOBEY VD, Eemdd o oBDSDmD
emnd HEA. 8O ¢ DA eDn cin HBO SN (Sun Qo Soes BnD®
o OHOG BdSe oeemddd oddn Scbed qghomnern 68980 mEed 90HS

- D8 Gl gleEio) BnBiEO othn HORP0 cahed] (o COMD COD owsiens



Oigon e 5gmids oMBHCD SOH. gD Cncd Snla e@idndan

emf S00ed Ofd HY e eSogmdn cenfe MBR/IR5H0D odgcaed
CS®om 5o Bo o o.

3C® Poite o®gcon IRORnG B BPE aledhd B 83d 98 hn
SODS P DI un b D0 §ted gRuy S «ds e gclena
DO,

o 7 (S eCes) B8R D Coboo ot imd SeESHd odm
Babe0 qud Sesc o®ndE m PO aeesd. Gued eSHmds qlesdD
S908OE0 Deddn O chdon B3¢ 8¢ A0S ¢SOy eves. O dnd ©6E o
emnded g gEecisl| SxéemaciBon ofng emesd (S0 feddes BSE
ORead. Koin o HoidD S80080E edeid odacsed ghm gtoed DO BO
AEEo gOEMDS @38 ¢ (Ba B «.

DSeo Qued Dol ned S8R ceuiees cerlfeos @5 ® anicSna
aoHE ¢ SIS g 17 o0 v | S&6 eETOE 5SEE oS endE oo o.
SdSed PICSHCOEE (Hednm g59s D Dihy oBod svendesd DD
B0De0 gon gSeI0NS o | ered cerlFod 0. gled AEBPeas mmes cled
D 0¥y 885 Oy B8y IuPEde  Dgo et Sndda OF ag cugss
Qo0G00E ddn SmA(Dmds ¢ B0 ¢ Do HSMEARE DS
SIeme Do, @0 cEhn gOdd ¢SEND SN0 Y. B ¢ B0 Smed
enich o RO BOS Dy BEOR DSHAE DDx &¢ oEde HBOCS om SES
Séfs DS oREes P &) oem.

)

¥

21






PO @HDE@

S sefhdman — olin o Saf Dogoads, sang®, 1080

8. 4.8 deicag — 855sd Driim smog 08 cBadda. Gidda OSSO SoOBS, (e et 38 mesta, g 106,
1948, &g 8480

B. 3. Dmeng — crmed sDend Dand 69D Doy BROY, SPHeTIS — gendend, HDeidE, 1064

m%;mmmmmmmm:ﬁu@dmmmmwm

& S0, agkaddl — A5 Bg oo o S8 ooy ooo@ed omdi 5, 1037

2d odeSlonn — 585 8q Sgi80y D odod OSOId Aa, 24 (3—4), 1061

2 S35, 5d «D00d — 855a, rawsd grefnce gog B S 35s oo Smikeed Adad Dm ofbsdca drpa (B
Sorozc @ gadedea) (NS) 7 mesia, 1875, 89 101 — 200

3. scipmD (melaid) — guitomsd, Bin MBwED om Cansd B SqSS, 6O, 1038

B85 s & — 900, nde o (£ln Scbd OE0 god Sac o e Koed coiddl 1056

o, &8, ¢ 8¢ ~ o Seb Song 3 B8 BES: one ADSs, odeibmn comd @aida. e, 1065, 8] 80 — (21
oo B Bedadnd — oySe8 Sap B8, ek, 1050

8. adod — qdeich, mest g0d, coitds, 1030 — 1035

23






Bdocdd

e58a0 — BDOSE® eceds of g8l eRidadod

20 (B¢) — B omd ¢ ndodm O Pedecd

=g (=) — Dbom gEos " Bedicn DBoam

ol — oodadded oged oglo odnd

cobn -  puitom o oided cod aeic oehdaod m paitan ooed (Enfo alocsd

D&d ogd ndm adcD 89 DG
Doeond (BE) — o0 ond 3¢ o0 odm D¢ Dedecd






PAINTINGS OF

SRI LANKA

SIGIRIYA

NANDANA CHUTIWONGS
LEELANANDA PREMATILLEKE
ROLAND SILVA

PHOTOGRAPHY
M. W. E. KARUNARATNE

ARCHAEOLOGICAL SURVEY OF SRI LANKA
CENTENARY PUBLICATIONS
CENTRAL CULTURAL FUND

COLOMBO
1990



''''''
..............

® Copyright by the Archaeological Survey of Sri Lanka, 1990
All rights reserved, No part of this publication may be reproduced, stored in a retrieval system or transmitted in any
form or by any means, electronic, mechanical, photocopying, recording or otherwise, without the prior permission of
the Archaeological Survey of Sri Lanka.

ISBN 055-613-025-X

Printed by the Department of Government Printing, Sri Lanka.



“As Sumeru is the chief of the mountains,
as the king is the chief of men,
Even so in this world
is the practice of painting the chief of all arts.”

Visnudharmottara, Third Khanda xliii, 39.

Dedicated
to
The painters of Sri Lanka, known and unknown,
who created these
for the serene joy and emotion of all.
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A

FOREWORD

I am happy to learn that the Central Cultural Fund has taken advantage of the 100 years of
research by the Archaeological Department to publish a monumental series covering the
invaluable heritage of the mural paintings in this country.

It is well known that the appreciation of mural paintings had played a significant role in
the lifestyle of the people of this land.

The elements of culture, as highlighted here, have been initiated from the living traditions
of the past. The threats to the preservation of our cultural heritage were, no doubt, due to a
situation consequent to 450 years of subjugation.

I'would like to congratulate the Hon. W. J. M. Lokubandara, Minister of Cultural Affairs
and Information and the Hon. P. B. Kaviratne, Minister for Socio-Cultural Integration for the
guidance and direction given towards the resurgence of the cultural heritage of this country.

The mural paintings recorded in these thirty volumes will provide the rural artists of this
country a sense of appreciation and recognition of the work of their ancestors. This will surely
result in a renaissance of the tradition of wall paintings of this country. We have to, in the first
instance, stem the unfortunate tide of a dying profession of mural painters. As the second step, we
have to inspire the rural artists to get back to the noble traditions.

I would like to place on record with appreciation the multidisciplinary effort made in
presenting an international standard production brought out within the shores of this Island by
enlightened and dedicated personnel such as Mr, N. U. Jayawardane, Financial Co-ordinator,
Mr. Neville Nanayakkara, Head of the Publishing Enterprise, and Prof. Leelananda
Prematilleke, the Leader of the Research Team. The catalyst that brought these three disciplines
together was indeed, Dr. Roland Silva, the Director General of the Central Cultural Fund.

Let me take this opportunity to congratulate the Department of Archaeology for its 100
years of service to a nation that is rich in its cultural property and heritage, and its personnel who
have worked with dedication and sacrifice. Let me congratulate the Central Cultural Fund and its
band of dynamic specialists, who have laboured for 10 long years and have focused the attention of
the International Community to the treasures of our forefathers. These treasures have been
declared today as Monuments and Sites of World Heritage and as Cultural Property of Mankind.

L v

D. B. Wijetunga,
Prime Minister.

Prime Minister's Office,
150, R. A. de Mel Mawatha,
Colombo 3.

Sri Lanka.

25th May, 1990.
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PREFACE
AND
ACKNOWLEDGEMENTS

The present series titled the ‘Paintings of Sri Lanka’, and published in thirty volumes, was
conceived as part of a one-hundred-volume record of archaeological research, accrued through a
century of such activity in Sri Lanka. It was felt that archaeology, often misinterpreted as a
subject of exclusive research, should also be presented in this centenary series as a discipline
"digging out’ information of popular public interest in a comprehensible manner. This series,
therefore, presents a part of a hundred selected themes culled from the arts of painting, sculpture,
architecture and other items of cultural heritage found in the island.

The selection of the thirty sites portraying paintings has been undertaken with two criteria
in mind. They have been chosen to represent Sri Lankan artistic trends and talents through the
centuries, covering different periods of painting and schools of art ranging from highly
sophisticated representation to those in folk style. In addition, the sites represent a broad
geographical distribution within the painting context of Sri Lanka, in a north-south, east-west,
hill-country and low-country spread.

Several visits were made to each of the thirty shrines, and investigations conducted on-the-
spot with the aim of providing the reader with a comprehensive knowledge of the sacred site. The
historical context, the distribution of murals and their arrangement, the date, colour scheme, st yle
and other details of the paintings have been written about. This information complements the
coloured visual presentations using photographs.

Among the painted shrines selected for study are some which have hitherto remained
fairly obscure or unrecorded. The publication of such examples is particularly significant in terms
of the mural content and the aesthetic trends expressed by these.

Since the themes are mainly Buddbhist in nature, a Pali vocabulary has been primarily
used, except in instances where Sanskrit equivalents have become the established norm. Such
terms are given in italics in the text, with a glossary appended to each introduction. A number of
books which present research material on the history of painting in Sri Lanka are noted in the
select bibliography given in each volume. There has been no attempt to synthesise this
information in the albums, and the data so recorded is that collected from the sites during the
survey.

The format of these albums was inspired by the UNESCO Art Series, since this has
established a norm in combining text and illustrations to achieve a reasonable degree of clarity, in
a presentation of this nature.

The authors accept full responsibility in the selection of photographs, and gratefully
acknowledge the assistance received from the two senior photographers of the Archaeological
Survey and the Cultural Triangle Project of Sri Lanka, M. W. E. Karunaratne and I. S.
Madanayake respectively. It is their dedicated work that has brought these excellent illustrations
within reach of the public. The team of photographic assistants, from light bearers to film

developers, deserve our gratitude. We are grateful to Kushan Manjusri for the ornemental
sketches separating the sections of the text and Wasana de Silva for the illustrations introducing
the Sites.

The authors wish to place on special record, the kindness they encountered at each
temple and shrine from the custodians of these invaluable art treasures, whether a venerable
thero, a lay guardian or an archaeological officer.
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We express our deep appreciation to the following: The Chairman of the National
Committee for Fund Raising for the Central Cultural Fund, N. U. Jayawardane, and the Officials
of the Sampath Bank, for their steerage of these publications. To Neville Nanayakkara, the
Government Printer and his staff, for bravely undertaking a publication venture of this
magnitude. We owe our deepest appreciation to the Honourable D. B. Wijetunga,the Prime
Minister of Sri Lanka and, the Chairman of the Board of Governors of the Central Cultural Fund,
who has backed us throughout to achieve this result.

We are particularly grateful to the public patrons of the arts in this country who have
helped to bridge the vital gap between the spiritual ideal and the monetary real by purchasing half
the books prior to actual publication, thereby, providing the necessary capital in advance.

Finally, we appreciatively record the assistance and encouragement given by the members
of our relevant institutions, namely, the Institute of South Asian Archaeology, University of
Amsterdam, The Netherlands; the Department of Archaeology, University of Peradeniya, Sri
Lanka; the Archaecological Survey of Sri Lanka; and the Central Cultural Fund, Sri Lanka.

Nandana Chutiwongs

Senior Lecturer, South Asian Archaeology, University of Amsterdam,
The Netherlands.

Leelananda Prematilleke
Professor of Archaeology, University of Peradeniya, Sri Lanka.

Roland Silva
Commissioner of Archaeology, Sri Lanka.

7th July 1990,



INTRODUCTION

igiriya, the fortress hill with the renowned paintings, is situated in the Geographical
Inamaluva Korale of Matale District in the Central Province and is about “*“**"
16 km. north-east of Dambulla. The rock is approached by the Inamaluva
Road which turns off from the Dambulla-Trincomalee highway. The rock itself is a
mass of gneiss rising almost precipitously to a height of more than 180 metres above
the surrounding plain. Sigiriya has its sister rock Pidurangala, which is rather flat
and elongated in comparison to the vertical and almost pebble-like form of Sigiriya.
Sigiriya constitutes a striking vista in the extensive northern plain. It is
apparent that King Kassapa of Sigiriya chose the rock to build his palace to vie with
Alakamanda, the abode of Kuvera, the lord of wealth, while Pidurangala was
turned into a shrine of religious worship.
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\ uch has been written about the history of Sigiriya, unlike other lesser
M known places and the site needs no elaborate description. As one writer
3 comments: “The fame of Sigiri Rock dates from the ancient period of the

1sland’s history. The genius associated with it is King Kassapa (477 - 495 A.D.). It
was he who transformed this rock, 600 feet high, well nigh unscalable and

precipitous into the most impregnable fortress of ancient Ceylon and built a planned
city around it. It is an epic of engineering skill that would thrill any visitor.'

The archaeological elements of the site as suggested by the drip-ledgedcaves
with pre-Christian Brahmi inscriptions, indicate the use of Sigiriya and the
neighbouring Pidurangala by forest-dwelling monks from very early times. The
road-links would also have connected Sigiriya with the then capital of
Anuradhapura and the southern sub-capital Magama. Consequent to the wrath
directed against Kassapa due to his patricidal act, he may have sought security in
the lion-profiled rock of Sigiriya, which he developed and named the ‘Lion-rock’
(Sinha-giri). The Mahavamsa records that the king built a palace on the rock like
unto a second Alakamanda, and lived there like Kuvera. All the constituent sections
of the city of Kuvera, such as the Manasa lake, the mountain-passage
Krauncarandhara, the red arsenic plain, the crystalline palace components and the
passage of lightening and clouds traversing through the Himalayas, seem to have
been appropriately introduced and symbolized by the skilful useof nature’s gifts at
Sigiriya. There is, no doubt, that Kassapa had recourse to the inspiration of
Kalidasa’s classical idealism prevailing at the time in North India, while his brother
Moggallana sought aid from South India to defeat the king. Moggallana’s (495-
512) ascent to the throne at Anuradhapura and his handing over the rock of Sigiriya
to the monks brought about the end to this temporary transfer of city during this
short period. Thus the Sigiriya monastery seems to have regained its position as a
resort of the forest-dwellers called the Dharmarucikas who followed a Mahayanist
form of Buddhism under the Abhayagiri sect and were opposed to the orthodox
Mahavihara. The Mahavamsa continues to record that there were two occasions of
further killings of royalty at Sigiriya in Samghatissa II and Moggallana III. Both
these incidents had taken place at Sigiriya at the beginning and the end of the
seventh century. Thereafter, the name of Sigiriya ceases to occur in the chronicles.

The rediscovery of Sigiriya was made by Forbes in the first decade of the
nineteenth century, and the rock was scaled by Adams and Bailey in 1853, thereby
opening the gates for the study of Sigiriya from an art—historical and a scientific
point of view. Planned antiquarian research was pioneered by Bell, the first
Commissioner of the Archacological Survey of Sri Lanka from 1890,
Archaeological activities, based on Sigiriya have been greatly enhanced in the last
one hundred years to the extent that the architecture and paintings of Sigiriya have
won the admiration of world connoisseurs. The Sigiriya graffiti describing the

Historical
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ladies painted on the rock surface, ranging between the sixth and thirteenth
centuries, form a storehouse of evidence for the study of the history, culture, and
language of the island during this long period.
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monument with paintings related to this field. The site itself had much
natural potential for design and, no doubt, for this reason, was hand-picked
for the modelling of a royal abode.

S igiriya, unlike most other sites in this series, is predominantly a secular

In brief, the site consists of a massive stone boulder which rises more than
180 metres above the plain, with a mass of giant pebbles found at the foot of this
rock. The face of this giant monolith and the underside of the smaller scattered
boulders formed the ground for the most exquisite surviving murals of Sri Lanka.

The large boulder and the smaller rocks at Sigiriya were dressed with a
sharp drip-ledge, cut above the area that the painters intended to plaster and sketch.
The smaller rocks were converted into rooms for living, and in these instances it were
the ceilings and the interior walls that were painted, In the case of the western face,
however, the massive rock functioned as a theatrical backdrop to the paintings. The
site of Sigiriya was, therefore, both an open and sheltered display of fine paintings of
the classical era.

The collection of paintings at Sigiriya can be divided on this basis into those
found on the western face of the massive rock boulder, which have been exposed to
the elements ever since they were drawn 1,500 years before and a second lot in
sheltered caves originally enclosed by walls. The latter are considered to be
somewhat later than those on the exposed rock surface. There is, at present, no
accepted theory about the contents of either group, but they present much variety
and aesthetic divergence on the basis of colour and subject-matter.

The total area of the massive rock surface on the western and northern sides
below the drip-ledge was painted and this could have been as extensive as 13,500
square metres, It is for this reason that John Still referred to this painting as the
largest mural ever attempted by man. The edge of this was the gallery along which
the commuters moved between the summit and the water gardens.

The paintings in the caves were much less extensive if seen separately, but if
the wall and ceiling areas of the thirty to forty such caves were taken together, it
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could have been substantial. The bulk of the painted caves are on the western slope
of the rock, and in the area of the boulder gardens. Many of these have numerous

superimposed painted layers.
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rock surface half way up on the west side. Five figures of damsels floating
among the clouds are confined to pocket A, and eighteen to pocket B,
making a total of twenty three maidens. Most of them are arranged in pairs, usually
consisting of a lady and a maid. The ladies hold flowers by their stems, in clusters, or
are wrought into garlands, while the maids hold up flower trays or cosmetic boxes.

T he major group of paintings at Sigiriya are preserved in the pockets of the

Another set of paintings adorn the rock ceiling of Cave 7. This consists of
apparently a large number of female figures, most of which are also arranged in
pairs. They differ from the set painted on the upper part of the main rock in that they
are full-bodied and many of the figures are damaged by the elements. Below them,
are traces of foliage and the spreading branches of trees are seen in the background.

Traces of ancient paintings are also preserved in the Naipenaguha
(Cobrahood Cave). These consist of large medallions and several accompanying
bands of ornamentation painted on the high ceiling. The central medallion contains
an intricate design consisting of stylised aquatic animals with exuberant curly tails,
confined within a border of a diamond and an ovoid motif. The decorative band
contains a large version of an alternating diamond and circle motif, each element of
which is formed by one such stylised and fabulous aquatic creatures: a dolphin
occupies the circle and a swan-like bird fills the diamond-shaped pattern. A
continuous row of stylised dolphins with their tails ending in rich swirling scrolls
form the second broad band of ornamentation. These bands of decoration are
separated from one another by ornate borders consisting of the diamond and ovoid
or diamond and circle motif, flanked by two pearled rims.

The Asana cave contains painted fragments of a scene. Two figures are
discernible, one being a male in the attitude of worship and the second a standing
personage, apparently an attendant divinity, holding a flower and a flywhisk. These
figures in the room can suggest that an image of the Buddha was placed on the
existing throne. This scene was evidently painted over an older layer of mural which
was part of a tree and foliage scene of the earlier epoch.

of Paintings
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igiriya stands out as the only site where secular paintings are found. These Subjecr

San: represented by the paintings on the upper pockets of the rock, along
the passageway leading up to the royal residence and consist exclusively

of female figures floating among the clouds. They probably represent a synthesis of
the conventional theme of flower-scattering celestials, well-known in Buddhist and
Hindu art, and a personal idiosyncrasy of the king himself. As indicated in the
Mahavamsa, Kassapa equated himself with Kuvera. the God of Wealth residing
upon the Mountain Alaka. It is, therefore, possible that the whole court consisting of
queens, daughters and maid servants too could have been conceived of as celestial
ladies attending upon Kuvera. This hypothesis is substantiated by two facts. Firstly,
all the figures are females in contrast to the usual convention of depicting flower-
scattering celestials in pairs of males and females. Secondly, the ladies are not
stereotyped generalized configurations of celestial beauties. They seem to belong to
different phases of maturity, and each maintains certain individual traits in outlook
and expression. All of them are exceedingly charming, and yet among them there is
a mature and elder figure with a sedate look (plate 1), in contrast to the young
maidens with near innocent charm (plate 3). Glamorous and candid female figures
(plates 8, 15 and 19)appear side by side with static ladies of proud and thoughtful
mien (plates 6 and 13). A rather inelegant serious-looking and barely idealised
figure amongst them (plate 17) seems to recall the typical image of a duenna. The
ladies often appear in pairs, each consisting of a yellow-complexioned damsel and a
dark-coloured one. Many such pairs were apparently meant to represent a golden
royal lady and her attendant dark-skinned maid and yet one such pair (plates 4 and
19), golden-hued and dark-skinned, appears to be equal in status floating side by
side in the same proud attitude and wearing nearly equally rich ornaments. The
blouse worn by the dark maiden (plate 4) is not always an indication of a lower rank
as usually assumed, since it is also worn by another golden lady (plate 4) as well as
by her maid. The dark skin, usually considered a sign of lower social status and less
refined type, is evidently not confined only to the ladies’ companions. This note-
worthy feature in the Sigiriya painting recalls an item of information concerning
Kassapa’s household as told in the Mahavamsa. According to the chronicle,
Kassapa had two favourite daughters, Bodhi (light) and Uppalavanna (blue lily-
complexioned), together with whom he consecrated the newly reconstructed
[surumuniya temple, renamed as Bo-Upulvan Kasubgiri-vihara. This pair of light-
complexioned and dark hued ladies (plates 4 and 19) could, therefore, represent the
two royal princesses whose complexion was apparently reflected in their names,
deified as celestial beauties roaming the paradise of the God-king.

The paintings upon the rock near the foothill also contain a number of
female figures, most of which are now seen only in outline. These differ from the
ones on the upper rock surface in that they are depicted full-bodied, some in an
attitude suggestive of flying in space and others in a state of static stillness. These
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paintirgs, apparently made in a later period, must have been influenced to some
extent by the celestial /court ladies in the upper passage, who have made a deep
impression upon all those who beheld them through the centuries, as evidenced by
the graffiti. The later artists, in adorning the lower caves, a century or two later
probably retained the memory of Sigiriya as the mountain abode of a divinity, and
therefore, considered the theme of celestial maidens showering flowers as an
appropriate subject for their contribution.

A later series of paintings in the Asana cave is, undoubtedly religious,
apparently dating from the time when Sigiriya had again become a monastic
establishment. One panel depicts a worshipping scene. Two figures, one in the
gesture of adoration, another apparently standing holding a flower with the right
hand and a flywhisk in the left, form part of this scene. In an earlier period of
painting is the representation of a grove consisting of trees and foliage. More trees
and foliage motifs adorn the ceiling of Cave No. 7.

Fragments of rich decorative motifs, similar in theme and style to those
adorning the ceilings of many caves at Ajanta, are preserved on the soffit of the
Naipenaguha (Cobrahood Cave).

are those assumed to have been painted on the upper parts of the rock face
during the period of King Kassapa, at the end of the fifth century. This
traditional date assigned to the paintin gs seems acceptable on stylistic grounds. The

earliest graffiti in the gallery below, datable to the sixth century, refer to these
maidens painted on the rock.

T he paintings of Sigiriya belong to several phases of execution. The earliest

The paintings belonging to Cave No.7 appear to be of a later period probably
of the late sixth century. This hypothesis is based on the use of the dark Prussian
blue colour as against the Lapis-lazuli of the fifth century series. The figure style
seen here is not far remote from the fifth century norms. However, the ornaments
used here include the sacred thread (upavita) which is not a part of the mode of the
fifth century but is a regular feature found in Indian painting and sculpture
belonging to the end of the sixth century and later.

The painting of the Cobrahood cave can also be assigned to about the late
sixth or the early seventh century. The decorative motifs shown there, especially
those of the stylised animals, are similar to those found in Cave Nos.17 and 1 at

Daite



Ajanta, which are dated to about the sixth and seventh centuries. The exuberant
trends in these depictions at Sigiriya, bring them nearer in style and expression to
the paintings of the seventh century in Cave No.l at Ajanta.

The worshipping scene painted on the ceiling of the Asana cave possibly
dates to about the twelfth century, with a style comparable to the paintings at the
Tivanka Pilimage at Polonnaruva. This has been painted over an older layer of
murals representing a foliage scene, a part of which is seen and which could be dated
to the sixth or seventh century on the basis of the graffiti indited on the painted
surface.

sienna, brown, green and white. Yellow is used in two different tones, that

is the golden hue of the skin of the noble ladies in general, and the light
creamy colour seen in the blouse of one of them (plate 4). Green is usually copper-
green, and rarely the light leaf-green which is sometimes seen in the head-dress of
the ladies. The white is often applied to pick up the ornaments and the white of the
eyes, while the outlines of the figures are usually in a brown tone. Pink appears
occasionally in flowers. Grey is rare but used in two tones, light and dark, as seen in
the head-dress of the lady with the creamy yellow blouse (plate 4). Light blue, which
has been claimed as not being used in this series is actually found, applied sparingly.
This colour was reserved for special features such as the eyes, the gems upon the
tiaras and the wristlets. The background colour is a mixture of various shades of
lighter tones, though dark grey or black has been used behind the figures to
highlight them in a few cases (plate 15).

T he dominant colours used in the upper face of the rock are yellow, burnt-

In Cave No. 7 below, the outlines and shading are in burntsienna. The
bodies of the figures are in light yellow. The green stripes of the dresses and of the
foliage appear to be copper-green. A dark Prussian blue has been used here for the
stripes on the skirts of some of the ladies. The background as seen today is a light
cream.

In the Asana cave the background is again burntsienna. The foliage is in two
shades of copper-green. Yellow seems to have been used sparingly. The layer of
plaster which contains a later painting is whitish grey, with the outlines of the
figures drawn in black.

The red colour of the paintings in the Cobrahood Cave is also burntsienna
The green used in the background of the circle and diamond motifs and in the studs

Colour
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of the borders is a copper-green. Blue is applied rather profusely to the background
of the scroll motif. The yellow in this case has been used extensively to provide a rich
golden effect in the overall design.

you

rather than a laboured and precise execution. This is apparent in the line-

work of the body and the facial details, and in the single-layered
pigmentation executed in one sweep of the brush on a wet surface. This technique
has provided volume to the figures by the application of a single brush stroke along
the outline, unlike at Ajanta where tonal gradation of colour is used for this purpose.
There is no artificial highlighting of prominent features by using white as applied at
Ajanta. Instead, the subtle application of colour as seen at Sigiriya makes the
figures glow as if with light from within. Since the paintings on the main rock
surface were to be viewed from afar, there does not seem to have been any necessity
to work out the details finely. All the figures are seen to float in space behind the
clouds. The clouds are generally patches of colour although some are marked with
broad wavy lines.

T he work attitude of the painters at Sigiriya seems to have been swiftness,

The eyes, nose, lips, chin, breasts, waist and hips of the ladies, all reflect
classical ideals of beauty. However, there are individualistic expressions reflective
of mood, age and action. The artist’s corrections of the positions of the hand and
occasionally even of the shapes of the breasts and the nipples can be observed. The
ultimate mood and personality of the painted figures have been brought out through
the expressions of the eyes rather than through their postures which appear to be
conventional. The hands and fingers holding flowers, however, are always elegant
and expressive of their light and delicate touch. The flowers carried in the hands are
realistically painted and at the same time idealistically presented. One usually
notices a marked difference in expression and attitude between the mistress and the
maid especially when they are positioned side by side.

Two types of feminine garments are used. The ladies are usually depicted as
being bare-breasted, but the bodices are worn by some of them in contradistinction
to the standard custom where such a garment is usually confined to women of lower
status. Here, at Sigiriya, it appears to have been used by mistresses and maids alike,
although the latter are sometimes seen wearing an additional breast-band. A
characteristic lower garment worn by the figures is the vertically striped skirt with
its knotted ends pleated and displayed. The wristlets which are constantly used

Style



belong to the multi-ringed type with studs of precious stones. The regular type of
neck-ornaments consists of a large circular pendant on chain, worn together with a
multi-strand pearl necklace. The armbands consist of a series of pearl strings. The
ear-ornaments are of two types, those in the shape of large discs and those with
heavy pendants. The head-dresses are either floral or of the coronet type.

The figures of the later work in the lower caves are different in their
representations of the complete body. However, these are so badly worn out that
there can be little comment with regard to style. In any event, these figures too have
attempted to reflect the classical ideals of beauty similar to those portrayed on the
face of the rock. They also seem to float in space, as suggested by two of them, their
legs bent backwards being in a typical flying attitude. One of these ladies here is
seen o wear an upavita which is not found in the series above. A disc-shaped ear-
ornament and anklets are also observed in this figure. The black sketch in the Asana
cave is an outline of possibly a flywhisk bearer and a worshipper, in a style
comparable to the twelfth century paintings in the Tivanka Pilimage.

The foliage examples seen in Cave No. 7 and in the Asana cave consist of a
variety of botanical types. Stylistically they are quite different. Those in the Asana
cave conform more to the conventional type and display at the same time the use of a
dark background. Cave No. 7 retains botanically more accurate sketches executed
upon a light background.

The decorative motifs in the Cobrahood cave record a sophistication
unparalleled in the art history of the classical period in Sri Lanka. Adequate designs
are still found on the ceiling to reveal a decorative scheme which is remarkably rich,
grand and well-ordered. Imaginative and stylised forms of a water-bird and a
dolphin have been incorporated into a geometrical diamond pattern and into a
circular medallion type. Animated forms with all their vigorous movements and
intricate details are thus made to conform to geometrical shapes of squares,
diamonds, circles and straight lines. More attention has been paid to the details and
the colours here than in the case of the paintings on the upper face of the rock.

i 8

any have attempted to compare the Sigiriya paintings with those of
Ajanta. In this regard the flow of influence has to be considered from the
> <X» <5 point of view of those paintings that are earlier than or contemporaneous
with Sigiriya, and possibly also from other areas of art like sculpture.
Unfortunately, the examples found at Ajanta that are previous to Sigiriya are rare.

Comparison
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Those that are earlier than Sigiriya include certain panels in Cave No. 10, while the
majority of the paintings in Cave Nos. 16 and 17 may be more or less contemporary
with Sigiriya. This attempt to compare the two sites has been based on reasonable
deductions, since there are clear stylistic similarities between the two sites. The
figurative style and the ideals of beauty expressed at Sigiriya also find parallels at
Ajanta. The artists working at both sites closely followed the classical Indian
tradition. The Sigiriya ladies are equally full-breasted and slender-waisted but lack
the visibly sensuous languidness of the Ajanta figures. The celestial /court ladies at
Sigiriya carry a poise in keeping with regal dignity and spirited alertness. Their
inherent sensuousness and vivacity seem to be toned down by a touch of calm intent,
serious purpose and firm conviction, which appear to be the hallmark of the Sri
Lankan plastic arts from earliest times upto the end of the Polonnaruva period.

It is clear to any observer that there are two distinct types of physical
representation at Sigiriya. One is the northern Aryan type with full body and of fair
complexion, while the other the slender form and of darker hue. The first is the more
prominent type found at Ajanta, whereas the other is also represented in a minor
role such as those depicted in Cave No. 2.

Jewellery seems to have been used sparingly at Sigiriya, perhaps due to the
height of the paintings from the viewer. Alternatively, the accent could have been
intentionally laid on the graceful forms and lines rather than on their trappings. The
type of jewellery worn by the ladies of Sigiriya shows features in keeping with
Indian traditions of the Gupta and pre-Gupta eras as is seen from the paintings and
sculptures. The type of wristlet constantly worn at Sigiriya and used only sparingly
at Ajanta during the Gupta period conforms to the archaic modes of the Sunga,
Kushana and Andhra styles. The combinations of necklaces of the style used at
Sigiriya compares well with the simple types sporadically used at Ajanta, specially
in Caves 16 and 17. But Ajanta paintings show a distinct favour for the more
elaborate types, and the chain with a heavy medallion is frequently replaced by the
more delicate pearl strings. The metal coronets worn at Sigiriya find parallels in the
Gupta type of head-dress used at Ajanta, in painting and sculpture, and in the
sculptures of the Western Calukyas from the end of the fifth century onwards. The
flower-wrought hair-styles of the Sigiriya ladies appear to have been a legacy of the
Andhra/Amaravati conventions but were not substantially in vogue at Ajanta.

The dress follows the Indian convention, but displays localised features such
as the favour for vertically striped skirts which are rare at Ajanta, and the mode of
wearing breast-bands together with a bodice.

The lady with the upavita depicted in Cave No. 7 compares well with certain
sixth-seventh century panels at Ajanta. The physical form of the figure seems to



show a relaxed softness which is typical of Ajanta, and is seldom seen in the group of
celestial /court ladies on the upper part of the rock. This can also, perhaps indicate
another wave of inspiration from the late phase at Ajanta, in the sixth-seventh
century period.

The decorative motifs on the ceiling of the Cobrahood cave are similar in
style and concept to those found in Cave Nos. 17 and | at Ajanta. However, the
exuberance of the design at Sigiriya seems closer to the seventh century style of
Cave 1. In spite of the inspiration of Ajanta the artists at Sigiriva display much
originality in the successful integration of the animal forms into the strict geometric
frames of diamonds and circles, and these are without any parallels from Ajanta.
Moreover, the artists at Sigiriya seem to have been selective in the use of the animal
forms, and confined themselves to only two species of aquatic creatures, namely, the
water-bird and the dolphin.
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Arimbuva
Katarolu (flower)
Sapu (flower)
Tali

Upavita

Vatakolu (flower)

GLOSSARY

A decorative motif formed by a row of circles
(Katarolu) A creeper bearing blue flowers
Campaka flower ‘michelia champaka’

(Tali) A large pendant worn by women

(Upavita) a sacred thread, worn around the body by the members
of the higher castes of the Indian social system, and by noble and
divine figures in Indian art

(Vitakolu) A creeper bearing yellow flowers
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PLATE | - LADY WITH FLOWERS
Rock-Face, Pockets A and B

The lady is holding a sapu flower in her right hand and a bunch of three flowers ftwo red latus
buds and a red lily in bloom) in her left. The figure shown in profile is among the besr
portrayals displaying classical beauty The heavy bosomed figure with a slender waist. a
persuasive belly and rippling curves, seems to pulsate with life under the hand of a master.
The coiffure is arranged ina top-knot and is decked with flowers that are held by a filler, the
edge of which seems to flutter in the breeze hovering over her head; a feature which remains
unexcelled in ancient classical art. The artist. in capturing the half-closed lotus-like eyes
gazing ar the sapu flower in front. has infused a meditative air into the mood of the lady. She
seems towear a jacket of thin transparent material. The details of the jewellery are shown by
mere suggestive brush-strokes, to be further envisaged by the visitor from a distance.
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PLATEZ-F[NGEEJNDHDWERS
Rock-Face, Pockets A and B

Detail of Plate } expressing the delicacy with which the Singers are holding flowers. The
hands and the flowers form a perfect and balanced composition, against the fine contours af
the breasts and of the belly, marked with the traditional three curves of beauty.

51






Seoa 3. J=iod o odoin Dead g asmmedi
ol meda, © oo & apd ode

285 ol B8l oo Sed o mﬂqﬂ:ﬁcxﬁgﬁiﬂﬂﬂﬂi{ﬂcﬂf@aﬁmm:&gﬁ
mmmaaewagmamquqmmm oo 888 80 e
=] qeﬂgﬁcdmﬁwmccmcﬂﬁﬁmfaéﬁmgmcgwmdﬁm
S o sgnamond O 2o fod g St 583 S8min coieat o I8 5508 go
B8y s SIEHS DA POSeRiEd ¥ DA sosmm S TS0 ¢ Seemlie quosed
REom pROESa A0 sSenmSs ol cnd mamE NSscd 8¢ deodl are som A2

PLATE 3 - GOLDEN-GREEN AND DARK-HUED ONES
Rock-Face, Pockets A and B

The pair of golden-green and the dark-hued maidens are so beautifully described by the
Sigiriya poets. They compare ane toa yellow vatakolu' flower here seen entwined witha blue
‘katarolu’ bloom. The golden-colovred one with her nude upper body bedecked with carefully
selected jewellery and the hair decorated with a tiara, displays classical beauty with
Jeminine agility in a vivid manner. The maid. wedring a red transparent blouse in addition to

the ornamental jewellery, is holding a tray of flowers in Sront of the golden lady leaning
herself in a gentle and cordial Festure.
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PLATE 4 - FLOATING AMONG THE CLOUDS
Rock-Face, Pockets A and B

A dark-hued maiden floating among the clouds is shown in a graceful balanced movement

with her hand gestures, as if gliding away from the golden one (Plate 19). She wears an upper
garment of diaphanous cloth covering her Jull bosom upto the neck. The striped lower
garment is the favourite skirt worn by these court ladies. The elaborate coiffure is of
exceptional elegance, consisting of a rich gem-studded coronet. There is nothing to indicate
that she is the maid-servant of the other one (Plate 19). She wears equally rich ornaments ana
even appears to play the lead role among this pair. Perhaps she is a reflection of the dark-

skinned daughter of the god-king. princess Uppalavanna, seen in the company of her fair-

complexioned sister. princess Bodhi (Plate I9). here immortalised by the painters af
Sigiriva,
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PLATE 5 - MISTRESS AND MAID
Rock-Face, Pockets A and B

Mistress and maid in a parallel pose to plate 3. The lady seems to be depicted bare-breasted.
while the maid wears a thin bodice with a fine wavy pattern. The mistress has

apparently just picked a sprig of sapu flower from the tray in the hands of her maid.
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FLATE&—GDLDENIADYWITHASPRIGOFWU
Rock-Face, Pockets A and B
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PLATE 7 - BANGLES, FINGERS AND A SAPU SPRIG
Rock-Face, Pockets A and B

A detail of plate 6 showing the right hand holding the sprig consisting of a full-blown sapu
flower flanked by two buds. The details of the flower establish its unmistakable identity.
The painting has. moreover, brought out in full the delicate beaury of this flower, reminding
thase who know it of its subtle scent which still seems to fill the air at Sigiri va. The floral

bunch provides yet another pase to the manifold ways in which the blooms are held by the
different ladies of the Sigiri Court
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FLATE!-IAD\'WTI‘HAWANTDNIME
Rock-Face, Pockets A and B

A golden-hued damsel displaying an unusual pose with her head tilted and the eyes fixed
towards a point in space. The lines of the eyes and the mouth are most expressive, while the

movemenis of the fingers and the details of her ornaments appear 1o be more variegaied than
in all other cases.
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PLATE 9 - FINGERS AND FLOWER
Rock-Face, Pockets A and B

A hand pose where a maiden tenderly holds a sapu flower with her soft and slender fingers.

The pose is very similar to the one illustrated in plate 2. but in this
other hand bearing more sapu flowers.
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PLATE 10 - FAN-LIKE SASH
Rock-Face, Pockets A and B

The lower part of a dark-hued damsel showing the details of her cloth decoration. The
upper part was desiroyed by vandals in recent times She seems to wear a tightly draped
skirt, the end folds of which Jallin a broad fan-like sash spreading out from the waist. The
colaurs of red, green and yellow contrast with regal lustre.
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PLATE 11 —Wﬁlﬂ.ﬂmmm
Rock-Face, Pockets A and B

Adetail of a golden-hued lady with a leaning body and with a typical hand posture. The right
hand holds a cluster of flawers while the other is slightly raised with the palm turned
upwards as if 1o regulate the fall of flowers. The brush-strokes applied expertly and swiftly

along the subtle cortour-lines give such gracious form. a pliable volume and an illusion of
softness.
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PLATE 12 - OBLIQUE LOOK
Rock-Face, Pockets A and B

The questioning glance of the golden-hued damsel, with characteristic hand paositions. The
subtle swing of the figure looking back, with the shapely body still turned to the fore adding
unusual charm to this rhythmic pose. Her jewellery and pearls compete to fall over the
bosom of perfect form. The broad sets of wristlets lining the long arms are the same as those
worn by others, but here display an unusual glow due to the expert touches of colour. The
lady wears a transparent and fine-textured bodice and head-ornaments made of leaves and

Slowers. A few lines, representing the primary sketch of the artist, can be seen above her right
shoulder and near her left arm
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PLATE 13 - THOUGHTFUL ONE
Rock-Face, Pockets A and B

A slender lady with slender stature holding a cluster of flowers in her right hand, while the
left is siretched across her body in the usual manner. The flowers ornamenting her hair fall
over both shoulders covering them like epaulettes. The breast-band worn around the bosom
is seen through the diaphanous red blouse. A monochromed skirt covers a part of the waixt,
with a broad sash flying off the left hip.
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PLATE 14 - FLOWERS AND FEMALE FORM
Rock-Face, Pockets A and B

The golden-hued body has large round breasts and prominent nipples that show through the
diaphanous cover. The left hand holds gemly a delicate sapu flower in the palm. The large
and heavy thali sporting an outsized central gem contrast with the soft strings of pearls
decorating the neck, chest and the arms. These together constitute a simple and yer grand
combination that enhances the beauty and richness af the feminine form.
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PLATE 15 - GLOWING EYES AND RAISED BROWS
Rock-Face, Pockets A and B

elegamtly holding a sapu flower by its stalk. The raised eyebrows reflect arather exaggerated
upper lid but the expression is still calm and dignified. The soft contours of the body kave
been visually picked up by the application of a dark colour around the Sform. The figure thus
glows, as if with inner light and life. in a remote corner of the rock pocker,
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PLATE 16 - DISTANT LOOK
Rock-Face, Pockets A and B

The face of a golden-hued lady displaying characteristic classical Jeatures. The oval face,
with long and highbridged nose, eyes like lotus petals and curved-up lips is executed in a
masterly manner which speaks of the high excellence achieved by the artists aof that age.
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PLATE 17 - MATURE LADY
Rock-Face, Pockets A and B

The head of an aged lady in profile. The body is completely destroyed. The coiffure is
arranged in a large bun tied with a ribbon, She wears a giant earring which balances the
compasition of the facial features in a striking manner. The figure represents the eldest
among the maidens at Sigiriya. Her serious and mature look qualifies her to function as the
duenna in the harem of the god-king.
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PLATE 18 — FINGERS AND FLOWERS
Rock-Face, Pockets A and B

Another way of holding flowers ar Sigiriya. A detail of plate 17, showing only the hand
holding a cluster of flowers tied together with a curling ribbon. The fingers are as stiff as the
expression on the face of the grand lady.
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PLATE. 19 - GOLD-LIKE SKIN
Rock-Face, Pockets A and B

This golden-skinned companion of the dark-hued maiden in plate 4 may have been an
tdealised image of the royal princess Bodhi, the sister of Uppalavanna and the daughter of
the god-king of Sigiriva as described in plate 24. Holding a cluster of flowers in her right
hand, the damsel delicately raises the fingers of the other as if to select the choicest of all
beautiful flowers to spray the visitors below.
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PLATE 20 - MISTRESS AND MAID
Rock-Face, Pockets A and B

Perhaps one of the most beautiful pairs of ladies among the Sigiriva murals, This pair in
particular has attracted the attention of both the connoisseur and the average visitor. The
golden figure is shown in perfect profile inthe act of opening the petals of ared lily using both
hands. She holds her pose with a seductive glance, turned-up lips, drooping shoulders,
prominent breasts and with creeper-like arms. Her coiffure and jewellery. her clothes and
make-up, are but comely features unsurpassed by her grace and beauty. She must have been
among those so vividly described by the visitors to the rock in ancient times. The maid
Sollowing her is carrying a tray of flowers, glancing down in @ modest manner. But her figure
also displays intrinsic aesthetic Siness, typical of the work of a master. Her hair is arranged

in bun-like fashion, topped by a jewelled tiara. Her colourful breast-band shines brightly
through the diaphanous blouse.
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PLATE 21 - CORRECTION OF HAND-POSE
Rock-Face, Pockets A and B

A detail of plate 20 showing a correction of the hand-pose. The artist seems to have changed

the hand-pose, 1o achieve a better balance in compasition with the other that iy holding the
flower tray at shoulder level, However. in making this instant change he had made no
attempt to remove the rejected lines and instead painted the breast-band and the red blouse
over the trace of the old sketch, which in any event, cannot be seen from a distance.
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PLATE 22 - FINGERS AND FLOWERS
Rock-Face, Pockets A and B

A detail of plate 20 showing a lily held in the left hand while it is being opened with the other.
Apart from the beautiful composition, the broad brush-strokes infused with tonal quality

suggest the creation of a skilled hand used to weaving classical technigues into an aestheiic
fabric
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PLATE 23 — LADY WITH RAISED FEET
Inner Ceiling — Cave No. 7

The best preserved painting of an airbound maiden displaying almost the whole body, with
the legs bent at the knees, in the pose of Iying. The shapely body displays full breasts in
contrast to the slender waist, a style that still echoes the classical idiom of the Sigiriya
masiers of the fifth century. However, the proportions of the limbs and especially the arms,
show the waning features of the older tradition. The colour scheme conforms to that of the
earlier period, with the addition af Prussian blue,
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PLATE 24 — FLYING NYMPH
Inner Ceiling — Cave No. 7

A flying nymph who bears a great similarity to the fifth century paintings on the rock in the
Jormulation of the body contours, the hand positions and in the colour scheme. The Sfigure
records a rare phenomenon in the mode of the dress, in displaying a short lower garment.
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PLATE 25 - CELESTIALS IN BLUE
Inner Ceiling - Cave No. 7
Some traces of celestial women showing lower limbs covered in a striped skirt. The mast

significant fearure in this painting is the presence of a dark Prussian blue pigment, which
colour is not used in the main series on the Jace of the rock.
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PLATE 26 - FLYING NYMPH
Inner Celling — Cave No. 7

One of the women shown in the attitude of flying in space. Unlike the

paintings on the upper
rock face, this figure shows traces aof the lower limbs as well,
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PLATE 27 - DAMSEL AND FLOWERS
Inner Ceiling — Cave No. 7

The outline drawing of a lady holding a flower which is somewhat similar to a painting on the
upper rock face but of poorer technique. This series was apparently executed one or two
hundred years later than the fifth cenlury masierpieces.

106






oo 28 sBead
aeo Sod oeo — meo qmd

PLATE 28 - DIVINITY

Inmer Ceiling — Asanaguha

A figure probably of a divinity. Only the outline of the painting remains, with slight traces of
colour. The painting belongs to the uppermast laver of plaster, indicating a later date than

that of the series in the mural pocket up on the rock. The oval face with thick lips and a broad

smile is reminiscent of the paintings of the twelfth century in the Tivanka {mage-house at
Polonnaruva.
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PLATE 29 - A TROPICAL GROVE

Inner Ceiling — Asanaguha

A part of a scene depfcﬁugagrmrecmr'mng of various trees. The outspread branches Sfull of
green foliage are seen Suttering against the red background, in a JSascinating design,

110






PLATE 30 - FLOWERS AND FOLIAGE

Inner Ceiling — Cave No, 7

A detail of the foliage forming part of a large composition covering the ceiling of the cave.

Only the outline of the paintin
sketching foliage.
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PLATE 31 - FLOWERS AND FOLIAGE
Inner Ceiling — Cave No. 7

A depiction of foliage in outline, showing lively movements created by free-hand brush-
strokes,
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PLATE 32 - DECORATIVE MOTIFS, BANDS, SQUARES AND OVALS
Inner Ceiling - Cobrahood Cave

Bands containing a series of stylised dolphins form a major decorative maotif in the design of
the ceiling at the cave. Figurative forms. however. are barely discernible among the
exuberant scroll-work which represents the tails and fins. The border motif on either side of
this band consists of a continuous row of squares and ovals, painted in the form of a gold band
set with green and red gems, sandwiched between two rows of pearls.
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PLATE 33 - BANDS, DIAMOND PATTERNS AND OVALS
Inner Ceiling — Cobrahood Cave
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PLATE 34 - MEDALLION
Inner Ceiling — Cobrahood Cave

A section of the scroll-painting on the cei ling of the cave. The medallion is bordered by a gold
band set with diamond-and-oval shaped gems in green and red. The space within the
medallion is filled with dolphins with stylised tails spreading like exuberant scroll work or a
whirling current. The composition gives the impression of a pond with a rich cluster of sea
weeds or a pond enlivened by the gush of water created by sporting aguatic animals.
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PLATE 35 - STYLISED DOLPHIN IN ROUNDEL
Inner Ceiling — Cobrahood Cave

A roundel which forms the diamond-and-circle motif of a decorated band. The space within
each circle is filled with a rolling doiphin and its swirling tail in the form of rich scroll-work
which almast obliterates its form. The adoption of intricate details into firm geometrical
JSframes appears to have been one of the special features of this set of paintings at Sigiriva.
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PLATE 36 - WATER-FOWL IN A DIAMOND SHAPED FRAME
Inner Ceiling - Cobrahood Cave

A diamond pattern belonging ta the same band as plate 35. Here it is a water-bird with a
swirling curly tail that fills the geometrical space. The roundel and the diamond are drawn
alternatively in the central part of the band, with the background Silled inwith a bottle green
pigment.
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