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Origin of the Amida Triad (Ba[5RPE=&) in Gandhara

AoF—=FI12E1TBFRE=ZE DR
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Katsumi Tanabe

Introductory Remarks
The so-called Amida triad consists of the Buddha Amida ( BR[#REE. amituo) that is called in Sanskrit
Amitabha ( 5 {A ) alias Amitayus (#E&EF#{L ), and the two attendant bodhisattvas : Avaloki-
tasvara/Avalokitesvara (Oloi$para, % 3% ) and Mahasthamaprapta /Mahasthanaprapta( 25 %= 3%
[#% ). Amida seems to have derived from Amitaha/Amidaha, the Middle Indic form of the Sanskrit
Amitabha (Karashima 2009:121, 123, 126; 2010: 15, 29, 33, 36; 2014: 465).

The identification and origin of the Buddha Amida in Gandharan art was already described in
detail in my two previous and one forthcoming articles (Tanabe 2019; 2020; 2021a). According to
these studies of mine, one of the earliest Gandharan Amida images is preaching Buddha (Fig.1) with
both samghati-covered shoulders and in the attitude of dharmacakramudra, seated on a lotus throne
and adorned with double haloes ( — # FJ #H %) : a round nimbus and a large mandorla/aureole
(prabhavali, 2 5 ¢, 18 & )
(Henmi 1935: 289-296; Liebert
1976: 223). Mandorla/aureole is vi-
sualization of the vyamaprabha ( 3L
Jt #H , six feet long rays of light,
éclat large d’une brasse), one of the
Thirty-Two Great Marks ( =+ —
KLFRAH) of the Mahayana Bud-
dha according to the eighth volume
of the Mahaprajiiaparamitopadesa
( KRB EF )(T. 25. n0.1509, 114c;
Lamotte 1944: 454; Fujita 1985:
419). Eventually, this type of the
Buddha Amida image can be iden-

tified as the Buddha Amitabha

Fig. 1 Preaching Buddha Amida and bodhisattvas, H: 64. 5

emitting infinite light. Unfortu-
8 £ cm, Ancient Orient Museum, Tokyo
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nately, this type of the Buddha Amitabha image remains in small numbers (Vogel 1906: pl. XLVIIIb;
Foucher 1917: pl. XXV-1; Majumdar 1937: 67-68, pl. IXc; Marshall 1960: pl. 87-fig.122; Brough
1982: 68/473: Salomon/ Schopen 2002: fig.1; Basu 2005:35, fig.36; Tokyo National Museum 2015:
pl.22; Tanabe 2019: figs.2, 4 ; 2020: figs.14,15; 2021a: figs.12, 15, 18).

On the other hand, there remain many Gandharan Amida triads in which central preaching Bud-
dha (Fig.2) is not equipped with double haloes but only with a round nimbus. This second type of
the Amida Buddha image is predominant in Gandharan Amida triads and might be identified as the
Buddha Amitayus emphasizing infinite life (amitayus) rather than infinite light (amitabha). Needless
to say, this typological classification of Amitabha and Amitayus images based on mandola/aureole is
rather simplified and requires further scrutiny. For instance, the Kharostht ‘amridaha’ or ‘amridae’
inscribed on the so-called Brough’s Amida triad (Fig.3) should be proven to be the dative or loca-
tive form of Gandhari amitaha/amidaha/amita’a/ of Amitabha (Brough 1982: 66; Salomon/Schopen
2002: 27; Karashima 2009: 121-122; 2014: 465). Anyhow, I would like to temporarily maintain this
hypothetical classification until a better and alternative explanation with regard to double haloes will
be offered.

According to Seishi Karashima’s investigation, Amitabha preceded Amitayus. He proposed the
following phonological evolution from Amitabha to Amitayus in Gandhart (Karashimal999:141,

note 34; 2009:121-122; 2014: 466; Nattier 2006:190, 197, fi[#5fE =Amitabha=Amida’a).

Amidaha (Amitabha in Sanskrit)— Amidahu —Amida’u —Amidayu (Amitayus in Sanskrit)

This phonological chronology corresponds with the aforementioned typological one of the Bud-

dha Amida images based on mandorla/aureole. In my previous articles quoted above, I maintained

Fig.2 Amida triad, H: 55 cm, Acc. No. Fig. 3 Amida triad, H: 24 cm, The
PMO02772, Peshawar Museum State Art Museum of Florida

b
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that the preaching Buddha Amitayus with a bare right shoulder without mandorla/aureole (Fig.2)
seems to have appeared slightly posterior to the one embellished with double haloes (Fig.1). The rea-
son why the Buddha Amitayus was represented without mandorla/aureole is that the infinite life can-
not be visualized by any means because it is invisible notion while the infinite radiance of Amitabha
can easily visualized by figurative form of mandorla/aureole. As to coexistence of the two appella-
tions (Amitabha and Amitayus) of the Buddha Amida, Kotatsu Fujita interestingly opined that there
were two groups of Amida worshippers one of whom gave priority to Amitabha while the other to
Amitayus (Fujita 1970: 320-321; 1985: 415; 2007: 280, 289; cf. Nattier 2007a: 190). Thus, my typo-
logical classification of the Amida Buddha images does not contradict Fujita’s assertion that appears
to be valid despite Karashima’s opposing argument (Karashima 2010: 31-32; 2014: 468).

Both attendant bodhisattvas are described as the two prominent ones in the Amida’s field (ksetra)
according to the Larger Sukhavativyitha and the earliest two Chinese translations of the Gandhart
Sukhavativyitha (T.12.n0.362: {450 B #R FE = HE = AA B R L FE 18 2 N & #% (Amitud sanyesanfo
saloéufdtan guodi réndao jing = KFTHRFERE , Da amitud jing); T12.n0.361: A5 M &y 1 425
#% (Wuliang qinging Pingdéngjué jing).

Mahasthamaprapta/Mahasthanaprapta forming the counterpart to Avalokite§vara has been de-
scribed, as a rule, as Mahasthamaprapta, not Mahasthanaprapta in Buddhist manuscripts (Edgerton
1972: vol. 11, 427; Monier-Williams 1964: 802).The reason why I dare to describe Mahasthanaprapta/
Mahasthamaprapta in the following, is that the name of Mahasthanaprapta is the original appellation
of this bodhisattva and preceded Mahasthamaprapta according to my study that will be developed in
the following chapter two of this article. The original name of Avalokite$vara is Avalokitasvara or
Avalokitasvara or Avalokitasmara according to Karashima (Karashima 1999: 40-42, 47, 57-62; 2014
470-474, 476-477).

On the assumption that the central preaching and seated Buddha depicted on both relief pan-
els (Figs.1, 2) is the Buddha Amida, I will attempt to demonstrate that the two bodhisattvas (Fig.4)
flanking the preaching and sitting Buddha Amida can be identified as two of the four bodhisattvas :
Avalokite$vara, Mahasthanaprapta/Mahasthamaprapta, Maitreya and Maijusri. By correctly identify-
ing these four attendant bodhisattvas of the Buddha Amida, I believe that I will be able to clarify the
Gandharan origin of the Amida triad.

Among these four bodhisattvas, Maitreya (Figs. 2, 4) wearing an 8-shaped bowknot and holding
a Brahmanic water flask or pot (kamandalu/kundika), and Mafijusii (Fig.5) holding a book (pustaka)
or a scroll were already correctly identified by our predecessors so that I do not need to revisit them (de
Mallmann 1964: 26-30; Sawoo 1983: 59, figs.1-3; Quagliotti 1990: 105-107, figs.1, 3, 6-8; Miyaji
2008: figs. 2-11, 13-18; Foucher 1917: pl. XXV2; Ingholt 1957: fig. 256). Therefore, in the following
1 will take up the former two bodhisattvas : AvalokiteSvara and Mahasthanaprapta/Mahasthamaprap-
ta because these two bodhisattvas are the original attendants of the Buddha Amida in Gandharan

Buddhism and Buddhist art.
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In addition, it must be kept in mind that since the three bodhisattvas Avalokitasvara,
Mahasthanaprapta and MaifijusrT are purely fictitious, nobody could not, cannot and probably is not
able to find concrete literary evidence to support or reject my hypothesis regarding their origins. All

that we can do is not beyond reasonable conjecture.

1 Origin of AvalokiteSvara Image in Gandhara
Regarding the bodhisattva Avalokite$vara, several articles and monographs have been published but
its origin is not clarified at all (de Mallmann 1948; Chandra 1988; Karashima 1999: 2014; Nattier
2007a, b; Boucher 2008;Yamada 2001; Miyaji 2001; Bautze-Picron 2004; Xiao 2016). According to
Karashima, the original etymology of Avalokite$vara is avalokita-smara (looked-recollection) denot-
ing ‘the one who observes remembering and recollecting ( /& )’ or avalokita-svara (looked-sound or
voice) meaning ‘the one who observes sounds ( & ) (Karashima 1999: 47-61; 2014: 470-477).

By phonological investigation he clarified phonetic changes of Avalokite$vara in the two arti-

cles published in 1999, 2009, and another in 2014 as follows:

Olokitaspara/Olokitaspara— Avalokita-smara /Avalokita-svara(Avalokita-§para)— Avalokitas-

vara—Avalokite$vara

Additionally, he remarked that the name of Avalokite$vara is supposed to have appeared for the
first time around 6" century CE (Karashima 1999: 47; 2014: 472 ). Therefore, in the following, I will
avoid this appellation as much as possible because it is not original name.

The Sanskrit word svara originally means sound but is supposed to signify also smara, that is,

PRSI 280 . wen
Fig. 4 Amida triad, H: 55 cm, The Heras Institute, Fig.5 Mafijusri, detail of a complex stele,
Munbai PM 03110, Peshawar Museum

—
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recollection, according to Karashima (1999: 59-60; 2014: 476-477). He surmised that as it is almost
impossible for human being to observe sounds, Avalokitasvara means ‘a man who observes (his
own) recollection or remembrance’.

Karashima mentioned that as smara /svara (recollection, /& ) is a mental action or conscious-
ness of mind, it is not easy to recognize it. However, he further added that as the cliché that the
Buddha Sakyamuni sees the minds of sentient beings is attested in Pali and Sanskrit siitras, it might
be possible to see and recognize the consciousness and mental action of man’s mind from outside
(Karashima 1999: 60-61; 2014: 477). In the chapter fourteen of the Buddhacarita is described about

the Buddha Sakyamuni’s smara after the Enlightenment as follows:

Then for seven days, free from discomfort of body, he sat, looking into his own mind, his eyes
never winking (Johnston 1984: 214, underline mine; Kajiyama et al. 1985: 167).

However, Karashima admitted that he was not convinced whether its original meaning was ‘the
one who sees (one’s) recollection’. In my opinion, his philological reconstruction is somewhat per-
plexing, not to say impossible. It is unbelievable that a bodhisattva with such a difficult notion was
created only by religious thoughts of Gandharan monks, regardless of Avalokitasvara or Avalokitas-
mara. Karashima himself confessed that such a name could not be created even by profound thinking
of monks nor by their philosophical investigation so that Gandharan Buddhism might have adopted
a local deity and sanskritized its name as Avalokitasvara or Avalokitasmara (Karashima 2003: 30;
2014: 480).

In case the name of Avalokitasvara or Avalokitasmara was not of Buddhist origin, did a local deity
that Karashima expected to have existed in Gandhara, belong to Kushan Zoroastrianism? A Japanese
scholar Kazuhiko Hayashi pointed out the relationship between Zoroastrian three gods (Sraosa, Mi-
thra and Rasnu) and the Amid triad and maintained that the origin of Avalokite§vara can be sought
in Sraosha, because the function of Sraosa is to listen to voices of gods and people and corresponds
precisely to that of Avalokitesvara to listen to suffering voices of sentient beings (Hayashi 1986: 97-
98).

It is true that in the Rabatak inscription from North Afghanistan are mentioned three Zoroastrian
psychopomps (yazatas) : SroSardo (Sraosa), Narasao and Miiro (Mithra) (Sims-Williams / Cribb
1995/6: 79; Sims-Williams 2004: 56). Sraosa and Mithra together with Rasnu function as judge of
the dead at Cinvat Bridge and Sraosa is supposed to protect the soul of the Kushan king Kanishka I
(127-151) in his afterlife (Gnoli 2009: 142, 153;Tanabe 2017: 23-24). Etymologically, Sraosa is un-
doubtedly derived from old Iranian Vsrav/érus (listen to, hear) that corresponds to the Sanskrit Véru
(listen to, hear)(Kreyenbroek 1985:7). However, SraoSa was worshipped, first of all, as guardian god
of the soul of the dead among the Kushans, not as benevolent listener to voices of sentient beings

(Gnoli 2009: 142, 150, 151, 153; Encyclopaedia Iranica online 2014: SRAOSA). Therefore, it is
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quite doubtful that the etymological function of Sraosa (listening) was taken very seriously by the
Kushans in Gandhara. What is more, SraoSa was assimilated into an Indian god Skanda, Karttikeya
and Kumara and syncretized with Mahasena, Vishakha in the Rabatak inscription, and struck anthro-
pomorphically as Skando-Komaro on the gold coin issued by the Kushan king Huvishka (152-190)
(Rosenfield 1967: 79, 99-100; Carter 2006: 354-355; Gnoli 2009:150-151).

On the other hand, the original function of Avalokite$vara, that is, Avalokitasvara is not listen-
ing to voices but ‘looking upon, viewing, beholding, seeing, noticing, observing voices as Karashima
already clarified (Karashima 1999: 52, 59-61; 2014: 470-472, 474-477) . Therefore, it is not ac-
ceptable to seek the origin of Avalokite$vara into the function of Sraosa, because they might partly
resemble each other but have no direct relation between them. In passing, I would like to draw atten-
tion to the fact that all the views proposed by Iranologists who have attempted to relate the Amida
triad (Amitabha-infinite light and Amitayus=infinite life) to Zoroastrian gods (Ahura Mazdah and
Zurvan akarna) and notions (infinite light and infinite time) are beyond doubt beside the mark as Ko-
tatsu Fujita already perfectly condemned because their comparative method does not prove anything
but simple and partial resemblance between them (Fujita 1970: 262-278; 2007: 256-258; as regards
mistaken Zoroastrian influence on the Buddha Amida, recently, Imoto 2009: 13-16 ; Mori 2010).

Therefore, we should attempt to find the origin of Avalokite$vara in the evolution of Gandharan
Buddhism, especially in Gandharan Buddhist triads such as the ‘complex stele’ of the Ancient Orient
Museum (Figs.1-4). On this ‘complex stele’ twelve nimbate bodhisattvas with the same handsome
face and wearing the same kind of headdress are depicted
sitting on a lotus throne after emerging from a lotus flower
as is described in the Chinese translations of the Gandhart
Sukhavativyitha/Amitabhavyitha (T.12. no. 362. 303c, 304b,
305a; Karashima 2000:102; 2001:137; 2009:123).

First, I will investigate the pensive and meditative bodhi-
sattva (Fig.6) seated to the proper left of the preaching Bud-
dha depicted on the ‘complex stele’ (Fig.1) of the Ancient
Orient Museum, following Karashima’s conclusion that
the original meaning of Avalokite$vara is Avalokitasmara/
Avalokitasvara, a being looking upon or observing own or
others’ recollection (Karashima 1999: 40, 60, 61; 2014: 477,
479).

Posture of recollection or remembering can be best vi-

sualized by pensive attitude of contemplation or meditation

not only in ancient times but also nowadays. Therefore, the

posture of looking upon or observing the action of mind F?g ‘%"\PCI;SI\;C boﬁhisa t‘tva, de ta
(A& ) leads us to remind of the pensive and meditative of Fig.1
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seated bodhisattva (Fig.6) depicted on this stele. The posture of this bodhisattva is that of profound
meditation and reflection (pratimukham smytimupasthapya), having placed mindfulness in front of
him, or having made himself conscious of the thought ( #4/% U/ ) on the preaching by the central
Buddha Amida (cf. the Catusparisat-siitra, the Mahaparinirvana-sitra and the Mahavadana-sitra,
Kloppenborg 1973: 100; Tanabe 2009/10:100-101; 2011: 85; the Mahavastu, Senart 1880, p. 268,
pratimukham smytimupasthapaitva, Jones 1952: 252, set up mindfulness before his face). According
to Yuichi Kajiyama, such a seated bodhisattva in pensive and meditative attitude may be making
deep meditation or contemplation ( &% ) on the Buddha Amida or innumerable celestial Buddhas,
as ‘pratyutpanna-buddha-sammukha-avasthita-samadhi ( #% fir = B )’ suggests (Kajiyama 1992:
294). In my opinion, the aim of pensive bodhisattva’s contemplation seems to be intended for the
peaching of the Buddha Amida at the center.

At a glance, this pensive and meditative bodhisattva seems to be looking down upon the lotus
pond. However, he does not stare at it nor several lotuses in the pond. I suppose that he does not pay
any attention to the pond and lotuses but is rather attentively listening to what the central Buddha
Amida is preaching (voices and sounds). Needless to say, other twelve bodhisattvas depicted on this
stele are also listeners of the Buddha Amida, although each of their attitudes differs from one anoth-
er. These listeners and their varying attitudes remind us of what is described in the earliest Chinese
translation of the original Larger Sukhavativyitha (T12. no. 362, p. 305c¢).

This siitra says that among the bodhisattvas/arhats ( [ - [ %2 ) there are those who want
only to listen to the siitra (preached by the Buddha Amida), or those who want only to listen to mu-
sic, and others who want only to smell fragrance of flowers. On the contrary, there are bodhisattvas /
arhats who do not want to listen to the siitra, music and fragrance of flower (Karashima 2003: 27).
Therefore, the pensive and meditative bodhisattva who is a member of the audience of the Buddha
Amida can be regarded as the most attentive and enthusiastic listener among them (Lerner 1986:13,
figs.3, 4).

Next, [ will examine whether we can apply the original etymological meaning of Avalokitasvara/
Avalokitasmara proposed by Karashima to this pensive and meditative bodhisattva or not. Avalokit-
asvara consists of two words: avalokita (seen, observed) and svara (=smara, contemplation, medita-
tion, & EME ) (Karashiama 2014: 477, 480).

Avalokita is divided into two parts: prefix ava (below) and past participle lokita (looked) derived
from the verb Vlok (see, look). Eventually, Avalokita might mean originally ‘being looked down’.
Additionally, avaVlok means ‘to look, look upon or at, view, behold, see, notice, observe’ (Moni-
er-Williams 1964:103). Consequently, its past participle ‘avalokita’ means ‘seen, viewed, observed
(Monier-Williams 1964:103; cf. Boucher 2008: 301-303). Accordingly, avalokitasvara can mean
‘someone’s contemplation or meditation observed or looked’ in the passive voice or * someone ob-
served or looked contemplation or meditation’ in the active voice. Karashima interpreted Avalokitas-

vara in the active voice as ‘one who saw, observed contemplation or meditation” and made an ambig-
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uous remark that Avalokitasvara means ‘the one who observes contemplation or meditation, without
clarifying whether it is one’s own or that of another (Karashima 2014: 477, 480).

However, such a philological interpretation that Avalokitasvara is the bodhisattva who observes
his own contemplation or that of others, is hard to understand. In my opinion, a philological inves-
tigation is liable to lead to misunderstanding, and therefore, it is necessary to verify such an inter-
pretation based on phonological analysis by comparing it with figural images of Avalokitasvara/
Avalokitasvara. So as to verify whether Karashima’s interpretation is valid or not, the old view on

Avalokitesvara proposed by Albert Griinwedel in 1900 is worth quoting. It runs as follows:

Das Sanskritwort (Avalokitesvara) kann aber, nur iibersetzt werden « der Herr, welcher angeseh-
en wird oder wurde », und man kénnte auf den Gedanken kommen, dass der iiber seinem Scheitel
sitzende kleine Amitabha etwas mit der Bezeichnung, deren eigentlicher Sinn spéter nicht mehr
verstanden worden wiére, zu thun haben konnte; Le mot sanscrit (Avalokitegvara), ne peut étre autre-
ment traduit que par «le maitre, qui est regardé ou qui fiit regardé » et on pourrait croire que le petit
Amitabha assis dans la coiffure, a eu une influence sur cette designation, dont le sens n’a plus été

compris plus tard (Griinwedel 1900b:128; 1900¢:130).

Griinwedel took ‘avalokita’ in the passive voice and interpreted it as ‘looked by someone’ (ang-
esehen or regardé) and interpreted Avalokite§vara/Avalokita-1§vara as the ‘lord looked by Amitabha’
who is depicted in a turban crest of the former (de Lubac 1954: 105-106). Griinwedel’s interpre-
tation might be corroborated by a small, transformed seated preaching Buddha Amida ({k{4) in
the turban crest (Fig.7) of a standing bodhisattva (Fig.8) now housed in the Peshawar Museum
(Acc.no0.1967) (Foucher 1918: 189, 242, figs.399, 429; de Mallmann 1948: pls. Ia, XXIa; Ingholt
1957:117, 142-143, figs. 242, 326; Takata 1979: 21-22, figs.19-11; Tokyo National Museum 2002:
pl.12; Boucher 2008: figs. 2-3; Jongeward 2019:103, pl.72). :

However, I cannot accept Griinwedel’s interpretation in
all aspects because we have not enough examples of small
transformed Amida Buddha seated in turban crest of bodhi-
sattva images from Gandhara in order to prove that the
transformed Buddha Amida was depicted in the turban crest
when the image of Avalokitasvara/Avalokitasvara created
in Gandhara. In addition, as the standing bodhisattva image
(Fig.8) with the transformed Amida seated in the crest is
dated stylistically from later period of Gandharan sculpture,
it is not likely that the earliest image of Avalokitasvara/

Avalokitasvara had a turban crest containing a transformed

Fig. 7 Buddha Amida in turban
crest, detail of Fig. 8

Buddha Amida. As far as my knowledge goes, all the so-
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called Avalokitesvara images from Gandhara with such a transformed Buddha in the turban crest are
standing (Figs.8, 9), not sitting (Harle 1974: 128-129, fig.71; Czuma 1985: 198-199, pl.109; Fuss-
man 1987: fig. 3; Miyaji 2007: 61, pl. 26). If Avalokitasvara/Avalokitasvara is depicted standing and
the transformed preaching Buddha Amida in the crest is seated, the relevant Amida Buddha cannot
set eyes on the entire body of Avalokitasvara/Avalokitagvara.

Rejecting Griinwedel’s interpretation, I propose that Avalokitasvara/Avalokita§vara means ‘the
one whose meditation was seen by someone’. This interpretation can easily be corroborated by a
pensive bodhisattva image holding a lotus on the complex stele (Fig. 6) or the Amida triad (Figs.3, 4)
(Brough 1982: 69/473; Salomon/ Schopen 2002: fig.1).

From the above investigation it might be concluded that the notion and name of Avalokitasvara
/Olokitasvara/Oloi$para/Avalokitasvara was derived from the pensive image of a bodhisattva (Fig.6)
depicted to the proper left side of the Buddha Amida (Figs.1, 3). In other words, the original image of
Avalokite$vara was not visualized and created from the description of the Gandhart Sukhavativyitha/
Amitabhavyiiha recension but the relevant Gandhar text was written referring to such a ready-made
seated image of a pensive bodhisattva as is depicted in the Ancient Orient Museum stele (Figs.1,6). I
assume that such a prototype or forerunner of Avalokitasvara/Avalokite§vara image went ahead and
the text relevant to it followed, not vice versa.

The most important characteristics of the seated bodhisattva (Fig.6) on the Ancient Orient Muse-
um stele are his pensive attitude and a lotus held in the left hand. Therefore, it might be concluded
that the prototype of Avalokite$vara is a pensive bodhisattva seated holding a lotus as the attribute
in the left hand (padmapani). Prototype is here something like a ‘potential image’ that is ready for
accepting a new meaning (compassion, %% 7£ ) and function (savior, 3 # & ). However, it is not

certain whether this pensive bodhisattva had already such functions as compassion and savior. The

Fig. 8 Avalokitesvara standing, H: Fig.9 Amida triad, H: 62 cm, Agon Shu, Kyoto
107 cm, Peshawar Museum
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Fig. 10 Amida preaching in the Sukhavati, H: 37 cm, Matsuoka Museum of Art, Toi(yo

pensive posture was derived from the prince Siddhartha’s attitude depicted in Gandharan relief pan-
els (Lee 1993: 311-315, figs.1-4). Still more importantly, two pensive bodhisattvas are depicted on
a stele (Fig.10) on which a seated Buddha (Amida) is preaching surrounded by twenty bodhisattvas
arranged in tiers (Matsuoka Museum of Art 1994: pl.16; Tobu Museum of Art 1998:153, pl.122). In
my opinion, this stele depicting the Buddha Amida preaching in the Sukhavati, as it were, its oldest
trial and experimental image, preceded that of the Ancient Orient Museum, and the two relevant pen-
sive bodhisattva (Fig.11) without a lotus in hand are likely precursory of padmapani-type bodhisat-
tva image (Tanabe 2021a, b).

As for the lotus, it is not restricted to this sole bodhi-
sattva (Fig.6) depicted on this stele (Fig.1) because the lotus
is held also by other five bodhisattvas. Probably, in this ste-
le the lotus symbolizes a miraculous rebirth through lotus
flower in Sukhavati of the Buddha Amida or the respect for
him, but has no functional meaning. Therefore, the lotus and
‘padmapani ° could be easily replaced by another attribute
and bodhisattva, for instance, garland and garland-bearer
as is attested to by many bodhisattva images (Fig.12) of
Gandhara (Ingholt 1957: figs. 316, 326 ; Takatal964: 67,
fig.1; Miyaji/Yamada 1985: pls. I1I-1, III-1, VI-1, IX-1, X-1,
2, XIV-5; Kurital990: figs.154, 164-169;Tokyo National
Museum 2015: pl. 22).

Thus, the origin of one of the two bodhisattvas making
Gandharan Amida triad, that is, AvalokiteSvara is definitive-

ly clarified.

Fig. 11 One of the two pensive
bodhisattvas, detail of Fig.10

_‘]0_



JAPAN SOCIETY FOR HELLENISTIC-ISLAM ARCHAEOLOGICAL STUDIES 2020

II Origin of Mahasthanaprapta/Mahasthamaprapta image in Gandhara

A Chinese Buddhist pilgrim Faxian ( 588 ) reports in the Records of the Buddhistic Kingdoms (ff}
[El5C) that in India, south of Mathura, Mahayanists worshipped the bodhisattvas Avalokite$vara and
Mafijusri, but the name of the bodhisattva Mahasthanaprapta/Mahasthamaprapta is not mentioned by
him (Giles 1923: 23; Nagasawal996: 46-47). Probably in India, the bodhisattva Mahasthanaprapta/
Mahastamaprapta was almost unknown and scarcely venerated by local Buddhists.

How about Mahasthanaprapta/Mahasthamaprapta in Gandhara?

The Sanskrit word ‘mahasthamaprapta’ means possessor of great power, force or vigor. However,
such a meaning appears to be too unnatural and artificial to be suddenly adopted for the name of a
bodhisattva who must have been born in a ‘complex stele’ (Fig.1) as is the case with aforementioned
Avalokitesvara. Therefore, we might be allowed to assume that the name of Mahasthamaprapta was
not original but secondary.

With regard to the origin of this bodhisattva, in 1901 J. Burgess asserted that Mahasthamaprapta
or Mahasthanaprapta is Maudgalyana ( H 455 ), one of the best disciples of the Buddha Sakyamuni
who was resurrected and reborn after death in the Amida’s Sukhavati Paradise (Griinwedel/Burgess
1901: 183). However, such an interesting hypothesis is hardly tenable because the Sanskrit Sukha-
vativyitha and its earliest Chinese translations never mention such a resurrection at all.

In 1948 M. Th. de Mallmann remarked that Mahasthamaprapta is a Zoroastrian war god Verethrag-
na (de Mallmann 1948: 90-95). She compared a Zoroastrian triad : Mithra-Zurvan akarna -Verethra-
gana with the Buddhist triad : Avalokite§vara -Amitayus-Mahasthamaprapta. Then, she identified
Amitayus (Infinite Life ) with Zurvan akarna (Endless Time), and Sun God Mithra with Avalokites-
vara, and Verethragna with Mahasthamaprapta. However, Zurvan akarna cannot be identified with
Amitayus because Infinite Life is not entirely identical
with Endless Time as G. Fussman correctly observes
(Zaehner 1955: 219-232; Fujita 1970: 273-278; Fuss-
man 1999: 555, Temps infini (Zurvan akarna) et Vie in-
finite (Amitayus) sont des concepts qui ne se recouvrent
pas entierement). Cult of Zurvan akarna is not attested
in the Zoroastrian pantheon known to the Kushans,
although Mithra (Miiro), Verethragna (Oshlagno) and
Ahura Mazdah(Ooromozdo) are depicted on the re-
verses of Kushan coins (Rosenfield 1967:81-83,95-96,
fig.9, coins 115 -117, 167, 168; Gobl 1984:166-167,
170, 172 ; Shenkar 2014:62, fig.14; Jongeward/Cribb/
Donovan 2015: 285, pl.14-387~388).

Worship of Zurvan akarna seems to have been
Fig. 12 Pensive Avalokitasvara, H: 68

prevalent in later Sasanian period in Iran and also in cm, The State Hermitage Museum
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Kapishi () , Zun) and Sogdiana (Azruva) from 6" to 7" centuries CE but not attested to by archaeo-
logical materials and literary sources of Kushan Gandhara (Benveniste 1946: 107; Kuwayama 1990:
167-173; Strausberg et al. 2015:133-134, 151, 238-239). What is more, Verethragna was accepted by
Buddhists in Gandhara and assimilated with Vajrapani, guardian of the Buddha Sakyamuni, being
depicted quite often on relief panels of the Buddha’s Life Story. Therefore, it is hardly tenable to as-
sume that Mahasthanaprapta / Mahasthamaprapta originated from Verethragna.

On the other hand, Lokesh Chandra maintained that Indra was transformed into Mahasthamaprap-
ta while Brahma into Avalokite$vara, but such an interpretation is beside the mark (Chandra 1988:11,
28). In Gandharan Amida triad (Fig.2) Brahma and Indra are represented together with Maitreya
and Avalokitesvara (Marshall 1960: pl.89, fig.124; Harle 1974: fig.71; Czuma 1985:198, pl.109). It
means that Brahma and Indra were distinctly differentiated from Mahasthamaprapta and Avalokites-
vara in Gandhara.

The Amitayur-dhyana-sitra (8 3 %81 & & 7% f# £% ) that was written by a Central Asian and
translated into Chinese by Kalayasas in 424 CE, says that Mahasthamaprapta is called ‘a bodhisattva
who obtained great strength or power ( K#'% )’ because he flashes over all sentient beings by light
of wisdom and make them escape from three bad places of naraka, preta and tyryagyoni, and subse-
quently make them aquire or he himself acquires infinite power (T.12. no. 365, 344a: LI E Y |, &
H—U, Sl =k, 155 1) RS I E |, 44 KB=E ). However, this explanation, seemingly
not original but later, cannot be accepted because what is written in that Central Asian satra is not
neccessarily applied to Gandharan Buddhist imagery.

As for the etymology of Mahasthamaprapta, maha means ‘great’ or ‘big’, sthama=sthaman means
‘strength’ and ‘power’, and prapta (pp. of \prap=gain) means ‘obtained, attained to’, ‘reached at’,
‘acquired’, ‘gained’. Therefore, Mahasthamaprapta means ‘the one who acquired great strength and
power’. Then, Mahasthamaprapta was translated into Chinese ‘word for word’ as KZ4E | 1554 E
or 15 K%, all of them designating the one who has obtained or reached at great strength, power and
influence (Wogihara 1979: 1023) .

In my opinion, it seems to be slightly unnatural and unreasonable that a bodhisattva who has such
a functional meaning of strength, power and influence suddenly appeared in such a cultic stele as
that of the Ancient Orient Museum (Fig.1) or a Mahayana siitra. The Larger Sukhavativyitha and its
earliest Chinese translations do not say that this bodhisattva has such meanings : strength, power and
influence (T12. no. 361, 362; Miiller 1894: 48, 52; Gomez 1996: 48, 97). I should like to assume that
strength, power and influence are not original meanings of Mahasthamaprapta.

If that were the case, what is the original meaning? My intuition tells me that the original meaning
is concerned with station, place and seat occupied by the relevant bodhisattva in a ‘complex stele’
(Fig.1). Precisely, Mahasthama originated and evolved from ‘ high place’, ‘high seat’, ‘high station’,
‘high position’, ‘lofty rank’ and so on. These meanings can be found in the Sanskrit word: mahastha-

na (Monier-Williams 1964: 802). Mahasthana has not a functional meaning but simply implies a
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place or location where the relevant bodhisattva sits. Therefore, I assume that mahasthana is more
appropriate than mahasthama for the name of the relevant bodhisattva. That is the reason why I dare
to hypothesize that Mahasthanaprapta was prior to Mahasthamaprapta, that is, the original name of
Mahasthamaprapta was Mahasthanaprapta occupying a great seat or position.

Although this seems to be my arbitrary and fictitious assumption at a glance, there have been at
least four scholars versed in Sanskrit manuscripts who adopted the name of Mahasthanaprapta in-
stead of Mahasthamaprapta for this bodhisattva.

First, Eugéne Burnouf transcribed the relevant bodhisattva as Mahasthanaprapta in the /n-
troduction a [’histoire du buddhisme indien published in 1844. In this book Burnouf translated
partly the Sanskrit Sukhavativyitha manuscripts that had been brought to Paris by B. H. Hodg-
son from Nepal. He wrote that one of the attendants of the Buddha Amida is Avalokitesvara and
the other Mahasthanaprapta (Burnouf 1844/1876: 101, note 2). However, he adopted the name
of Mahasthamaprapta in his translation of the Sadharmapundarikasiitra, le lotus de la bonne loi,
brought to Paris by Hodgson (Burnouf 1852: 2).

Second, in 1870 a German missionary Ernest. J. Eitel published the Hand-book for the Student
of Chinese Buddhism in which he mentioned Mahasthama and Mahasthanaprapta (Eitel 1870: 89).
Probably he adopted the name of Mahasthanaprapta from the books written by Burnouf and Stanislas
Julien whom he mentioned in the introduction of that book.

Third, A. Grilnwedel who described about a triad in the Lahore Museum collection (acc.no.1134)
adopted the names of Mahasthanaprapta and Padmapani as the two attendants of the Buddha Amida
in the second edition of the Buddhistische Kunst in Indien published in 1900 (Griinwedel 1900a: 122,
152, 169, 193, note 86, Nr.63, 83). He also adopted the same name in Mythologie des Buddhismus in
Tibet und der Mongolei (Grinwedel 1900b: 126, French edition: Mythologie du Buddhisme au Tibet
et en Mongolie 1900c:129). He continued to use the name of Mahasthanaprapta till 1920 when the
second edition of the Buddhistische Kunst in Indien was reprinted (Griinwedel 1920: 169). Unfortu-
nately, Griinwedel did not explain why he preferred Mahasthanaprapta to Mahasthamaprapta.

Almost contemporarily James Burgess adopted both Mahasthanaprapta and Mahasthama(prapta) in
the revised and enlarged English translation of Grilnwedel’s Buddhistische Kunst in Indien, i.e., Bud-
dhist Art in India (Burgess1901:183-185, 193,196, 205). However, he adopted only Mahasthanaprap-
ta in his article ‘The Gandhara Sculptures’ published in the Journal of Indian Art and Industry, vol.
VIII (Burgess 1898/1900: 38, 83, pl.16-1, 2, fig. 23). He probably followed Eitel’s Hand-book and
Grinwedel’s Buddhistische Kunst in Indien, second edition.

On the other hand, A.Foucher adopted only the name of Mahasthamaprapta in the L’Art
Gréco-Bouddhisque du Gandhdra, tome II (Foucher 1918: 240, 373) completely ignoring
Mahasthanaprapta that his predecessors, Burnouf and Griinwedel, adopted. It seems that since
Foucher the name of Mahasthamaprapta has been prevalent among the Indologists, Buddhologists

and historians of Buddhist art of India.
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However, in 1980s John Brough and Gerard Fussman exceptionally resumed to adopt the
name of Mahasthanaprapta. Brough made an assumption that the missing bodhisattva supposed to
be depicted to the proper right side of the preaching Buddha Amida in a fragmentary relief panel
(Fig.3) from Gandhara is Mahasthanaprapta (Brough 1982: 66). Unfortunately he did not explain the
reason why he adopted Mahasthanaprapta instead of Mahasthamaprapta. It is quite strange that he
ignored the name of Mahasthamaprapta because he must have known the name of Mahasthamaprap-
ta. He quoted in the article published in 1982 the encyclopaedia Hobogirin ( 1 F 5 #£ ) and the
Karunapundarika ( 253E#% ) written by his student Isshi Yamada both of which mention the name of
Mahasthamaprapta but not Mahasthanaprapta (Hobogirin 1929: 29-30; Yamada 1968: vol. I, 88-90,
vol. I, 114-123).

Be that as it may, Brough clarified the existence of the Amida triad in Gandhara by iden-
tifying Avalokite§vara first on this relief panel, and secondly Amitabha, and thirdly surmising
Mahasthanaprapta referring to the Kharostht inscription in which Olo’i$para (Avalokitesvara) and
Amridaha (Amitabha) are mentioned: (bu)dhamitrasa olo’ispare danamukhe budhamitrasa am-
ridaha (cf. Salomon/Schopen 2002: 27, figs.1-5; cf. Tanabe 2007: 295, pl.II-13 ). His surmise of
Mahasthanaprapta is based on a quite logical reasoning that Avalokite$vara’s counterpart must be
Mahasthanaprapta, because the counterpart of Avalokite$vara is Mahasthamaprapta in Chinese and
Japanese Buddhist art.

In 1987, with regard to the so-called Brussels Buddha (Fig.9) Fussman described the bodhisat-
tva standing to the proper right of the preaching Buddha Amida as Mahasthanaprapta admitting the
appellation by Brough and his above-quoted reasoning (Fussman 1987: 74-76, fig. 3). He also iden-
tified the bodhisattva with a transformed small Buddha in turban crest and standing to the proper
left of the Buddha as Avalokite$vara. Although the bodhisattva identified as Mahasthanaprapta by
Fussman holds a water flask and keeps 8-shaped hair-do just as well as the image of the bodhisattva
Maitreya (Fussman 1987: figs.5-7). It seems that he distinguished Mahasthanaprapta from Maitreya
by the canopy depicted above the triad despite the fact that there is no external and iconographical
difference between Maitreya and Mahasthanaprapta images (Fussman 1987:75-76; cf. Miyaji 2001:
20). In other words, he seems to accept that Maitreya and Mahasthanaprapta share a water-flask and
8-shaped hair-do in Gandhara.

However, Fussman abandoned the name of Mahasthanaprapta and began to adopt
Mahasthamaprapta in the paper ‘La place des Sukhavati-vyitha dans le bouddhisme indien’ published
in 1999 (Fussman 1999: 546). Furthermore, he adopted Mahasthamaprapta in the Early Iconography
of Avalokitesvara published in 2012 (Fussman/Quagliotti 2012: 34).

From the above, it is clear that there are two names as regards the counterpart of Avalokite$vara:
Mahasthanaprapta and Mahasthamaprapta. Why did this take place in Buddhist sttras and literature?
It is because there were two kinds of Sanskrit manuscript one of which describes the relevant bodhi-

sattva as Mahasthamaprapta while the other as Mahasthanaprapta. According to Kotatsu Fujita’s ‘The
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Larger Sukhavativyitha Romanized Text of the Sanskrit Manuscripts from Nepal, Part 11, there are
known thirty-eight Sanskrit manuscripts of the Sukhavativtitha, but only one manuscript describes
Mahasthnaprapta while the remaining thirty-seven describe Mahasthamaprapta, Mahaspamaprapta
and Sthamaprapta (Fujita 1993:1063). That only one manuscript was once owned by Ryukoku Uni-
versity in Kyoto but was already missing in 1970 (Fujita 1970: 15). However, it was photographed
and published by Taijun Inokuchi (Inokuchi 1986 : 103). I examined the picture of the manuscript
(Fig. 13 ) and found that the name of Mahasthanaprapta is clearly written on the second line from the
top as Fujita correctly deciphered.

On the other hand, Burnouf, Griinwedel and others seem to have read another manuscript of the
Sukhavativyitha which was brought to Paris by Hodgson. According to Fujita, that manuscript now
housed in the Bibliothéque Nationale describes Mahasthamaprapta not Mahasthanaprapta (Fujita
1993: 1063). Unfortunately, I cannot verify whether Fujita’s decipherment is correct or not, due to
the Convid-19 pandemic that has interrupted my visit to Paris.

In my opinion, Mahasthanaprapta is not a mistake by a writer of the relevant manuscript but it
miraculously and exceptionally survived from oblivion for a long time in Nepal. The shapes of the
DevanagarT letter M and N is quite different from one the other, and also in Kharostht and Brahmi.
Therefore, I assume that there was once a bodhisattva called Mahasthanaprapta in Gandhara. The
discovery of the fragments of the Gilgit-Bamiyan typed Sukhdavativyitha in the Scheayen Collection
dating from the 6" to 7th centuries CE, proved that there existed at least three versions or recensions
of this sttra (Harrison/Hartmann/Matsuda 2002:181). Therefore, Mahasthanaprapta might have been
written in an unknown Gandhari birch bark scrolls of the Sukhdvativyitha manuscript.

To prove that this name in Gandhart and Sanskrit actually existed in Gandhara I will take two
different approaches as follows.

First, I will examine the earliest Chinese translation of this name. Mahasthanaprapta is transcribed
as Mohenabo ( ERHREA ) in Chinese (Nattier 2007b:197-198, note 36 ). According to Jan Nattier,
this transcription derived from Mahanamaprapta rather than Mahasthamaprapta because in Chinese
translations Mahanama (Great Name, X4 ) was repeatedly translated mistakenly as ‘Great Strength

( K 7J, Mahasthama, /3 A $& )’. Therefore, inversely, Mahasthama ( K /J ) was transcribed as

wsmsm@am%m m&mﬁmmﬁ PRI

Fig; 13 Sukhdi)ativyﬁha manuscript, 29. 2 x 11cm, Ryukoku University, Kyoto
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Mahanama ( KX 44 ). This mistake and confusion led Mahasthamaprapta to Mdéhénabé (Maha-na-
ma-prapta, & F - I - $& ) . This is Nattier’s interpretation. Unfortunately, she did not take into
consideration the other name of Maha-(stha)na-prapta (JEZ - IR - $k) which can be transcribed as
Mdéhé-na-bo if ‘stha’ was abbreviated, and ‘na’ and ‘prapta’ were transcribed as na ( JIf ) and bo ( #4)
respectively. Even if Nattier’s interpretation was to the point, my assumption that Mahasthanaprapta
is the original name of Mahasthamaprapta can be still tenable and therefore cannot be rejected be-
cause Nattier’s assertion does not negate nor exclude the name of Mahasthanaprapta.

Second, I will examine the posture of the bodhisattva (Fig.14) seated to the proper right of the
preaching Buddha Amida depicted on the complex stele of the Ancient Orient Museum (Fig.1). Un-
doubtedly, the pensive bodhisattva (Fig.6) sitting on rattan seat with the left foot on lotus stool, hold-
ing a lotus in the left hand, with the right foot on the opposite knee (lalitasana or maharajalilasana),
the right hand raised toward the forehead, and the downcast head slightly inclined in an attitude of
contemplation, is almost a duplicate of Avalokitavara/Oloi$para/Avalokitasavara (Fig.3) and also of
an independent cultic image of Gandharan Avalokitasvara/Avalokitesvara (Figs.12, 15)(Saunders
1960:128-131, figs.47-49 ; Takata 1964: pl.V, figs.1-4; Matsuoka Museum 1994: pl.9; Tanabe 2007:
295, pl. I1-13). Therefore, this pensive bodhisattva can be called literally as Avalokitasvara/ Avaloki-
tagvara/Oloispara’.

On the opposite side to the proper right of the Buddha Amida are seated two bodhisattvas (Fig.1)

e

on rattan seat with the left hand lying on the left thigh, and with

crossed legs and both feet supported by lotus stool. It is apparent tha

this bodhisattva (Fig.14) nearer to the Buddha corresponds to the pen

sive bodhisattva (Fig.6). As far as the appearance is concerned, thes

two bodhisattvas are not different at all from other four seated bodhi

sattvas (Fig.1) on the second register from the top. They wear the same
kind of turban, ornaments and clothes, and therefore they are depicted
as simple audience of the preaching Buddha Amida. The bodhisattva
(Fig.14) depicted beside the Buddha has no iconographical peculiarity
with distinguishing attribute. He does not hold a lotus in the left hand
and raises the right hand that was broken and lost almost two thousand §

years ago. He might have held a lotus in the raised right hand. Even |

so, at a glance, he seems to be nothing more than a seemingly trivia Sl
listener from the iconographical view-point. However, he occupies a
very important place or position, that is, the proper right side of th

Buddha Amida.

According to Indo-Aryan laterality, the right (man) is superior to th

left (woman) (Bareau 1968; Pinault 2002: 248-261). This Indian value Flg. 14 Mahasthﬁnaprﬁ té,

judgement was widely adopted by Gandharan sculptors and can be detail of Fig. 1
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easily attested to by relief panels depicting the life story of the Buddha Sakyamuni: Dream of Queen
Maya, Birth of Siddhartha, Ambapali’s Donation of a Mango Grove and a tutelary pair of Pafichika
and Harit1. Therefore, the place occupied by that trivial bodhisattva (Fig.14) is the most valuable and
honorable position, so to speak, Brahma’s position, a Great Position, that is, mahdsthana in Sanskrit
and mahathana in Pali (Harrison/ Luczanits 2012: mahanapatta, 76, 84). In other words, although
this bodhisattva seems not to be prominent in so far as his outward feature is concerned, he occupies
a very important place to enable him rise to a high status, mahasthanaprapta (mahathanapatta in Pali)
that means the one who got a Great Position or Rank.

However, this high position has no function of great strength or power but is simply a place
(mahasthana) while mahasthama clearly signifies a distinct function of great strength. Eventually, as
that trivial bodhisattva (Fig.14) occupying the great position is not given a particular function, he has
no attribute nor specified headdress or hairstyle. Therefore, the name of Mahasthanaprapta undoubt-
edly took place prior to Mahasthamaprapta as I already remarked.

My observations collected in the foregoing pages may lead to conclude that this seated bodhisattva
(Fig.14) can make a triad with the pensive bodhisattva (Fig.6) if he is given an attribute. However,
he is not endowed with any specific attribute in the Ancient Orient Museum stele that is regarded as
one of the models or prototypes of Gandharan Amida triad: (right) Mahasthanaprapta—(center) the
Buddha Amida—(left) Avalokitasvara/smara (Olois$para).

Why is that stele’s triad still a model or prototype of Amida triad and not the earliest or original
Gandharan Amida triad itself ? It is because the relevant two bodhisattva are depicted still as two of
the audience of the preaching Buddha Amida and both are undistinguished from other bodhisattvas
in appearance. In my opinion, the Amida triad should be composed of relevant three figures more
distinctly isolated and separated from the audience. However, the bodhisattva Mahasthanaprapta
without attribute and special headdress attracts little attention. Although the pensive Avalokitasvara/
Oloi$para holding a lotus in the hand (Fig.6) is worth flanking the Buddha Amida, his counterpart
(Fig.14) is not worthy of flanking bodhisattva. They make, so to speak, only half of the Amida triad.
So, I hesitate to regard the stele of the Ancient Orient Museum as depicting the Amida triad, despite
the fact that Kimiaki Tanaka identified as such (Tanaka 2016: 115).

Be that as it may, it is now clear that the fundamental elements making the Gandharan triads
are established. They are Mahasthanaprapta/Amida/Avalokitasvara. The important feature of
Mahasthanaprapta is that this bodhisattva can easily be replaced by the other because it has no func-
tion and attribute in particular. This image is really ‘potential’ because Mahasthanaprapta is not a
proper noun as yet but rather a common noun. Then, the position or place of Mahasthanaprapta is
open and admitted to any bodhisattva or disciple of the Buddha Amida. Eventually, it could be of-
ten replaced by Maitreya, MafijusiT and even Avalokitasvara as is proved by many relief panels of
Gandhara (Miyaji 2008: 125, figs.1, 2, 3, 14-17, table 1; Ali/Qazi 2008:145-158). Mahasthanaprap-

ta could not become Mahasthamaprapta worthy of flanking bodhisattva until he was given an at-
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tribute, not to say, his own specified headdress or hairstyle. As is to be proved in the chapter III,
Mahasthanaprapta slightly transformed himself into Mahasthamaprapta when he was given a water
flask, attribute of the bodhisattva Maitreya and probably the functions of wisdom and savior. In re-
sponse to Mahasthamaprapta’s functions, Avalokitasvara/Avalokitasvara/Oloi§para might have been
given the functions of compassion and saviour.

Lastly I would like to infer that there seems to have been independent cultic images of

Mahasthamaprapta in Gandhara, some of which I will revisit in the next chapter.

III Emergence of the Amida Traid and the Image of Mahasthamaprapta
In the above two chapters, the prototypes of the two bodhisattvas flanking the Buddha Amida
are identified so that we can assume that the Amida triad was established in Gandhara, probably
from the middle of the second to third century CE.

The image of the Buddha Amida (Amitabha) that was identified by myself in the previous ar-
ticles is endowed with double haloes, that is, a nimbus and a large mandorla/ aureole surrounding
the entire body (Figs.1, 3,7)( cf. supra, Introductory Remarks). On the basis of mandola/aureole, it is
now possible, though to some extent and tentatively, to arrange the Gandharan Amitabha triads in

chronological order.

The first precursory phase is assigned to the Ancient Orient Museum stele (Fig.1).

The second phase is assigned to the Indian Museum fragment of the Amitabha triad (Fig.16)(Acc.
No. 5095/A23407) from Loriyan Tangai, and that of the Florida Museum of Art fragment of
the Amitabha triad (Fig.3).

The third phase is typified by the Amitabha triad of the Indian Museum (Fig.17)(Acc.No.5093,
Tokyo National Museum 2015: 60, pl. 21)

The fourth phase is typified by the Amitabha triad of Indian Museum (Fig.18)(Acc. No. 5090/
A23485, Burgess 1898/1990: 82-83, figs.22, 23, 25; Marshall 1960: pl.87; Tokyo National
Museum 2015: 61, pl. 22)

These four phases are associated with the double-haloed standing Buddha (BODDO) image
struck on the reverse of gold coins issued by Kanishka I (127-150) that seem to have been issued at
the end of his reign (Cribb 1999/2000: 165-167, 158, pl. I-1-5).

As for other many triads and ‘complex steles’ on which the central preaching Buddha (Amitayus)
lacks mandorla/aureole (Miyaji/Yamadal985: pls. I-XII; Harrison/Luczanits 2012: figs.1-17), I will
refrain from making a chronological arrangement of them because it is beyond the scope of this pa-
per and my present competence. Here, I will confine myself to referring to the triadic composition
of the Buddha Amida. As is noticed in the chapter 11, mahdasthanaprapta is an open place for every

bodhisattva and consequently the bodhisattva Mahasthanaprapta without attribute and specified

_‘]8_



JAPAN SOCIETY FOR HELLENISTIC-ISLAM ARCHAEOLOGICAL STUDIES 2020

headdress was easily and freely replaced by other bodhisattvas. Eventually, in Gandhara, the follow-
ing four types of triad were appeared in addition to the fundamental Buddha Amida (Amitabha/

Amitayus) triad: Mahasthamaprapta/Amida/Avalokitasvara.

1. Maitreya/Amida/Avalokitasvara
2. Avalokitasvara/Amida/Maitreya
3. Maifijusri/Amida/Avalokitasvara

4. Mahasthamaprapta/Amida/Maitreya

In these four groups, two seated bodhisattvas were often replaced by standing ones. The seclu-
sion of two bodhisattvas was done in order to emphasize independence and importance of the two
relevant bodhisattvas and change their function from audience of the Buddha Amida to his distin-
guished flanker.

As for the bodhisattva Mahasthamaprapta, it is extremely difficult to identify. However, those
with a water flask in the hand but without Brahmanic 8 shaped hairdo or bowknot might be identified
as Mahasthamaprapta (Miyaji/Yamada 1985: 20; Iwamatsu 1994: 220-224; Nounin 2008:12, 18). As
Akira Miyaji correctly observed, the attribute of water flask or pot of the bodhisattva Maitreya was
diverted to that of Mahasthamaprapta (Miyaji 2016: 50-51). His surmise is based on the description
of the Amitayur-dhyana-sitra ( #f 7i #81 & & 75 i #% ) about Mahasthamaprapta to the effect that
he wears a precious water flask or pot ( FJffi ) on the usnisa (topknot)( /A P& £ — T : T. 12.
no. 365. 344a). Although this siitra is said to have been compiled in Central Asia in the 5" century

Fig. 15 Pensive Avalokitasvara, H: 67cm, Fig. 16 Amida triad, H: 28 cm, Acc. No. 5095,
Matsuoka Museum of Art, Tokyo Indian Museum, Kolkata
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CE, information on Gandharan images of Mahasthamaprapta and Avalokite§vara was undoubtedly
transmitted to Central Asian Buddhist monks before that century. However, the relevant information
was not correct but contained a few iconographical mistakes. Contrary to the above description, no
Gandharan bodhisattva image has a water flask/pot on the forehead but hold it in the left hand. What
is more, Gandharan Avalokitesvara’s headdress (Figs.7, 8) does not contain a standing Amida image
but a seated one ( 244f; )( T12. no. 365. 343¢c). However, that siitra wrongly mentions that the crown
of Avalokite$vara contains a standing Buddha image ( H KA — 2 LA ) .

Probably, the compiler of the Amitayur-dhyana-sitra could not get correct information about
the Gandharan Mahasthamaprapta image and made the water flask/pot transplant from the left hand
to headdress in order to balance the miniature seated Buddha Amida image of Avalokitesvara’s head-
dress. Therefore, a bodhisattva flanking the Buddha Amida in Gandharan art can be identified as
Mahasthamaprapta (Fig.18) if he has a water flask in the left hand as Christian Luczanits observed,
and does not wear a Brahmanic bowknot or 8 shaped chignon (Luczanits in Klimburg-Salter 1995:
268, pl.133; Harrison/Luczanits 2012: 99, fig.12). As Harald Ingholt and Daniel Boucher remarked,
it is better not to restrict the water flask/pot to the attribute of Maitreya (Ingholt 1957:131, 135;
Boucher 2008: 317-318, notes 53, 54; Harrison/Luczanits 2012: 85). When Maitreya is represented
beside the Buddha Sakyamuni, his hairdo seems to be almost a Brahmanic 8 shaped bowknot or a
simple chignon (Taxila Museum, Acc.no. W.T.G.3; Miyaji/Yamada 1985: pl. XIII; Higuchi 1984:
pl.I-11; Huntington 1984: 166, fig.1; Zwalf 1996: vol. 11, 74,76, figs.117, 122; Jansen/Luczanits
2008: 270, 274, Cat.nos.188, 197). The hairdo of Maitreya (Metrago Boudo) struck on the reverse of
bronze coins issued by Kanishka I does not feature a bowknot but a simple chignon without tapering
tenon (Cribb 1999/2000:177, 187-189, figs. 1-5, pls. 5-6, 11-12). Furthermore, I cannot help assum-
ing it quite strange that only Maitreya has
two kinds of hairdo: 8 shaped bowknot and
bejewelled hairdo with tapering tenon.

Taking into consideration these ob-
servations, the typical bodhisattva image to
be identified as Mahasthamaprapta might be
the one (Fig.19) housed in the Lahore Mu-
seum (Ingholt 1957: 135, fig.289; Bussagli |
1984: 215). He has a water flask in the left |
hand and wears a bejeweled headdress with |
a tapering tenon. Ingholt identified this as |

Maitreya on the basis of the ‘lunar crescent’

below the tenon following the interpreta-
tion by Mario Bussagli (Bussagli 1949:

Fig. 17 Amida triad, H: 52cm, Acc. No. 5093,
359-360, fig.2; Ingholt 1957:135, fig.129; [pdian Museum, Kolkata
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Eschmann 1980: pl.17; Klimburg-Salter 1995: 271, pl.148; cf. Jansen/Luczanits 2008: 251, fig. 2,
274, Cat.no.198). However, it cannot be an exclusive attribute of Maitreya, because ‘lunar crescent’
is nothing but a common ornament of headdress decorating the head of Queen Maya and laymen
(Barthoux 1930: pls.46, 50c, 54c; Rhi 2019: 247-248). Thus, we can regard as ‘Mahasthamaprapta,
those bodhisattva images holding a water flask/pot, either seated or standing, that have an ordinary
headdress with tapering tenon or without it (Ingholt 1957: figs. 289, 308; Fussman 1987: 75-76, figs.
5-7; Jansen/Luczanits 2008: 244, 272, Cat.No.194). In any case, the position of mahdasthanaprapta
was not restricted to the bodhisattva Mahasthanaprapta /Mahasthamaprapta but open to Maitreya and
Maijusért (Fig. 5), or even to Avalokitasvara/Avalokitagvara. This is the reason why the pair of Mai-
treya and Avalokitasvara/Oloispara/ Avalokitagvara (Figs. 2, 4, 9, 17, 18), Maijusri and Avalokitas-
vara/Avalokitagvara (Fig.20) flanks the Buddha Amida in Gandharan Amida triads (Rosenfield 1967:
fig.92; Miyaji/Yamada 1985: pls.II-XII). Generally speaking, the pair of Maitreya and Avalokitas-

vara/Oloi$para/avalokitasvara outnumbers the other pairs.

Concluding Remarks
From the above, it is clarified that the Gandharan Amida triad evolved from the Buddha Amida’s
preaching scene such as that of the Ancient Orient Museum stele (Fig.1). From many bodhisattva im-
ages surrounding the Buddha Amida, the two were isolated and elevated to significant position flank-
ing the Buddha Amida. These two bodhisattvas were prototypes or forerunners of Avalokite$§vara and
Mahasthamaprapta.

The most important contribution of this paper might be the discovery of the ‘occupant of great

position’, that is, mahasthanaprapta that can explain why the two flanking attendants of the Bud-

Fig. 18 Amida triad, H: 85 cm, Acc. No. Fig. 19 Mahasthamaprapta, total
5090, Indian Museum, Kolkata height: 207 cm, Lahore Museum
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Fig. 20 Maiijusri/Amida/Avalokitasvara, H: 40 cm, Acc. No. 5092, Indian Museum, Kolkata

dha Amida are not always Avalokite§vara and Mahasthamaprapta as in Japanese Amida triads. In
Gandhara, Mahasthanaprapta, the precursor of Mahasthamaprapta was often replaced by Maitreya
and by Mafijusr.

What is more, the existence of the bodhisattva Mahasthanaprapta makes us convince that the
subject of the so-called ‘complex stele’ is the Preaching of the Buddha Amida and the Buddha Ami-
da’s field ( Br[#RFE+ , Sukhavati) . In addition, cultic images of the Buddha Amida, the bodhisat-
tvas Avalokitasvara/ Avalokitasvara/(possibly)Avalokite§vara, and Mahasthamaprapta were produced

undoubtedly in Gandhara.

Abbreviation

T: Taishé Shinshii Daizokyo ( K IE G KRR ) edited by J. Takakusu and K. Watanabe, Tokyo, 1924-1934.

Select Bibliography

Ali, 1. and Qazi, M. N.

2008  Gandharan Sculptures in the Peshawar Museum ( Life Story of Buddha), Mansehra: Hazara University.

Bareau, A.

1968 “Norme et latéralité dans la civilization indienne.” In Main droite et main gauche, eds. by R. Kourilsky and P.
Grapin, pp.157-179. Paris: Presses Universitaires de France.

Barthoux, J.-J.

1930 Les Fouilles de Hadda, 111 Figures et Figurines, Paris/ Bruxelles: Les Editions G.Van Oest.

Basu, S.K.

2005  The Way of the Buddha, reprint of the exhibition catalogue for Fine Arts Museum of Mongolia, Ulaanbaatar
1n 1993, Kolkata: Indian Museum.

Bautze-Picron, CI.

2004  “The universal compassionate Bodhisattva: Miscellaneous Aspects of Avalokitasvara/Avalokitesvara in In-

dia.” Silk Road Art and Archaeology 10: 225-290.

_22_



JAPAN SOCIETY FOR HELLENISTIC-ISLAM ARCHAEOLOGICAL STUDIES 2020

Benveniste, E.

1946 Véssantara Jataka, Paris: Paul Geuthner.

Boucher, D.

2008 “Is there an early Gandharan source for the cult of Avalokite§vara?” Journal Asiatique 296: 297-330.

Brough, J.

1982  ““Amitabha and Avalokite§vara in an inscribed Gandharan sculpture.” Indologica Taurinensia 10: 65-70.
Reprinted in John Brough Collected Papers, eds. by M. Hara and J. C. Wright, pp. 469-473. London: The
School of Oriental and African Studies, University of London.

Burgess, J.

1898/1900 “The Gandhara Sculptures.” The Journal of Indian Art and Industry 8: 23-92.

1901 Buddhist Art in India, by A. Griinwedel, translated by A. G. Gibson, revised and enlarged by J. Burgess, Lon-
don: Bernard Quaritch.

Burnouf, E.

1844  Introduction a [’histoire du Buddhisme indien, Paris: Maisonneuve.

1852  Le lotus de la bonne loi, Paris: Imprimerie Nationale.

Bussagli, M.

1949  “ Due statuette di Maitreya Nota sul simbolismo lunare del Buddhismo.” Annali Lateranensi 13: 355-390.

1984  L’Arte del Gandhara,Torino: Unione Tipografico-Editrice Torinese. French translation by F. Tissot, L ’Art du
Gandhara, 1996, Paris: La Pochothéque.

Carter, M. L.

2006 “Kaniska’s Bactrian Pantheon in the Rabatak Inscription: The Numismatic Evidence.” Proceedings of the 5"
Conference of the Societas Iranologica Europaea vol. 1: 351-357.

Chandra, L..

1988 The Thousand-Armed Avalokitesvara, New Delhi: Sh. M. Abhinav Publications.

Cribb, J.

1999/2000 “Kanishka’s Buddha image coins revisited.” Silk Road Art and Archaeology 6 : 151-190.

Czuma, S. J.

1985 Kushan Sculpture: Images from Early India, Cleveland: Cleveland Museum of Art.

de Lubac, H.

1955 Amida, Paris: Editions du Seuil.

de Mallmann, M. Th.

1948 Introduction a l’étude d’Avalokite¢vara, Paris: Civilisations du Sud.

1964  Etude iconographique sur MafijusrT, Paris: Adrien Maisonneuve.

Edgerton, F.

1972 Buddhist Hybrid Sanskrit Dictionary, 2 vols., Delhi: Motilal Banarsidass. Reprint of 1953 edition, Yale Uni-
versity Press, New Haven.

Eitel, E. J.

_23_



Katsumi Tanabe, Origin of the Amida Triad (FT#RFE =2%) in Gandhara

1870  Hand-book for the Student of Chinese Buddhism, Hongkong: Crawford/London: Triibner. Reprinted 1888,
1904, 2012.

Eschmann, E. W.

1980 Die Kunst von Gandhara, Lynkevs, Biberach an der Riss: Dr. Karl Thomae GmbH.

Foucher, A.

1917  The Beginnings of Buddhist Art and Other Essays in Indian and Central Asian Archaeology, London: Hum-
phrey Milford.

1918 L’Art Gréco-Bouddhique du Gandhdra, tome 11, Paris: Imprimerie Nationale.

Fujita, K.

1970 A Study of Early Pure Land Buddhism ( J53A3% + AR DO HFSE ), Tokyo: Iwanami Shoten. In Japanese.

1985 “Problems of Thoughts of Pure Land Buddhism and Other Religions— Amitabha and Light-thoughts—.” In
Buddhism and Its Relation to Other Religions, Essays in Honour of Dr. Shozen Kumoi on His Seventieth
Birthday, eds. by T. Kagawa et al., pp. 413-426. Kyoto: Heirakuji Shoten. In Japanese.

1993  The Larger Sukhavativyitha: Romanized Text of the Sanskrit Manuscripts from Nepal, Part 11, Tokyo: The
Sankibo Press.

2007 A Study of Three Pure Land Sutras ( %+ = F ¥ DHFSE ). Tokyo: Iwanami Shoten. In Japanese.

Fussman, G.

1987 “Numismatic and Epigraphic Evidence for the Chronology of Early Gandharan Art.” In Investigating Indian
Art, eds. by M.Yaldiz and W. Lobo, pp. 67-88.

1999 “La place des Sukhavati-vyitha dans le bouddhisme indien.” Journal Asiatique 287: 523-586.

Fussman, G. and Quagliotti, A. M.

2012  The Early Iconography of Avalokitesvara, Paris: Edition-Diffusion de Boccard.

Giles, H. A.

1923 The Travels of Fa-Hsien (Ad.399-414), Cambridge: Cambridge University Press.

Gnoli, Gh.

2009 “Some Notes upon the Religious Significance of the Rabatak Inscription.” In Exegisti Monumenta: Festschrift
in Honourof Nicholas Sims-Williams, eds. by W. Sundermann, A. Hintze and F. de Blois, pp.141-159. Wies-
baden : Harrassowitz Verlag.

Gomez, L. O.

1996 The Land of Bliss, The Paradise of the Buddha of Measureless Light, Honolulu: University of Hawai’i Press.

Gobl, R.

1984  System und Chronologie der Miinzprigung des Kusanreiches, Wien:Verlag der Osterreichischen Akademie der
Wissenschaften.

Grinwedel, A.

1893  Buddhistische Kunst in Indien, Handbiicher der Koniglichen Museen zu Berlin Museum fiir Vélkerkunde,
Berlin: W. Spemann.

1900a Ibidem, Second edition, Berlin: S. Spemann.

_24_



ALZX LA RAS—LEHZEHFE 2020

1900b  Mythologie des Buddhismus in Tibet und der Mongolei, Leipzig: F. A. Brockhaus.

1900c  Mythologie de Bouddhisme au Tibet et en Mongolie, Paris: Editions Ernest.

1920  Buddhistische Kunst in Indien, Zweite Auflage, Berlin: Walter de Gruyter & Co. Leroux.

Griinwedel, A. and Burgess, J.

1901  Buddhist Art in India, London: Bernard Quaritch.

Harle, J. C.

1974  “A hitherto unknown dated sculpture from Gandhara: a preliminary report.” South Asian Archaeology 1973,
eds. by J. E. van Lohuizen-de Leeuw and J. J. M. Ubaghs, pp.128-135, Leiden: E. J. Brill..

Harrison, P. , Hartmann, J.-U. and Matsuda, K.

2002 “Larger Sukhavativyihasttra.”In Buddhist Manuscripts, Vol. 11, ed. by J. Braarvig, pp.179-214. Oslo: Hermes
Publishing.

Harrison, P. and Luczanits, Ch.

2012 “New Light on (and from ) the Muhammad Nari Stele.” In Special International Symposium on Pure Land
Buddhism, ed. by K. Shoryu, pp. 69-127. Kyoto: Otani University.

Hayashi, K.

1986 “Character of light in the Daiamidakyo ( KFARFERE ) and North-West India.”4rs Buddhica 116: 76-101. In
Japanese.

Henmi, B.

1935 A Study of the Forms of Images for Worship in India ( FNFEIZ 31T D tLEEBR OTEXAFTE ), Tokyo: The Toyo
Bunko. In Japanese.

Higuchi, T.(ed.)

1984  The Exhibition of Gandhara Art of Pakistan (/X% A X >« 772 %' —Z FEiff ), Tokyo: NHK.

Hobogirin ({EE M)

1929  Dictionaire encyclopédique de bouddhisme d’aprés les sources chinoises et japonaises, Fascicule 1, Maison
franco-japonaise.

Huntington, J.

1980 “A Gandhara Image of Amitayus’ Sukhavati.”Annali dell Istituto Orientale di Napoli: 40: 651-672.

1984 “The Iconography and Iconology of Maitreya Images in Gandhara.”Journal of Central Asia 7:133-178.

Imoto, E.

2009 “The Endless Light and The Endless Time.” In Myths, Symbols, Languus, 11, eds. by Chiwaki Shinoda, pp.11-
42. Nagoya: Librairie Rakuro. In Japanese.

Ingholt, H.

1957  Gandharan Art in Pakistan, New York: Pantheon Books.

Inokuchi, T. (ed.)

1986 Sanskrit Manuscripts of the Larger Sukhavativyitha from Nepal ( 35 3C 1 &7 5 1% ), Kyoto: Hozokan.
In Japanese.

Iwamatsu, A.

_25_



Katsumi Tanabe, Origin of the Amida Triad (fr[7RFE =2%) in Gandhara

1994  “On Amida-Buddha Statues in the Gandharan Sculpture.” The Memoirs of the Institute of Oriental Culture
123: 209-246. In Japanese with English summary.

Jansen, M. and Luczanits, Ch.

2008 Gandhara — The Buddhist Heritage of Pakistan, Legends, Monasteries, and Paradise, Mainz: Verlag Philipp
von Zabern.

Johnston, E.H.

1984  Asvaghosa's Buddhacarita or Acts of the Buddha, Delhi: Motila Banarsidas Publishers. New enlarged edition
of the first publication in 1936.

Jones, J. J.

1952  The Mahavastu, Vol. 11, London: Luzac & Company, LTD.

Jongeward, D.

2019  Buddhist Art of Gandhara in the Ashmolean Museum, Oxford: Ashmolean Museum.

Jongeward, D. , Cribb, J. and Donovan, P.

2015  Kushan, Kushano-Sasanian, and Kidarite Coins, A Catalogue of Coins from the American Numismatic Soci-
ety, New York: The American Numismatic Society.

Kajiyama, Y.

1992 “Hanjyu zanmaikyd ( % /i —BR#E ) —amidabutsu-shinkd ( F#REE(AEH1 ) & kiinoshisou( 2% D AR ). In
Thoughts of Pure land Buddhism (¥ T{LZ D EA]) | eds. by F. Sueki and Y. Kajiyama, pp.197-335. To-
kyo: Kodansha Publishers. In Japanese.

Kajiyama,Y. et al. (translation)

1985  The Buddhacarita (7> % F % YV %), Tokyo: Kodansha Publishers. In Japanese.

Karashima, S.

1999 “Philological remarks on the Lotus Sutra (2) On the name Avalokitasvara.” Annual Report of the International
Research Institute for Advanced Buddhology at Soka University for the Academic Year 1998: 39-66.

2000 ““An annotated Japanese translation of the earliest Chinese version of the Larger Sukhavativyitha (2).” Bulletin
of the Research Institute of Bukkyo University 7: 95-104. In Japanese.

2001 “An annotated Japanese translation of the earliest Chinese version of the Larger Sukhavativyiiha (3).” Bulletin
of the Research Institute of Bukkyo University 8: 133-146. In Japanese.

2003 “An annotated Japanese translation of the earliest Chinese version of the Larger Sukhavativyitha (4).” Bulletin
of the Research Institute of Bukkyo University 10: 27-34. In Japanese.

2009  “On Amitabha, Amitayu(s), Sukhavatl and the Amitabhavyiiha.” Bulletin of the Asia Institute 23: 121-130.
Published in 2013.

2010 “Amida jodo no Genhukei (The original landscape of Amitabha’s Pure Land).” Bulletin of the Research Insti-
tute of Bukkyo University 17: 15-44. In Japanese.

2014 “Mahayana Buddhism and Gandhara—On the Prajiiaparamita, Amitabha and Avalokitesvara.” Annual Report
of the International Research Institute for Advanced Buddhology at Soka University for the Academic Year

2013 : 449-485. In Japanese.

_26_



JAPAN SOCIETY FOR HELLENISTIC-ISLAM ARCHAEOLOGICAL STUDIES 2020

Klimburg-Salter, D.

1995  Buddha in Indien, Die Friihindische Skulptur von Konig ASoka bis zur Guptazeit, Vienna: Kunsthistorische
Museum Wien.

Kloppenborg, R.

1973  The Siitra on the Foundation of the Buddhist Order (Catusparisatsutra), Leiden: E. J. Brill.

Kreyenbroek, G.

1985 Sraosa in the Zoroastrian Tradition, Leiden: E. J. Briil.

Kurita, I.

1990 Gandharan Art, 11, The world of the Buddha ( 7 > % — 7 Eff7 I {AFED i 5 ), Tokyo: Nigensha.

Kuwayama, Sh.

1990  Study of Kapishi-Gandharan History, ( 71—t L — = JJ > % — Z Y1Jf 5% ), Kyoto: Institute for Research in
Humanities, Kyoto University. In Japanese.

Lamotte, E.

1944 Le Traité de la Grande Vertu de Sagesse de Nagarjuna (Mahaprajiiagparamitasastra) , Tome 1, Louvain: Insti-
tut Orientaliste de 1’Université de Louvain. Reprint in 1981.

Lee, J.

1993 “The Origins and Development of the Pensive Bodhisattva Images of Asia.”Artibus Asiae 53: 311-357.

Lerner, M.

1986  “The Contemplative Bodhisattva in Indian Art.” In The Art of Bodhisattva Avalokitesvara — Its Cult-Images
and Narrative -Portrayals — (8l % - 214 & Z5fH), ed. by the Society for International Exchange of Art
Historical Studies, pp.12-15. Osaka: Faculty of Letters, Osaka University.

Liebert, G.

1976 Iconographic Dictionary of the Indian Religions Hinduism — Buddhism — Jainism, Leiden: E. J. Brill.

Majumdar, N. G.

1937 A Guide to the Sculptures in the Indian Museum, Part 11 The Graeco-Buddhist School of Gandhara, Delhi:
Manager of Publications.

Marshall, J.

1960 The Buddhist Art of Gandhara, Cambridge: the Cambridge University Press.

Matsuoka Museum of Art

1994 Ancient Asian Sculptures from the Matsuoka Collection, Tokyo: Matsuoka Museum of Art. In Japanese.

Miyaji, A.(ed.)

2007  Gandhara Art and Bamiyan Site ( 77 > % — 7 it & 73— X ¥ @& ), Shizuoka: Shizuoka Prefectural
Museum/Shizuoka Shinbun. Exhibition catalogue in Japanese.

Miyaji, A.

2001 “The Origin and Development of Avalokite$vara Images in India.”Silk Roadology 11: 13-52. In Japanese.

2008 “Iconography of the Two Flanking Bodhisattvas in the Buddhis Triads from Gnadhara Bodhisattvas Sid-

dhartha, Maitreya and Avalokite$vara.” East and West 58: 123-156.

_27_



Katsumi Tanabe, Origin of the Amida Triad (frf9RFE =2%) in Gandhara

2016 “Art of the Avatamsakastitra —Focusing on India and Gandhara—.” Kegon ( #£Ji% ) 5: 30-73. In Japanese.

Miyaji, A. and Yamada, K.

1985 Iconographical Study of Buddhist Art in India and Pakistan, ( A > K « /3% A X LKA ), Hirosa-
ki: Hirosaki University. In Japanese.

Monier-Willliams,

1964 A Sanskrit - English Dictionary, Oxford: The Clarendon Press.

Mori, Sh.

2010 “Iranian cultural elements absorbed by Buddhism —Amida Buddha and Paradise—.” In East and West Con-
tacts and Iranian Culture, ed. by E. Imoto, pp. 65-77. Tokyo: Bensei Shuppan Press. In Japanese.

Miiller, F. M. (ed.)

1894  Buddhist Mahayana Texts, Sacred Books of the East, Vol. XLIX, Oxford: Oxford University Press.

Nagasawa, K.

1996 Biography of Faxien ( 18845 ) Annotated translation and commentary ( HEBEA=FRVEFERL ), Tokyo: Yuzanka-
ku Publishers. In Japanese.

Nattier, J.

2006 “The Names of Amitabha/Amitayus in Early Chinese Buddhist Translations(1).” Annual Report of the Inter-
national Research Institute for Advanced Buddhology at Soka University for the Academic Year 2005 : 183-
199.

2007a “The Names of Amitabha/Amitayus in Early Chinese Buddhist Translations(2).” Annual Report of the Inter-
national Research Institute for Advanced Buddhology at Soka University for the Academic Year 2006 : 359-
394.

2007b  “Avalokite$vara in Early Chinese Buddhist Translations: A Preliminary Survey.” In Bodhisattva Avalokites-
vara (Guanyin) and Modern Society, eds. by W. Magee and Yi-hsun Huang, pp.181-212. Taipei: Dharma
Drum Publishing Corporation.

Nounin, Sh.

2008 “Gandharan Triad and the Dai Amida kyo ( KE[FREERE ).” Journal of Indian and Buddhist Studies 57:11-18.
In Japanese.

Pinault, G.-J.

2002  “Tocharian and Indo-Iranian: Relations between two linguistic areas.” In Indo-Iranian Languages and Peo-
ples, ed. by N. Sims-Williams, pp. 243-284. Oxford: Oxford University Press.

Quagliotti, A. M.

1990 “ Mafijusri in Gandharan Art : A New Interpretation of a Relief in the Victoria and Albert Museum.” East and
West 40: 99-113.

Rhi, J.

2019  “Looking for Mahayana Bodhisattvas A Reflection on Visual Evidence in Early Indian Buddhism.” In Setting
Out on the Great Way Essays on Early Mahayana Buddhism, ed. by P. Harrison, pp. 243-273. Sheffield and

Bristle: Equinox.

_28_



ALZX LA RAS—LEHZEHFE 2020

Rosenfield, J.

1967 The Dynastic Arts of the Kushans, Berkeley/Los Angeles : University of California Press.

Ryukoku University Museum

2012 Road of Buddhism Diffusion in Asia :Brief History of Silk Road Exploration ({AZ{ODO K- — v/ a— R
PERE D ik ), special exhibition catalogue, Kyoto: Ryukoku University Museum. In Japanese.

Salomon, R. and Schopen, G.

2002 “On an alleged reference to Amitabha in a KharosthT inscription on a Gandharan relief.” Journal of the Interna-
tional Association of Buddhist Studies 25: 3-31.

Saunders, E. D.

1960 Mudra, A Study of Symbolic Gestures in Japanese Buddhist Sculpture, New York: Pantheon Books.

Sawoo, M.

1983 “An interesting Buddha image in the Indian Museum, Calcutta.” Indian Museum Bulletin 18: 58-60.

Schlingloff, D.

1985 “Yamakapratiharya und Buddhapindi in der altbuddhistsichen Kunst.”Berliner Indologische Studien 1:109-151.

Senart, E.

1890 Le Mahavastu, t.11, Paris: L’Imprimerie Nationale. Reprint1977, Tokyo: Meicho-Fukyt-Kai.

Shenkar, M.

2014 Intangible Spirits and Graven Images: The Iconography of Deities in the Pre-Islamic Iranian World, Leiden -+
Boston: Brill.

Sims-Williams, N.

2004 “The Bactrian Inscription of Rabatak: A New Reading.” Bulletin of the Asia Institute 18: 53-68.

Sims-Willams, N. and Cribb, J.

1995/6 “A New Bactrian Inscription pf Kanishka the Great.” Silk Road Art and Archaeology 4: 75-142.

Strausberg, M. et al.

2015  The Wiley Blackwell Companion to Zoroastrianism, Chichester: John Willy & Sons, Ltd.

Takata, O.

1964 “A Gandharan example of bodhisattva seated in thinking pose.”Bijutsu Kenkyu 235: 30-41. In Japanese.

1979 “Mahayanist elements in Gandharan art.” Ars Buddhica 125: 11-30. In Japanese.

Tanabe, K.

2007  Gandharan Art from The Hirayama Collection, (*V-llia L7 vra > B ¥ — F#EH ), Tokyo: Kodan-
sha Publishers.

2009/10 “Iconographical Studies on Gandharan Art (4) The Buddha seated at ease after the Enlightenment and the Date
of a Few Newly-unearthed Kapishian Buddhist Reliefs.”Bulletin of the Ancient Orient Museum 29/30: 83-136.
In Japanese.

2011 “A Study of limestone sculptures of the Oxus School in northern Afghanistan.” In Cultures and Societies of Cen-
tral Eurasia, eds. by H. Umemura and Y. Shinmen, pp. 3-95. Tokyo: Chuo University Press. In Japanese.

2017 “Posthumous Statue of Deified Kanishka I from Surkh Kotal —Ivy, Resurrection and Deification— .” Silk Road

_29_



Katsumi Tanabe, Origin of the Amida Triad (frf9RFE =2%) in Gandhara

Studies ( > /v 7 v — R4 ) 10:13-29. In Japanese with English summary.

2019  “Amidabutsu no kigen: muryoko/muryojyu-butsu wa gandara no kinpakuoshi butsuzo kara umareta(Origin
of the Amida Buddha:the Amitabha/Amitayus Buddha arose from gilt Buddha Images of Gandhara).” Japan
Society for Hellenistic-Islam Archaeological Studies 2019: 11-35. In Japanese.

2020 “The Origin of the Amida Buddha —The concept of the Amitabha/Amitayus Buddha arose from Gilt Sakya-
muni Buddha Images of Gandhara—.” Annual Report of the International Research Institute for Advanced
Buddhology at Soka University for the Academic Year 2019 : 209-227.

2021a “Gandharan Origin of the Amida Buddha Image “ In One Day International Seminar on “Gandharan Civi-
lization & Buddhist Studies”, held on February 29, 2020, at the Department of Archaeology, University of
Punjab, forthcoming.

2021b  “Preaching Mudra in the Making and the Visualization of the Sukhavati in Gandharan Art.”” Annual Report
of the International Research Institute for Advanced Buddhology at Soka University for the Academic Year
2020 , forthcoming.

Tanaka, K.

2016 “A Depiction of Sukhavati from Gandhara? A Sculpture Relief of a Preaching Buddha on Loan to the Ancient
Orient Museum.” Bulletin of the Ancient Orient Museum 35: 101-118. In Japanese.

Tobu Museum of Art

1998 Buddha The Spread of Buddhist Art in Asia ( 7" v % & KW g 2 Jikl# ), Tokyo: Tobu Museum of Art/ NHK.
Exhibition catalogue in Japanese.

Tokyo National Museum

2002 The Art of Gandhara, Pakistan (/3% A% >« 772 % —F H4| & ), Tokyo: Tokyo National Museum/NHK.
Exhibition catalogue in Japanese and English.

2015 Indian Buddhist Art from Indian Museum, ( 2 )V 71 2 « A > REMEERTE A > ROALBENTOPIT ),
Kolkata, Tokyo: Tokyo National Museum/Nikkei Inc. Exhibition catalogue in Japanese and English.

Vogel, J. P.

1906 “Inscribed Gandhara Sculptures.”Annual Report of the Archaeological Survey of India 1903-04 : 243-260.

Wogihara, U.

1979 U.Wogihara's Sanskrit -Chinese -Japanese Dictionary ( iR %] BRAEFN K EE L ), Revised and enlarged edi-
tion, Tokyo: Suzuki Research Foundation.

Xiao, Y.

2016 “Avalokitesvara in the Earliest Version of the Larger Sukhavativytiha-sitra.”Journal of Institute of Buddhist
Culture, Musashino University 32:1-25.

Yamada, I.

1968 Karunapundarika, 2 vols., London: School of Oriental and African Studies, University of London.

Yamada, M.

2001 “The Cult of Avalokite$vara.” Silk Roadology 11 : 5-11.

Zaehner, R.C.

_30_



ALZX LA RAS—LEHZEHFE 2020

1955 Zurvan A Zoroastrian Dilenma, Oxford: The Clarendon Press.
Zwalf, W.

1996 A Catalogue of the Gandhara Sculpture in the British Museum, 2 vols., London: British Museum Press.

Sources of the Illustrations

Figs.1, 6,14 : courtesy of the Ancient Orient Museum

Fig. 2: after H. Fujita, The Gandhara, 1996, Tokyo: Gyousei, pl.96
Fig. 3: Salomon/Schopen 2002, fig.1

Fig. 4: K. Desai, Treasures of the Heras Institute, New Delhi, 1976, fig. 62
Figs. 5, 7, 15: author’s photos

Figs. 8,19 : Jansen/Luczanits 2008: Cat Nos. 200, 204, p.244, fig.3
Fig. 9: Miyaji 2007, pl.26

Fig. 10: Ryukoku University Museum 2012, pl. pl.100

Fig. 11: Matsuoka Museum of Art 1994, pl.16

Fig. 12: courtesy of the late Seishi Karashima

Fig. 13: Inokuchi 1986 : Kojukai manuscript ( Y62 A ) B-37a
Fig. 16: Vogel 1906: pl. LXVIII-b

Figs. 17, 18: Tokyo National Museum 2015, pls. 21, 22

Fig. 20: Foucher 1917: pl. XXV, 2

_3‘]_



