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Collector’s Preface

Itiswith a deep sense of gratitude that the collector wishres 1o
express his sincere appreciation to the museums participating
in this exhibition. Special thanks, naturally, are due to the
Los Angeles County Museum of Art—to its Trustees and 1o
somany on itstalented staff—for initiating and organizing
this exhibition and supervising the production of this
beautifully composed camlog.

It has become axiomatic to view a private assemblage
of art works as the result of collaboration between scholars,
dealers, and the collector. The Pan-Asian collection, from
which these sculptures have been selected, reinforces this
truism. The objects in the collection bear witness to the taste
and connoisseurship of a large number of scholars and dealers
alike: alitany of so many in fact that it becomes impossible to
list them all, despite the fact that each one of them deservesa
large measure of gratitude,

Among the specialists whose help has been invaluable
are Emma C. Bunker, Virginia Dofflemyer, Catherine Glynn,
and Mary Lanius. Also Laurence Sickman, Dr. Diran
Dohanian, and Fong Chow. In particular I would like to
thank Dir. Aschwin Lippe.

Among dealers from Europe as well as America on
whom the collector has particularly relied are Claude de
Marteau (Brussels), Adrian Maynard { London), Isidor
Kahane {Zurich), Jean-Michel Beurdeley (Parls ), and
James Goldie. In New York, Mrs. Nasli Heeramaneck in
association with her late husband, Dorts Wiener, Mr. and
Mrs. ] J. Klejmian, R. H. Ellsworth, Peter Marks, and
William H. WollT were especially helpful.

The sculptures in this exhibition have been im-
measurably enhanced by the painstaking labors of the Los
Angeles Muscum's Conservation Department under the
inspired supervision of its director, Ben Johnson. In many
cases the appral of the stones and bronzes, when cleaned or
remounted, has been considerably increased. The extra-
ordinarily sensitive and vibrant photography of Edward
Coarnachio and his siaff adorns this publication in so evidenta
manneras to render any further praise superfluous. Withou
the efficiency ofthe Los Angeles Museum's Registrar, Pat
Nauvert, and her siafl, this exhibition could never have been

realized,

The above acknowledgmens notwithstanding, one

man, Dr, Pratapaditva Pal, has been the catalyst of this
exhibition. In the past decade he has guided the evolution of
thie collection with skill, tact, and devotnon. The prodigality
of Dr. Pal's advice, his forbearance in the coordination of all
the elements involved in the preparation of this exhibition,
the evocative brilliance and informativeness of his text for the
present catalog—all this and much more summon from the
collectar his deepest admiration and gratiude. In the
selection of the objects to be included in this exhibition, it was
a measure of the profound influcnce of D, Pal's taste and
diserimination upon the collector thar no meaningful
disagreement arose.

Ifthe viewers of the show and the readers of this
catalog derive pleasure from their contact with these sculp-
tures, it will be due to the instinctive appeal of works of art
executed by bellevers in any humanistic creed, The spiritual
inspiration of the nameless sculprors represented here imbues
their work with an imposing presence and a contemplative
as well as a physical vitality. Butitis probahly those figuresin
which a deity’s compassion is most lovingly expressed that will
generate the greatest enjoyment. And is that not as it should
be, since in the final analysis love and compassion are what
religion is all about,



When Love came there, his fiower-bow ready stringing,
With fair Desire, his consort, at hisside,

The forest creatures showed the passion springing

In every bridegroom’s heart towards his bride. ...

Yet Shiva still remained in meditation
Absorbed, although he heard the singing elves:
Can anything have power of perturbation

Of souls completely masters of themselves ?

Kalidasa'



Introduction

Thesculptures represented in this collection are from several
nations of South and Southeast Asia that cover almost hall the
continent. The timein which they were created is also vast,
spanning almost two millennia between the second century
n.c.and the seventeenth century a.n, Most of the sculptures
were rendered between the first and the thirteenth céntury
A.D. inregions that are now known as Pakistan, India, Nepal,
Tibet, 5ri Lanka, Indonesia, Burma, Thailand, Cambodia,
and Vietnam. In the days when the soulptures were exceuted,
many different kingdoms and empires lourished and
disappeared with little relation to the current national
boundaries, For example, the name Nepal once applicd only
to the Kathmandu Valley, which cccupics a very small arca
of the country known today as Nepal, and Pakistan was
ereated asa state as recently as 1947 In the region known as
Indochina several kingdoms roge and fell in different areas,
some well within the confines of today’s political states, others
extending far beyvond the prezent boundaries. Until the end
of the first millennium A.p. part of Thailand comprised the
kingdom of Dviiravati and the Thais who have now given
their name to the country arrived there relatively late,

From Chinese sources we know that at least twosuccessive
kingdoms—Fu-nan and Chen-la—flourished before the
emergence of the Kimbuja kingdom in the sixth century,
which during its heyday expanded far beyond the borders

of modern Cambodia. There was no political entity known
as Vietnam, but Champ# was the principal kingdom that
prospered around the modern region of Hue,

If'the political map of South and Southeast Asia was
once so decidedly different, the ethnic diversity of the region
was even greater,? The Indian subcontinent was a mosaic of
many different ethnic and tribal peoples; the vast majority of
whom, including the Dravidians of the south, had come under
the influence of the Brahmanie tradition by the fifth century
A, This same Brahmanic or Sanskritic tradition was trans-
planted at about the same time across both land and sea to
the Indonesian islands and the Indechinese peninsula, where
itwas received with remarkable enthusiasm by peaple
who belonged to totally different ethnic stock and culiural
backgrounds. Whether they spoke Mon, Khmer, Cham,
Meclancsian, or Burmese, they adopted Sanskrit, the
language of India, as their official court language, just as
Hinduism and Buddhism became their principal religions.
However, both religions were considerably modified accord-
ing to local spiritual needs and pre-existing religious beliefs.

Thus, while a general knowledge of the two religions is
necessary to comprehend the meaning of these sculpiures, we
must also remember that many of the religious conceps that
evolved outside of India cannot be understood simply in
termsof their Indian models, Nonetheless, the basic philo-
sophical assumnptions and religious tenets of Hinduism and
Buddhism remained valid whether in Nepal, Tiber,
Dviravati, Kambuja, or Java. With one or two exceptions
(seeno. 63, all the sculptures included here were created to
serve a religious purpose, either to be worshiped asicons in
temples, monasteries, or domestic shrines or to embellish
the walls of religious buildings where they also conveyed a
didactic message,

Hinduism is a blanket term derived from Hindu, a
wortd that oniginally had no religious connotation. Itwas
used mainly by the Persians in ancient times to denote the
people who lived on and beyond the banks of the river
Sindhu, or Indus. Thus, in filth-century India everyinhabi-
tant of the subcontinent was a Hindu, irrespective o his
spiritual beliefs, In Islamic India {after the twellth century)
the word gradually came to denote both race and religion,
and in British India it acquired its exclusively religious usage
inorder todistinguish all Indians who were not Buddhist,
Parsee, Jaina, Muslim, Christian, or Jewish.

Eszentially, a Hindu is a polytheist who believes in
many different gods and goddesses, although Hindu
philosophy declares them to be manifestations of a supreme
principle known as Brahman. Hence, a more appropriate
term for the religion is Brakmanyedharma or Brahmanism.
Philosophically, this Bralman is beyond description and
without form (nirdkdra) or qualities (mirguma). However, such
abstract notions held little or no meaning for a people that
had always worshiped visible images and symbaols; both
natural and man-made, Asaresult, countless gods and god-
lings populate the world of Indian mythology and these have
provided the artists with an inexhaustible repertoive. Among
the millions of Hindu deities, three concepts predominate
and each has inspired a major religious system, These three
are known as Siva, Vishnu, and Devi or Sakti, and their
followers are referred to as Saiva, Vaishnava, and Sakta,
respectively.®

Saivas regard Siva as the Brahman and he is primarily
worshiped by his phallic symbol kniown as the [inga. In most
Saiva temples, whether in India, Nepal, Java, or Cambodia,
the principal icon is a linga, which generally has a stylized



form and may er may not be provided with one or more faces
ofthe god (see no. 190). When shown in human shape, Sivais
conceived as an aseetic with stylized matted hairadorned
with the moon and serpents; and with the third eye and two
ormare arms holding, among other emblems, the trident.
InNorth Indian images, he is often depicted with an erect
phallus, but almost neverin South India, and rarely, ifever,
in Cambodia_Java, or Vietnam. [tmay be pointed out that
while the linga by itselfis a fertility symbol that emphasizes
Siva'serotic role, by contrast his erection significs his ascetic
aspect, for according to an ancient Indian belief, seminal
retention (wrdkearetas) leads to the sublimarion of the virile
foree into yogic power. * Siva is regarded as the lord of all
animals | padupati ), but his faverite is the bull, known as
Nandi. Also considered to be the originator of all performing
arts, he is often represented dancing (se¢ no. 57}, or playinga
stringed instrument known as the ving (see no. 67). Although
Siva hasa permanent home in the Himalayas, on thesnow-
covered peaks of Mt Kailasa, he is more frequently found
roaming around cemeteries, naked and ash covered, in the
company of his ghoulish, gnomelike attendants known as
gamar, When heis angry, heis known as Rudra or Bhairava
{seeno. 86), the form closely associated with the cemetery.

Even though Sivais the archetypal wandering
ascetic or yogi, who has little use for the phenomenal world,
or sampara, he alsn has a wife and a family. His wife is known
variously as Sati, Parvati, Uma, or Gauri, and they have
two sons—Ganeda and Kuméra (also called Skanda or
Karttikeya). Much later, in Bengal, the family was expanded
by the addition of Lakshmi and Sarasvati, the goddesses of
wealth and wisdom, respectively, as their daughters. In both
the mythological and poetic traditions Siva and Parvatiare
regarded as the divine exemplars ofhuman love and are often
represented inart (see no. 28) surrounded by their family,
watching the antics of their sons and other attendants,
Ganeda, the god of auspiciousness, is one of the most im-
poreant of the Indizn gods; while Kumira, the god of war,
isfar less popular.

As Siva is to the Saivas, so Vishnu is to the Vaishnavas,
Ax the bard in the Mahibhdrate, one of the two great Indian
epics, eulogizes:

I bow to the Primeval person, the Lord, widely invoked and
lauded, who is the True, the One-Syllabled Brahman,
manifest and unmanifest, everlasting, at once the existent
and the non-existent, creator of things high and low. I'bow to
Him who is the Ancient One, supreme, imperishable, blissful
and blessing, the most desirable Vignu, faultless and re-
splendent, who is Krsna Hrsikeda, the preceptor of all
creatures, those that move and those that move not; the God
Har.®

Vishnuism has remained the most openly syncretistic of all
the variowus Hindu religious systems and has continucusly
assimilated innumerable cults and sects, [is history, therefore,
is a complex ane. Simply stated, two rather different currents,
one Vedic and the other non-Vedic, swelled the stream that
came to be known as Vaddheavadharma or Vishnuism, The
name isderived from Vishnu, the cosmic god of the Vedas,
who came to be regarded as the preserver of the universe in
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later Hinduism. He s alsoa solar deity and is intimately
associated with kingship, which is why he is invariably
represented as a majestic figure in sculptured images {sec
nos. 51, 72|. However, by the fourth century many different
beliefs, deitics, and culis, which probably had totally inde-
pendent origins, had been assimilated into Vishnuism, This
process was made relatively sirnple by the concept of avatars,
which states that whenever the world is threatened by evil,
Vishnu, the preserver, assumes the role of savior and comes
down [anatirpa) to earth in a suitable form. Typically, there-
fore, the Vaishnavas claimed that Vedavvisa, the mythical
author of the Mahdbhdrata; Rama, the Aryan hero of the epic
Ramazana ; Kapila, the legendary founder of the important
philosophical school of Samkhya ; and Buddha Sikyamuni,
the founder of Buddhism, are all avatars of Vishnu. It was
this spirit of synererism that brought within itsfold the cult of
Krishna with its emphasis on personal devouon and mysti-
cisrn. Indeed, the dark romantic hero of the cowherders af
Vrindavan is the antipode of Vishnu, the fair cosmic god of
sacrifice and sovereignty, vet the two came to be assimilated
completely, and ultimately the cult of the mystical Krishna
became central to Vishnuism.

In the evolution of Hinduism the religious system
known as Siktadharma or Saktism, which glorifies the Great
Goddess as the source of all energy, israther a late develop-
ment, although the concept of a Magna Mater goes back at
least as far as the neolithic period. Originally, the Great
Goddess was a symbol of fertility in predominantly agri-
cultural societies. This aspect of fecundity and abundance
has remained basic to the Indian concept of the goddess,
whether Hindu, Buddhist, or Jaina, and accounts for much of
the voluptuousness of the femaleform, both divine and
human, in Indian sculprure. Apart from the diverse fertility
and carth goddesses who were worshiped in various though
closely related forms in different neolithic agricultural
communitics, there appear to have been other goddesses who
were vencrated by hunting tribes living in remote mountaing
and farests away from the centers of civilization.® Appropriate
to a hunting community, they were apparently bloodthirsty
goddesses of a bellicose rather than benevolent nature. Both
the agricultural earth goddess and the militant hunting
goddess were invoked and appeased with bloody sacrifices
and sexual orgics.

The Sakta religion seems to have been profoundly
influenced by the Simkhya philosophical system. Unlike
Vedanta, which advocates monism, Sambkhyva is a dualist
theory stating that both the manifest and the unmanifest
worlds were created by Prakriti for the sake of Purusha.
Prakritiis regarded as asort of active first principle, while
Purusha is a passive spectator or simply a catalytic agent,
Since the word purasha means *man" and prakritf is oosely
equated with nature or worman, it is easy to see why the
abstract concept of Prakriti was signified by a goddess.

Basic to the concept of the Great Goddess of Hinduism
is the idea that as the embodiment of all energy (saku), she is
the source of all creation, This idea was manifested in the
form known as Durgd, asdescribed in the Devimdahdtmya of the
Markapdeyapruripa. In arder to destroy Mahishisura, who was
threatening the earth, all the gods created a goddess out of
their combined energy. She came to be known by many



names, such as Durgd, Kityayani, and finally, after her
destruction of Mahishisura, Mahishisuramarding, Thisis
by far the most familiar of the goddess's forms and Indian
sculptors, as well as those of Nepal and Java, have ereated
some of the most dynamic images of this manifestation (see
nog. 31, 103). Almost equally popular is another militant and
more bloodthirsty emanation known as Chamunda or Kili
[see no. 487, whowas originally an awe-inspiring tribal
goddess and was later absorbed into the Sanskritic tradition.
Itissomewhat curious that this goddess of destruction was
added to a group ol mother goddeses who from fairly early
times were worshiped during childbirth and for the pro-
tection of the young, Subsequently, under the influence

of the concept of sakti, each of these mother goddesses came
o be regarded as the energy residing in one of the major
gods.” Thus, Indriniis the energy of the Vedic god Indra,
Mihesvari of Maheivara, or Siva, Kaumari of Kuméara, and
s0on, Sometimes they are identified by modern scholars as
the consorts of the respective gods, but thisis incorrect,
Innumerable ather goddesses were also assimilated into the
Hindu pantheon and all are deemed 1o be manifestations of
the Great Goddess, who appears orginally to have been
warshiped in a numinous stone,

The pervasive miluence of the concepr of the Great
Goddess is evident in the fact that virtually no Indian religion,
sect, or cult seems to have remained untouched by it Every
god has his consort and, for example, Siva and Vishnu are
rarely represented without their wives, Parvatl and Lakshmi,
This inscparability of the male and female aspects of the
godhead is most appropriately expressed by the fifth-century
Sanskrit poet Kalidasa, in the Raghuvarifa:

For the right understanding (or the proper knowledee) of
words, and their meanings, I bow down to Parvatland
Parameivara, the greatest of the gods, who are the parents of
the universe (or creation ) and the perpetual relation {or
constant union ) between whom is as close as the one sub-
sisting between words and their meanings.*

The influence of the Great Goddess coneept was not
limited only to Hinduism, but also permeated both Buddhism
and Jinaism {commonly known as Jainism), as we will
presently discuss,

Buddhism began as a simple monastic religion in the
fifth century 8.c. Soon after the death of Buddha Sakyamuni,
his followers organized themselves into a monastic order and
established a theology based on the collected words of their
master. To begin with it was a religion that used no human
images and the stupa served as the principal votive symbol.
Although there were lay disciples, the monks and the
monasteries remained the focal point and the primary
emphasis wis on introspection, meditation, moderation, and
charity. By the second century 8.c., however, Buddhism
seems to have come under the influence of other cultic
practices and began to employ in its monuments figurative
images of nature spirits, such as pakshas and yakshiy, of gods
and goddesses such as Stirya and Sri-Lakshmi, and of
guardian deitiesas well as other divinities: By the second
century A.D, further radical changes occurred : the Buddha
Sikyamuni was deified and his image became the most

potentsymbol for the Buddhisis, replacing thestupain
importance, An early form of Buddhism, known as
Theravada, or the doctrine of the elders, is still practiced in
Sri Lanka, Thailand, Burma, and to a lesser extent in
Cambodia, Laos, and Viemam, Theravada iconography is
relutively simple, consisting mostly of images of the Buddha,
which are worshiped in temples within a monastic complex.
Itisrather curious that in none of these countries did they
adopt the rich imagery universally employed in all early
Buddhist monumentsin India.

Sometime in the first century A.b. amajor schism
occurred within the Buddhist church that resulted in the
creation of a new school known as Mahayana, The most
significant doctrine put forward by this school is that of the
bodhisattva, which had far-reaching consequences for both
religion and art. There was nodisagreement among the elders
and the dissenters regarding the ultimate objective, which
is to attain nirvana, a concept that is basically the same
as the Hindu moksha or the Jaina kaivalya. Allmajor Indian
philosophical systems believe inrebirth, the theory thata
human being is born again and again on this earth in one
form or another, with the ultimate goal being extinction
{nirvana) of release {moksfa) from the chain of rebirth.
Where the Mahayana dissenters differed from their elders
was in the method of attaining nirvana. Probably influenced
by the Vaishnava concept of grace or salvation, they declared
that to attain one’s own enlightenment was essentially a
selfish or egocentric act and that itwas more noble to help
others, particularly the unfortunate, toward the right path,
Such a savior is called a bodhisattva, and once this concept
was adopted it was like opening Pandora's box, for now
bodhisattvas could be ereated ad infinitum and supplicated
for salvation, justas the Vaishnavas worshiped Vishnu or
the Saivas worshiped Siva in order to achicve moksha or
whatever material benefits they desired. That is preciscly
what happened, and a vast Buddhist pantheon developed
over the conturies, ofien mirroring ideas and forme in the
Hindu pantheon.

By the seventh century, all major religious systemsin
India, including Buddhism, had absorbed many of the
peculiar and non-Vedic rites, rituals, mystical and sexo-yogic
practices, and magical ceremonies that had been in vogue in
different parts of the country from ancient times. The
scriptures of these newly diversified, expanded, and syncre-
tistic religious systems, which form the basis of oday's
Hinduism, were characterized by the generic term fantrain
order to distinguish them from the carlier sacred literature
of the Aryans known as veda, which was considered to
be sacrosanct and therefore immueable. That formoof
Buddhism which was strongly influenced by tantra came
generally to be known as Vajrayana, which believesinan
ultimate principle called Adi-Buddha, or Vajradhara, from
which emanated the five Tathiagatas known as Amoghasiddhi,
Amitibha, Akshobhya, Ratnasambhava, and Vairochana.
Itappears that in early Buddhist literature each of these
terms denoted an abstract quality of the Buddha Sakyamuni.
For instance, Amitibha means “infinite light," Akshobhya
means “one who is indestructible,” ete, Since the Mahayana
believed in the transcendental nature of the Buddha, it was
easy to multiply the number of Buddhas, or Tathigatas, as
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they are alternately known. The figure five was presumably
selected because the universe was believed 1o be constituted
of five elements, each of which was symbolized by a portion of
the Adi-Buddha. Then, because of the Indian’s compulsive
need to classify everything, all the other bodhisattvas, gods,
and goddesses were assigned to one of these five Tathagatas.
Often in Vajrayana Buddhist images a tiny image of the
parental Tathagata is attached to the crown of the figure,
announcing the family to which the figure belongs. As with
the Hindu pantheon, the gods are classified into families,
with the male and female deities paired as pariners.

The influence of tantrism on later Buddhizm is
manifested in a strong emphasis on knowledge and in the
dominant role of the goddess. Like the Hindus, the Buddhists
address all goddesses by the generic term Bhagavatiand the
differcnce in their representations isso blurred that unless
the context is quite elear it is often difficult to distinguish
between Hindu and Buddhist goddesses. Both gods and god-
desses of tantric Hinduism and Buddhism are frequently
provided with multiple limbs, have sirilar names, and often
embody analogous concepts. However, there are certain
differences between Hindu and Buddhist goddesses thatare
important.

The word sakli should not be applied to a Buddhist
goddess, although most modern scholars do so commonly,
She s not a bundle of energy as the Hindu poddess is, but
asymbol of knowledge or wisdom ( prajfid), Hence, in tantric
Buddhist texts she is referred to as prapid, never as sakii,
Moreover, unlike the Hindu goddess, Prajfii is passive and
inert and s activated only by the male, who symbolizes
karupd or “compassion,” in Mahayana Buddhism and
upiya, or *'method,” in Vajrayana Buddhism. Tvis as a result
of the union between the active male Updyva and the passive
female Prajna that ulfimaie enlightenment, or Bodhi-chitea,
wsrealized. Inart thisidea is ofien expressed by the sexual
embrace of a god and a goddess, as we encounter in several
cxamples here (nos. 105, 110-11). Such explicitsexual
imagery involving the principal deities, however, srarein
Hindu art.

Although the Jaina religion was less popular than
Buddhism in ancient India, ivis not only an clder religion but
also outlived Buddhism there. Curiously, however, the
Jainasapparently were not as interssted inspreading their
fasth beyond the subcontinent as were the Buddhisis and the
Hindus, and Jinaism has remained confined within India.
Teday it is concentrated mostly in the states of Rajasthan,
Gujarat, and Karnataka, but, like Buddhism, it seems to have
originated in Bihar, There are other similarities between the
two religions, but there are important differences as well. Both
are regarded as heterodox religious systems by orthodox
Hindus.

The ward Jaina is derived from jina, meaning “con-
queror.” The Jaina religion recognizes twenty-four Jinas
whoare more commonly known as Tirthatmkara, which
means “one who helps 1o ford the river of phenomenal
existence” (samsara). All the Tirtharikaras are supposed to
have been historical figures, but the last and greatest of
them was Mahiivira, who wasa contemporary of Buddha
Sikyamuni. Mahfivira is also said to havebeen a friend of
King Bimbisira of Magadha and of his son Ajatasatru, Like
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Buddhism, Jinaism has monastic orders and lay worshipers;
unlike Hinduism, in which a temple need not play an essen-
tial role, Jinaism revolves around the temple. Like both the
Hindus and the Buddhists, the Jainas employ elaborate
rituals in their worship. Sometime around the first century
A.D.a schism developed in the Jaina religion, as it did in that
of the Buddhists, and thereafter Jinaism split into two
principal sects known as Svetambara [ “whitc-clad") and
Digambara (“sky-clad"). Whatissignificant for usis that in
their art the Svetdmbara images of Tirtharkaras are always
clothed and may also be ormamented, while the Digambara
images are invariably naked. Other differences between

the two sects seem to occur mostly in terms of rituals. For
example, the Svetdmbaras use very little water 1o bathe
their images, but Digambaras wash their images far more
claborately.

Essentially, Jinaism is atheistic in that it does not
believe in a supreme being. This, however, did not prevent
the adoption of image worship, particularly in the deification
of the Tirtharikaras, As a matter of fact, although the Jaina
pantheon ultimately adopted innumerable gods and
goddesses from both Hindu and Buddhist mythology and
created still others, all of them remain subservient to the
rwenty-four Tirtharhkaras, the gods and goddesses serving
merely as attendants. Images of the Tirtharmhkaras invariably
follow one of two formulas: they are cither shown seated in
meditation (see no, 50) or standing rigidly in the posture
known as kdyetsarga (see no. 18). They never carry any objects
in their hands but can be recognized from their animal
emblems ({dfichhana), their attendants known as yakslar and
yakshis, and the tree, when it is represented, associated with
cach. The treeisan essential element of the ascetic tradition
and is frequently included in depictions of ascetics and
teachers, as for instance, the Buddha Sakyamumi (seeno. 54),
Jaina Tirtharikaras, and Siva in his role as a teacher (see
no, 76).

The primary features of a Tirtharhkara figure arc his
serenity, his youthful body with long arms stretching down 1o
the knees, and the auspicious symbol frivatsa marked on his
chest, although this last is not encountered in évery image
and is also animportant emblemn of Vishnu, In contrast to this
austere figure, his attendant gods and poddesses embody
alluring physical charms in the typical Indian fashion,
Perhaps this contrast was intended to indicate the superiority
of a Tirtharhkara even over the gods, who are still shackled
by the bondage of desire and pleasure in their mythical world,
whereas the Tirthamkara has attained complete freedom.,

Diespite their philosophical and theological dif-
ferences, all the religious systems in Indian Asia share certain
similar concepts and rituals. Moreover, despite the icono-
graphic differences of their images, certain basic acsthetic
principles and motifs are common to their artistic represen-
tations. First of all, the artist’s personal religious beliefs had
nothing to do with his professional duties, for he worked for
patrons of all different faiths, Thus, one day he might have
been called on to carve an image of Vishnu and the next day
one of Buddha, Since it wasimpossible for him to know the
iconography of all the many gods and goddesses of the
different faiths he usually worked in close association with a
priest or a monk who would give him the necessary guidance,



often based on detailed iconographic descriptions of the
deities provided in manuals of liturgy and iconography. In
most cases the theologian was responsible only for giving the
artist a basic concept to be developed according to the
aesthetic norms he had learned, the style he had acquired,
and the motfs he had added to his repertoire. A glance at the
sculptures will reveal that irrespective of their sectarian
differences, most deities have similar thrones, sit on lotuses,
and are given flaming nimbi ; the gestures and postures are
commaon to all and frequently the same emblems are held by
different divinities in various combinations. Furthermore, all
the deities are similarly dressed, crowned, and ormamented,
the designs differing from one regional school to another,

but not from one religion to another,

Apart from such iconographicsimilarities there are
also certain conceptual and aesthetic considerations that are
common to Indian sculptures no matter which religious
system they serve. Yoga, for instance, has played an importiant
role in the formulation of the imagery of the gods and
goddesses and is common to Hinduism, Buddhism, and
Jinaism. The historical Buddha Sikyamuni, the transcen-
dental Tathigatas, and all the Jaina Tirtharhkaras are
always represented as ideal yogis engaged in meditation,
whether seated or standing (see nos. 18, 50, 54 ). Even other
Buddhist gods of the Vajrayana pantheon are portrayed as
imperturbable yogis (see nos. 27, 52}, asare two of the more
important Hindu gods, Siva and Brahma (see nos. 36, 42, 76).
Both Siva and Brahma are, of course, archetypal yogisor
ascetics who usually have matted hair and carry the various
paraphernalia of yogis. Moresignificantly, since yoga is
considered the best means of attaining control over both body
and mind, the relaxed and supple body of a perfect yogt
provided the sculptor with the ideal form for his gods. In
contrast to the muscular bodies of the Greco-Roman gods,
those of their Indian counterparts seem smooth, relaxed, and
strong. They exude a vitality that emanates from inner
tranquility rather than physical power and the achievement
of this inner harmony 1s one of the principal aims of yoga. As
the Jia Upanishad states: * He [the Sclf ] encircled all, bright,
incorporeal, scatheless, without muscles, pure, untouched by
evil.,.."?

At the same time, however, Indian sculpture reflects
anambivalence that is characteristic ol all Indian mythology,
hiterature, music, and art, that iz, the celebration of the
sensuous even though the intent is spiritual. The gods and
goddesses arcspiritual entities, but their forms arc often
blatantly sensuous, if not erotic, This is probably the feature
of Indian religious art that most distinguishes the tradition
from all other forms of religious art, Youthfulness is also
regarded as an essential feature, and indeed this is true of all
Indian gods and goddesses, even of the ascetic Jaina
Tirthamkaras. As the Vishpudharmotiarapuring, a text com-
piled notlater than the seventh century, tells us regarding
Hindu gods:

The principal face should not be triangular and oblique. It
should be square and full. Itshould be serene and have good
auspicious marks. Long, circular, oblique and triangular
shapes should be avoided for the wellare of people. In the case
of gods, hair should be shown in eye-lashes and eye-brows.

The remaining limbs showld be free rom hair, Their forms
should represent youthful figures of persons 16 years of age, )"

Thart similar injunctions were also followed by the Buddhists
is evident from typical descriptions of the bodhisattva
Manjuri, which state that he is sixteen vears of age, adorned
with princely ornaments and attire, and displays the
sentiment of love (frivigdra).

The same idea is expressed more poetically by
Purushottama in a charming verse:

May this youth, the scion of the Buddha, long protect you,
whom the nymphs of heaven view in different ways:

with loud acclaim when he is armed with sword,

miost thoughtiully when he comes with manuscript,
pPlayfully when he is a child,

but when he is most beautiful, with Love, ¥

Insuch verses we not only note the emphasis on the perennial
youthfulness of the gods, but also the ambivalence between
the sensuous and the ascetic. A glance at the sculptures leaves
no doubt as to how successful the Indian artist was in
expressing this ambivalence.

Age and death are the misfortunes of mortals, but gods
and goddesses are immortal and hence there was little orno
Jjustification for portraying them as elderly. Sometimes a god
surh as Brahma or Agni is represented with a beard, but never
as decrepit or infirm. The semi-nude forms of the females are
disturbingly desirable and seem more to celebrate life than to
renounce it. Not only all the gods, butsuch mortal saints as
the Buddha Sakyamuni and the Tirtharikaras are portrayed
as ageless beings (see nos. 50, 34), and evenin the scenes of the
Buddha's death (gee no. 12), he isshown not as the acto-
genarian he actually was, but as a tranguil youth whose body
has remained unafected by time.

This emphasis on youth and sensuousness remained
the sine qua non of all religious sculptures created not only in
Nepal and Tibet, but also in Java, Thailand, and Cambodia.
However, the sculptors in Southeast Asia appear to have
used greater restraint, for their forms are not quite as volup-
tuous as those af the Indian artist, The frank eroticism of some
Indinn images, particularly of pakshir, celestial nymphs, and
lovers in dalliance (mithuna), which play so pervasive a role in
embellishing Indian temples, 1s more understated in South-
east Asian temples. When such subjects are used, asin the
great friczes of standing or dancing nymphs at Angkor Wat,
the forms are more stylized and, as a resuly, they appear 1o be
delicately elegant but somewhat aloof.

Also basic to the Indian assthetie tradition is the
close relationship between the visual and pedorming arts,
particularly dance and drama, Those who are familiar
with classical Indian dancing, such as Bharata Natyam or
Kathikali, will easily recognize the profound influence
exerted by the form ol dance on sculpture, Not only did the
sculptors borrow specific themes from the dancer's repertoire,
but the underlying rhythm in Indian sculptural form is
essentially similar to the dancer's rhythm, The postures and
gestures of the figures, whether mortal or divine, are closely
related to those used in the dance and they often have the
same theatrical effect, This is hardly surprising in view of the
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addvice constantly repeated in texts on acsthetics that before
artists can be successful they must thoroughly study both
dance and drama. Thisis clearly stated in the following
dialoguc between Vajra, the interléeutor, and the sage
Miarkandeyain the Fishpudharmottara:

Vajra:

O sinless one, how should T make the forms of gods so that the
image made according to rules may always manifest
[thedeity] 2

Markandeya:
He who does not know the canon of painting [afrasdtram] can
never know the canon of image-making [ profimd laksamam].

Vajra then réguests Markandeya to teach him the art of
painting, but the sage replies, “1t is very difficult 1o know the
canon of painting without the canon of dance, because O
king, in both, the world is to berepresented.” 14

Finally, a few words about the relationship between
nature and art may berelevant. It can be generally stated
that the primary coneern of Indian sculpture iswith the
human body, mostly as divine manifestation, Whenevera
form of nature i employed insculpture, itis used primarily as
asymbol. For instance, almost every deity is placed upon a
lotus, which isregarded as the lower par excellence in India
and hence an appropriatcsupport for divine beings. Flowers
or their petals are strewn oversteles because a floral shower is
regurded as indicative of divine presence. In the hands of
some deities, flowers ofien serve a3 symbols of grace and
beauty or of fertility. Held by Vishnu, the lotus is a solar
symbaol and perhaps even one of fertility ;in the hands of the
Hindu goddess Lakshmi or the Buddhist Tard it signifies
beauty and fertility ; and carried by a king as anosegay itis
symbolic of royal playfulness. Other deitics stand or sit below
trees whose symbalic significance may vary from one figure to
another, An ascetic god such e Siva or Buddha sits below a
tree thatsymbolizes wisdom ; elsewhere, it may represent a
wish-fulfilling tree (kalpariksha) ; and generally whena tree
iz associated with a woman, whether mortal or divine, it
announces the intimase relationship between nature and
woman and also functions asa fertility symbol. The sculpiural
form itselloften expresses vegetative abundance, and aswe
look at the swaying, curvaceous figures with theirsurging
sensuality, we are at once reminded of the lush vegetation of
the tropical world. The forms expand like fruit-laden
branches, exuding a rhythmic vitality that is essentinlly
arganic.

Tt hasalready been established thatas both Hinduism
and Buddhism were transplanted in the different regions of
Asia they were modified and transformed by local spiritual
needs and existing religious ideas about which welmow very
little. Asone might expect, it seems that the closer the region
is ta the Indian subcontinent the stronger are the religious
and cultural ties, Since only a few bronzes in this collection
are from Sri Lanka and Burma, and they all represent the
Buddha (see nos, g1, g2}, itwill be unnecessary 1o discuss the
religious peculiarities of these areas. Although there are
many more bronzes from Nepal represented here, most of
them conform to concepts evolved in India. Theangry form
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of the hodhisattva Maiijudri (see no. g7) doesseem to bea
local variation, for nothing similar is known from Incia, The
charming bronze representing Vajrapani with Vajrapurusha
(no. g3} derives ultimately from a Gupta model, but the
Nepali artists seem to have been particularly fond of this
image type and continued to reproduce it even after its

weagre was discontinued in India, The influence of the art of
the Gupta period appears to have been strangly felt in Nepal,
and even as late as the tenth—eleventh centuries we find
bronzes (see nos. 94, 95) thatare astonishingly reminiscentof
Gupta-styleworks. After the eleventh century we frequently
encounter images, particularly those expressing tantric ideas,
that have a local arigin, although the aesthetics are those that
prevailed in India.

Numerous bronzes representing Hindu and Jaina
deities found theirway into Tibet and were reverently placed
on temple altars, but Buddhizm, particularly Vajravana, is
the most important religious force in the country, Thereisno
doubrt that of all Asians influenced by Indianideas, the
Tibetans were the most assiduous in adhering to the original
Indian iconographic and acsthetic norms. Indeed, innumer-
able deities described in Indian Buddhist texts are known
today only from images made by pious Tibetan Buddhists.
However, when Buddhism arrived in Tibet in the seventh
century, various forms of shamanism and animism were
flourishing there, and in order to survive Buddhism had 1o
adopr many of these beliefs, Later these primitive and tribal
religious ideas, along with others borrowed from the imported
religion, formed the basis of the religion known as Bon-po,
which still survives in partz of the country, As aresult of this
intermixture, Tibetan Buddhism, known also as Lamaism
because of the predominance of the monks, or lamas, displays
amarked predilection for oracles, the occult, and demons.
The Lamaist pantheon is the richer for it, and the artists
evolved new forms that are especially dynamic and expressive
of the Tibetan psyche. Moreover, Tibetansreveal astrong
inclination to apotheosize their saints and reincarnated
lamas, and henice the artists developed a tradition of idealistic
portraiture that is also uniquely Tibetan,

Although Hinduism was not unknown in Thailand,
the country has remained predominantly Buddhist, And
sinice, as in Sri Lanka, Theravada Buddhism prevails, the
image of the Buddha is the principal motifin Thaiart. Asa
matter of fact, all the Thal seulptures included here represent
the Buddha, The Buddha images of the ancient Dviravati
kingdom (see no. 126) are the closest to the Indian models,
revealing particularly the influences of the Sarnath and the
Ajantaschools,

ltmust be stressed that since there is no historical
record of the pattern of migration from India, itis almost
impossible o cite precise stylistic sources for the artistic tradi-
tions of Southeast Asia ** Nevertheless, at least one small
stele with the Buddhn has been found in Thailand that moust
have been taken there all the way from Sarnath. 'Y Whatever
the exact source, it is clear that the artists responsible for
carving the earlicst seulptures, whether in Dviiravatl, the
kingdom of Fu-nan in Cambodia, or the Dieng platean
in Java, were remarkablyoriginal, even from the beginning.

Inceed, it is curious that the earliest Hindu or Buddhist
images so far recovered from each region of Southeast Asia



deviate so significantly from their Indian models, which
would be unshinkable if the artists were from India, On the
other hand, if the artists were local inhabitanis, then weare
left with the queston ol how they could have mastered

the eradition so rapicdly. Since no early sculprure shows any
hesitaney, and even asuming that the artists were all
geniuses, how did they understand and reinterpret a different,
rather sophisticated artistic and religious tradition with such
sell-confidence inso short a period of time ? These guestions
cannot be answered here, but they muost be kept in mind as
one admires the brilliant artistic creations by the unknown
sculprors of the Dviiravat, Kambuja, and Sailendra
kingdoms.

Hinduism and Mahayana Buddhism bath Aourished
in Java and Cambodia (today the latter is predominantly
Buddhist, the formeris Islamic). Both religions underwent
transmutations in the two countries and influenced one
another ina way that was quite unlike their interaction in
India, In both countries the beliefin the cosmic mountain
Sumeru appears to bave been particularly strong and to have
had a profound influence on their religious architecture, as
can beseen from a glance ax their temples, such as Anghor
Wat i Cambodia and Borobudur in Java, Secondly, azin
Tibet. apotheosis played an important role in Cambodia and
possibly to a lesser extent in Java; notonly were all kings
cansidered 1o be living gods and identified with the personal
deities of their choice, but even lesser mortals, such as mem-
bers of the royal families, ministers, and religious preceptors,
were all deified after their death and their images conscerated
in temples. Generally, however, thesestatues, whether
in bronze or stone, were not pertraits at all, but idealized
images of particular gods or goddesses with whom the
deceased were identified, Thus, the extraordinarily beautiful
imageof Uma [no. 146) may at the same time represent a
princess, but her form and features are not at all individual-
ized. Most Cambodian temples, and possibly those of Central
Java as well, are therefore funerary monuments in which the
ceniral image often represented both agod and a mortal
donor, while other divine statues depicted deceased members
of the donor's family. This cult, known as devardya (“god-
king""), was not unknown in India, butitreached a climax in
ancient Kambujadeda (Cambeodia),

Apart from such fundamental conceptual differences
between the arts of Tndia and those of Cambodia and Java,
there are other variations in both iconography and style,
leonegraphic differences are wo redious and detailed o
warrant a discussion here, buta few words regarding the
stylistic variations may be appropriate.

Mot of the Javanese sculptures in the collection were
made in the ninth and tenth centuries. [vis generally
assirned that the art of Java at this time wasstrongly in-
fluenced by that of the Pila empire in Bihar and Bengal. The
most important Buddhist strongholds within the Pila empire
were Nalanda and Vikramasila in Bihar and Paharpurin
Bengal. We know that a Sailendra king built a hostel for

Javanese monks and pilgrims at Nalanda for which the Pala
king provided a grant of five villages. It must also be remems-
bered that ather Sailendra kings built a similar hoste] at
Nagapattinam in the Tamil country nnd that the Javanese
must have taded with the entire coasial region of eastern

India from the Bay of Bengal down to 8ri Lanka. Thus, if
monks and pilgrims as well as merchants of both countries
carried images with them 1o Java, the Javanese artists muse
have had a greatvartety of styles at their disposal.
The temple designs of the Prambanam Valleyin
Java, where most of the Sailendra monuments are concen-
trated, undeniably reflect strong influences of the temples of
Vikramaiila and Paharpur, and the bronzes arestylistically
similar to those found at Nalanda and Kurkihar, but there
are also differences that are sosubtle they are more easily
perceived than described. At the same time, Javanesesculp-
turcs with their somewhat heavy proportions and smooth
modeling appear to be closer to Orissan sculptures than to the
moreslender and naturalistically modeled Bihar and Bengali
sculptures. The sensuousness of Javanese sculptures is more
gentle and even when the images are provided with more than
bwo arms to emphasize their divine omnipotence, they retain
a human scale. In the words of Coomaraswamy, “the rich
and gracious forms . .. bespeak an infinitely luxurious rather
than a profoundly spiritual or energized experience. . . the
fullnessof its forms is an expression of static wealth rather than
the volume that denotes the outward radiation of power." 1#
From the very beginning, Cambodian acuiptureé"
have revealed cortain fundamental differences from their
Indian models. Itis generally belicved that the early sculp-
tires of the Pre-Angkor period { 350-800) show influencesof
the art of the Gupta period (300600}, Although this is true
to an extent, there are certain characteristics of Pre-Angkor
sculptures, as exemplified by the superbly modeled Vishnu
head (no. 137) and the delighiful Ganesa {no. 136), thatare
distinctly local. The most conspicuous of these is the face
that most Pre-Angkorsculptures are freestanding and thus
modeled in the round, This preference for fully carved
figures, especially those intended as icons for worship rather
than for didactic use on temple walls, continued among the
Cambodian artists even during the Angkor period (Boo-
1400). Indian sculptures, on the other hand, are rarely
madeled in the round and are generally attached to astele.
Certainly if the firstsculprors in the kingdom of Fu-nan had
been from India, they would have followed the method in
which they were adept rather than deviate so radically ; yet
even during the initial phase of Indian influence, the
modeling of Pre-Angkor sculptures isdistinctly different from
Indian prototypes. The different planes and joints of the body
were far more articulately defined by the Pre-Angkor
sculptors than by their colleagues in India. The modulation
of the surface is still subtle, but the substructureis far more
evident thanin Indian sculpture, Pre-Anghor sculplores are
remarkably unencumbered ; exeept forashort loineloth for
the males and a longer skirt for the females, all the forms of
ornaments and rich details that so delighted the Indian
artists were eschewed by Cambodian sculprors. Vishnu's
crown is astarkly plain miter, while Ganeda looks almost
naked without any ornaments, Although ormamentation
does increase in time and by the tenth century the godswear
claborate crowns and some of the goddesses are given rich
Jewelry, the form is never enmeshed with intricately carved
ornaméentsasit isin India. Finally, one reason why Cams-
bodian sculprures are not quite as overtly sensuous as their
Indian forebears is their rigid compesition. This becomes




clear ifwe compare the tenth-century Cambodian Uma

(no. 146) with her near-contemporary Indian counterparts
(nos. 66 a and b). Elegant as the Cambodian lady is, the
hieratic frontality of her posture puts her at aslight disadvan-
tage heside her Indian sister, who thrusts her hips out
provocatively and is far more animated and voluptuous, The
Cambodian sculptors seem to have expressed the sense of
movement with restraint, and consequently their sculptural
forms exhibit more noble grandeur than sinuous motion.

Greater restraint is also evident in the use of multiple
limbs and heads in the sculptures of Southeast Asia. From
very carly times Indians have freely cmbellished their
figures with additional arms and heads, and in the case of
Vajrayana deities also legs, apparently to convey the cosmic
natureof their deities, While it may scemstrange to us that
omnipotent and omniscient divinities should need additional
limbs, for the Indians they demonstrate precisely the dif-
ference between divine powers and human limitations. Not
onlydid the Indian sculptors delightin endowing their
figures with additional limbs, but it is rernarkable how
arsthetically successful the result is. Thesculptors of Nepal
and Tibetalso had a deep empathy for this principle of
multiplication, but those of Southeast Asia seem not to have
been entirely comfortable with it. Even where they did use
multiple arms and heads {see no. 147}, the additions look like
contrived appendages rather than the seemingly naturalistic
growths they appear to be in Indian sculptures.

While some scholars have plausibly attempted 1o
relate the early seulptures of Indochina to specific Indian
styles, the problem is still unresolved. However, there can be
little doubt that the fundamental religious and aesthetic
ideas that shaped the sculptural traditions of Southeast Asia
originated on the Indian subcontinent. While influences
continued to percolate intermittently throughout the history
of Kimbuja, Champd, and Java, of the successive kingdoms
of Sukhothai and Ayuthya in Thailand and of Pagan in
Burma, there was considerable cultural and palitical inter-
mingling among these kingdoms themselves, It is not un-
commaon, therefore, to find influences of the art of Dviaravat
on that of Pre-Angkor Cambodia, or (o encounter sirong
Pre-Angkor features in the Prakon Chai bronzes (nos. 129~
29}, or tosce notable characteristics of the Srivijayastyle of
the Malay peninisula in the art of the Dviiravati kingdom, and
evenof Cambodia. In the ninth and tenth centuries sculptors
in the Indochinese peninsula must also have been conscious
of the great monuments raised under the auspices of the
Sailendra dynasty in Java. During the twelfth and thirteenth
centuries Thailand was both politically and culturally
dominated by the Khmer civilization of Cambodia, so that
scholarsspeak of Khmer or Khmerizing styles in Thailand,
Several bronzes in the collection are rendered in this
Khmerized style (nos, t32-33). A truly distinctive national
Thaistyle appeared only after the cmergence of the Ayuthya
kingdom following the dissolution of the Kimbuja kingdom
in Cambodia.

In this age when cults are more frequently formed
around individual artists than around the works they create,
it may seem odd that we know almast nothing about these
sculptors, The situation in ancient Indian Asia was
analogous to that in medicval Europe : the artist was part of a
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guild or atelier and very likely the profession was hereditary,
Few, ifany, works are actually signed, for it was believed that
the artist was simply an instrument for Vidvakarma, the
divine artist, who was ultimately responsible for all art and
architecture, In this sense, no matter what the actual social
status of the artist every imager was considered divine, for as
Dante expressed itsoaptly, “He who would paint a [divine]
figure, ifhe canmot be it, cannot paintit.”'® Similar ideas are
also expressed in ancient Indian texts which repeatedly state
that the mortal artist merely imitates the divine model. In the
Mahdbhdarata, for instance, when Krishna commands the
architect Maya to build a palace for the Pandava brothers

he explicitly states that the structure is to follow the designs
of the gods. Since the artist was considered to be divinely
inspired during the act of creation, his own cgowould
naturally have to be sublimated and hence his name was
deemed quite unimportant,

Although today the traditional artist docs not belong
to the upper echelon of a caste-structured society, there is
evidence to believe thatsuch was not always the case.
Certainly many priests and monks were talented artistsand
many Tibetan monks to thisday are excellent painters. It was
also customary in ancient India for princes and the nobility to
learn the art of painting, and we do know that at least two
Cambodian monarchs were sculprors. The Prah Ko
inscription of Indravarman clearly tells us that in the year
878, the king installed three images of Siva and three of Devi
which were made by him {sasilparachita).)” The illustrious
king Yasovarman also appenrs to have been a sculptor, forin
two of his inscriptions he claims to have sculptured an image
of Siva-Sarvini (Umi-Mahesvara) and of Siva.1® It may
further be mentioned that A-ni-ko, the Nepalisculptorwho
gaincd emincnce at the court of the Chinese emperor
Kublai Khan, was also said to have belonged to the royal
family of Nepal. Other artists in India are known to have
risen to high political offices, while we have historical
information that in Tibet eminent monk-teachers, many of
whom were talented artists, supervised and participated in
the execution of the temple designs,

Even though solittle is known about the sculprors wha
were respansible for producing such a wealth of beautiful
fsrms, it would be wrong to assume that they were not
human beings deeply concerned with the problems and
challenges presented by their work. But, involved as they
were in capturing in stone or bronze something of the divine
essence, the image was more important to them than the
artistic process. Furthermare, the artist was not required or
expected to express the transicnt emotions of the world of
mortals, but rather the mysterious spirit and abiding truths
that underlie both nature and the cosmos. Ttis therefore a
measure of the universal appeal of these sensuous forms thata
Western collector should be so captivated by their alluring
charm and their profound spiritual meaning,
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Glossary

Abhayamudrd

Gesture denoting reassurance.

Adialfrreded
Basically the same as namaskdramudrd,

Literally means *“gesture of offering.”

Ardhaparyadkidsana

A posture in which one leg extends 1o
the ground and the other is folded
toward the extended leg,

Bhimispariamudrid

A specifically Buddhist gesture in
which the right hand is extended (o
touch (sparia) the earth (bhidmi ).
Buddha Sakyamuni is said 1o have
macle this gesture as he became en-
lightened below the Bodhi tree after
having resisted the temptation of
Mara, the Buddhist god of desire.
Since there was no one else around, he
called on the earth to witness his
victory over Maira,

Dharmachakrapravartanamudrd

Aspecial gesture invented by the
Buddhists 1o express the first sermon
taught by the Buddha. The gesture is
also given to the Hindu Lakulifa, an
avatarof Siva, and to Prajidparamita
and Chundi, both Buddhist goddesses.

Dhyaramudria

Gesture of medittion in which both
hands, with palms facing up, are
placed on the lap.

Jhdnanidrd
Gresture of wisdom similar to
eyikhdpamudrd,

Kayotsarga

A posture in which the figure stands
erect with arms extended rigidly
down to the knees.

Khattodriga

Literally “the limbof'a cot,” pre-
sumably the leg used asa makeshift
weapon,

Kinnara
Amythical creature with an avian

body but a human head.

Kirttinukia

Literally “face of glory." Represented
asastylized lion"s head, itis generally
regarded as an auspicious symbol by
all religions, In Indonesia the motifis
known as kdla.

Lalitdsana

Posture of sitting with one leg placed
parallel to the ground and the other
pendant.

Niga

Literally “serpent.” Oftenin Indian
art a ndga is represented in anthro-
pomorphic form with a serpent’s hood
attached to the head,

Naraskdramudrd
Gesture of hands with enjoined palms
expressing a greeling or reverence,

Samapada
Posture with the feet placed close

together and the weight of the body
evenly distributed over both legs.

Searnpol
Loincloth worn by male higures in
Southeast Asian sculprures.

Sarong
Long skirt worn by female figuresin
Southeast Asian sculptures.

Sithakarnamudrd

Literally “lion's ear gesture, in
which the position of the hand seems
to imirate the shape ofa lion's ear.

Sulbhdsiana
Posture of comfort, basically thesame
as {alitdiana.

Tarjantmudrd
Gesture of admonition with the index
finger raised.

Tathdgatavandantmudnd
Gesture of adoring a Tathagata,

Tribhariza

Posture with the body Aexed at three
places along the vertical axis, some-
whatzimilar 1o an 5.

Urpd

A tuftof hair between the eyebrows,
generally indicated by a dotand con-
sidered asupernatural sign of
greamess,

Ushpitha
The cranial bump on the Buddha's
head, signifying supernatural wisdom.

Viagrahuriddramdnd
A gesture in which the two hands cross
eachother at the wrists and are held

against the chest, sometimes holding
the bell and the thunderbalt.

Varadanndrd
Gesture of the hand signifying charity
or the bestowing of gilts,

Vyakhyipamudra
Gesture of teaching or expesition,
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Thesculptures are arranged chrono-
logically through a.p. oo irrespective
of their provenance. The period
between 200 B.C. and a.D, 300 can be
characterized as the formative or carly
classical phase of Indian seulpture,
The three centurics between A.p. Joo
and Gop are generally regarded as the
classical period, during which certain
artistic norms were universally estab-
lished across the northern and central
regions of the subcontinent, These
standards remained valid for artises
throughout the nextperiod stretching
from the seventh through the thir-
teenth century. This long period is
generally designated by historians as
“medieval.’ The gradual evolution of
regionalism that ultimately came to be
identified with the development of the
various vernacular languages had

its genesis during this period. The fnal
culmination of this process can be seen
in thestates that constitute today’s
India, not including Pakistan and
Bangladesh. The sculptures created
during the “*medieval" period are
therefore grouped by the major states
recognized in India. [t must be pointed
out, however, that considering thatso
litele is known about the exact findspots
of the sculplures, the provenances
suggested here arce based primarily on
the types ol stone and a broad analysis
ofstyles. Within this period and within
each state, the sculptures are arranged
chronologically.






1. Crosshar from a Railing
Madhya Pradesh, Bharhurt
e § ld. cent ury n. C.
Red sandstone

hrazin. {35.0cm.)

w: aban, (bG.ocm, )

The greater partof thisslightly bulg-
ing elabis decorared with 2 lotus
medallion enclosed by astringof
pearls, From the center the igureofa
man emerges, his hands disposed in
Rarrik aramniednd., 1'l.'r:'!. |!1-,1J'\ he rcpre-
sents a celestial being engaged in
adoring the Buddha, although it is not
impossilile that the bust portrays the

denor. Bedecked with ornaments, heis
distinguished by an imposing turban
and billowing scarf, This type of
medallion was a popular monl for
decorating the crosshars of the railings
that surrounded the great stupa at
Bharhut. The inscription reads:

Y.« mitasa suchi danam. (" This cross-

bar [suchi] is the gift of. . . mitra.")
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2. Portrait of a Donor
Uttar Pradesh, Mathura
|5t CENIUTY
Spotied red sandstone
hi1gdin. (49.50m.)

Such donor figures holding floral
offerings are quite commaon in the art
of the Kushiin perod (A, 1-300) at
Mathura, burt they arc more fre-
guently dressed in Seythian atire,
whereas this one wears the native
dhoti and shawl. Although they may
represent particular donors, generally
such sculptures are idealized, The
treatment of the bunch of lotuses
supported by a long, thick, decorated
stern is characteristic of these hgures,
as is the formeof the turbari., The
details of the turban are rendered ina
rather distinctive fashion, somewhat
flat and cursory. One wonders if thisis
indicative of a date carlier than the
first century, whach the shallowness of
the relielalso suggests.
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g. Head of a Bodhisattva

Unar Pradesh, Madhura region
znd century

Spotted red sandstone

h:2ein. (508 cm.)

[his imposing head once belonged toa
larger than life-size figure of a
bodhisatrva, and although the nose
and the chinare damaged, we canstill
dizcern the smiling countenance fre-
quently encountered in Buddba and
bodhisattva figures of Kushin
Mathura, Also typical of the period is
the enormous turban that consider-
ably enhances the majestic effect.
That the hgure was enshrined and
viewed only from the [ront secms
evident from the summary treatment
of the turban and the head ar the back.
Details of the front, however, are
rendered carefully and the medallion
looks like a strikingly elegant
appendage,
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4- A Yakshi
Uttar Pradesh, Mathura
and century
Spotted pmk sandstone
h: 8 in (46,5 em.)

This fragment carved with a charming
female bust was probably part ol a

%

railingupright or poat. Unabashedly
cisplaving her physical charms, she
holds astylized lotus in her right hand,
while her left grasps another bunch

of lotuses, both buds and full-blown
flowers. Richly ornamented with
heavy jewels, she also has an elegantly

modish coiffure,

Such abundantly endowed females
frequently seen embellishing

the pillars of railings in carly Buddhis:
artare known as yalshi, gencrally
regarded as narure or fertilivy god -
desses, Ofien they are shown in asso-
ciation with trees, but because of the

lotuses, this particular yakshi seems 1o

be associated with water. Possibly we
arelooking at a water nymph cmierg-
ing from the water like Venus or like the
Hinetu goddess Sri-Lakshimi, who also
came from the ocean and was taken by
Vishnu as his wife,

Published ; Indische Kunst, no. 45, pl.g.



5. Two Devotees
Uttar Pradesh, Mathura region
2nd century
Spotted red sandstone

h:1vin (28.06m.)

A couple leans over a balustrade in

a devational attitude, Judging by

the position of the male, the object of
veneration was below and tohis lefi,
His hands are engaped in the gesture
of adoration and she carries a bunch of
flowers. The picce may have served as

the capiml of a pillar of either a_Jaina

or a Buddhist railing, as we know from

other similar fragments found at

Mathura, During the Kushin period
around Mathura such capitals were
wsually earved mto charming and
naturalistic representations of couples
engaged in various mundane sctivities

{cf. Rosenficld, 1966, p. g0).

¥}
L



6. Two Youthful Figures
Alghanistan, Hadda
Ca. 300
Stuceo, with light traces of polychrome
h:(a)ofin (24.8 cm.)
(b) rof in. (26.6.cm.)

Figures such as these, distinguished
by smiling, boyish faces and graceful
postures, are usually identified as
voung monks in the service of the
Buddha. Oneaf the figures (a) holdsa
thunderbolt in hisright hand and the
end of his garment in his left. The
ather figure (b) points with his right
hand toaskullin his left. In addition to
the dhoti, the figure with the thunder-
bolt wears a tunic and a toga like a
Roman. He must, therefiore, tepresent
Vajrapini, the thunderbolt-bearer,
whao is a frequent companion of the
Buddhia in Gandhiran art (see nos.
11, 12). Almost anidentical represen-
tation of Vajrapini occurs ina Hadda
reliefdepicting an incident from the
Burldhaslife (see ], |. Barthous, Les
fouilles de Hadda, Paris and Brussels,
1930, 11, pl. goa ). The figure holding
the skull (b) has his right armand belly
bare and his earlobes are clongated,
like those of the Buddha, Since
extended earlobes are regarded asone
of the signsof a superhuman being, the
figure may not be just an ordinary
monk. Inany event, his attitude
obviously reflects that he is contem-
plating the transitoriness of life. For
othersimilar skull-bearing monks, see
ibid., pls. 34 0 and b,

Originally polychromed, these
two figurines arc among the finest of
the Hadda stucco statuettes. Because
the artist modeled them directly with
his fingers, the forms are particularly

‘sensitive and lively,






7. Head of the Buddha Sikyamuni
Pakistan, Mardan district [ 2)
and—ard century
Gray schist

h:tgin, (48.acm.

Druring the period when this sculpiure
was created, the northern parts of
present Pakistan and the southern
parts of Alighanistan comprised the

region known as Gandhira. [t formed

the heartlond of the Kushin empire

and benefited connomacally from the
northern tracle along the silk route.
[he region was strongly Buddhist and

developed a distinctive school ofan

that was heavily influenced by Greco-
Roman, Iramian, and Central Asian
traditions. Provincial Roman styles,
hewever, appear to predomanate, and
there seems litthe doubt that with the
decline of the Roman empire the
artists from the Reman provinces of
West Asta moved to this region,
attracted by rich Buddhist patrons and
the Kushin emperors themselves,
Slightly larger than fe size, this
well-preserved head s a fine example
of the rechnical proficiency of the
Gandhiran sculptor. The thick
moustache added above the upper lip

15 characteristic of many Gandhdran

Buddha images. The wrpd between the

eyehrowsisa T aminent dot, and the

tishnivha crowning the he
by

the wrad are arranged inwhat s de-

a band at the base,

wribed as “the almond-shape form."




8. Bodhisattva Maitreya
Pakistan
and-qrd century
Gray schist
h:g8in (1208 cm;

Elaborately ornamenied and draped,
this thickset figure with slightly swayed
hips stands on a richly carved pedestal,
The hair on his head, set ofT by a plain
nimbuis, is tied ina bow and adorned
with strings of pearls. In addition to
four necklaces, he wears several

charm boxes attached 1o a string that
goes around his body diagonally.

Such protective charm boxes are seill
frequently worn by Indians, but itis
surprising that a divine being would
need them. His left hand holds a pot,
whichwould identify hirm as Maitreya,
the future Buddha. The pedestal is
rendered as a pillared shrine with
devotees worshiping what appear to be
the three jewels {friraina) symbolizing
the Buddha, Dharma (the religion),
and Samgha (the monastery ).

The figire admirably demon-
strates the hvbrid nature of the
Gandharan style, combining the
naturalism of the Roman assthetic
with iconographic elements that are
purely Indian. Typical of Roman
sculptures, much emphasis is placed on
the volume and (olds of the dhoti and
the swirling shawl, elements that held
no fascination for subsequent Indian
schools of sculpture. Such Gandhiran
statues, impressive as they are, have
more of a physical than a spiritual
impact, This figure is stylistically very
close to another in the Karachs
Museum (Ingholtand Lyons. fig: 2g90].
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g. Buddha $ikyamuni
Pakistan, Mardan district [ ?)
grd century
Grayschasi
h:b1in, (155.00m,

In this classic Gandhfiran-type statue,
the Buddha isdepicted asan ideal
monk-teacher. His broken right hand
miist once have displayed the
.;r.ﬁn'.'.|_1'gl.l.'.'|r.r.lu s hisleft hand delicately
grasps the end of hisshawl, Three of
his supernatural signs of greathess—
the wrnd between the evebrows, the
elongated earlobes, and the wsbninke—
arc clearly delineated. Typleal of the
Gandhiran manner, the hair is indi-
cated by wavy lines and the volume of
the garments by heavy folds. The
nimbus is plain and arcular, but the
base is decarared with a row of medal-
lions and asawtooth molding ; at the
sides only one of the Corinthian
columns remains. Within the columns
a bodhisattva in the meditation
posture 1s worshiped by four figures,
one of whom appears to bea monk,
the others to be lay persons. The
bodhisattva holds a waterpot in his
left hand and may represent Maitreva,

the future Buddha (see no. 8).




ro. Emaciated Sakyamuni
Pakisian, Peshawar region
grd century
Gray schist
h:zodin, (52.00m.)

I'n his Buddhacharita | Life of the Buddha),
Asvaghosha, a poet who probably
Tived in the first century A.D., Writes:

For six years, vainly trying toattain
merit, he practiced self-mortification,
performing many roles ol abstinence,
hard for a man to carey out. . . . But the
emaciation which was produced 1 his
body by that asceticism became
positive fatness through the splendour
which invested him. . . . Having only
skin and bone remaining, with his {at,
flesh and blood entrely wasted, yet,
though diminished, grandeur like the
OCEATL, . .

F. Max Muller, ed., Buddhisi
Muahd
Deseriptions like this inspired the

i Texts, Delhe, 1965, p.133.)

artists of Gandhara to create a number
of sculptures depicting the emaciaied
Sikvamuni. Following the strong
Hellenistic acsthetic tradinon of the
region, the representations are
unusuially realistic and the sculptors
secm certainfy 1o have been familiar
with human anatomy, The mmbusis
decorated with a motif that looks like
pipalleayves. Analmostidentical

motif adorns the mimbus behind the
Buddha's head in the well-known
Kanishka reliquary (Ingholt and
Lvons, hig. 404), and thatofa seated
Buddha in the Brundage collection
(ibid., pl. x3 3). The rosette along the
base occurs on several sculptures from
the Peshawar and Taxila regions
(ibidl., s, 195, 202, 450), but most
notihbly in a representation of
Panichika (ilnd., fig. 9530), which
seems o bestylistcally similar (o the

emaciated Sikyamuni,
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11. The Great Farewell

Pakistan

grd-4th century
Grayschist
h:12fin. {32.0cm.)
wi1gdin. (99.6 om.)

Although Sakyamuni's farewell to his
loval groom, Chandaka, and his horse,
Kanthaka, is one of the most touching
momenitsin the master’s life, very few
representations of the subject have
survived. In this partally preserved
relief, we see the nimbate figure of
Salkyamuni extending hisarm to hand
over his jewels to Chandaka, who
spreads out hisshawl to receive them,
Sakyamnuni's torso is bare and behind
him stands Vajrapini, hisdivine
guardian, The most arresting figure in
the compaosition, however, 15 that of
the horde, who kneels on his forelegs to
touch his master’s fect and therehy
emphasizes the poignancy of the
occasion. [n the words of Advaghosha,
on hearing Sakyamuni’s farewell
address, Kanthaka, **the noblest of
steeds, Hoked his feet with his tongue
and dropped hot tears.” It iz inter-
esting to note that the inclusion of
Vajrapan:, whose figure is modeled
afiter the Greco-Roman Hercules in
most reliefs portraying incidents from
the life of the Buddha, is a peculiarity
of Gandharan sculptures and isnot
recorded in any known text, Note-
worthy also is the fact that both
Sakyamuni and his groom are given
the same type of elaborate tHara.

12. The Death of the Buddha Sakyamuni

Pakistan

grd century

Gray schist with remains of paint
h:26in, (66.0cm.)

w:ahin, (66.0cm.)

This square high-relief slab shows the
physical death of the Buddha
Sakyamuni at Kusinara, Commonly,
the death of the Buddha is known as
mahdparipirdpa, since the incident
took place long after his enlightenment
at Bodhgaya where, in fact, he had
already attained nirvana. In this
relict, following the conventional
formula, the fully elothed figure of the
Buddha lies on a couch, his head and
right hand resting on a pillow, The
artist has not forgotten to add a halo
behind the master’s head, Among the
grief-stricken companions, Vajrapani
is the bearded figure at the Buddha's
fect and the mediating monk with his
back toward the viewer 15s Subhadra,
the last convert, whose water pouch is
suspended from a tripoed. The trees
above, one of which s now broken, are
meant to represent the forest of fila
trees where the Buddha died. A
woman, probably representing a
yakshi or the spirit of the tree, emerges
from thesurviving tree,

The mahdparigirndga of the Buddha
was a relatively popular theme with
Gandhiran artists, but few steles are so
well preserved or depict the occasion
with such animation and pathos,
Buddha's companions are visibly
distraughtand their gricfis graphically
expressed by the sculptor, not only
through their facial expressions but
also through the gestures and postures
of their bodics, One pulls his hair,
another hides his head, unable to
watch the scene, a third lunges drama-
tically to his left, while a fourth seems
toshrivel at the thought of losing his
master forever. Such expressive
representation of emotion is character-
isticofthe Gandhéran school and
obviously reflects artistic norms quite
different from those followed in most
other parts of the subcontinent, where
the depiction is far more idealized,
tranguil, and without the dramatic
tension evidentin this relief.






153. A Goddess
Uttar Pradesh, Mathura region
4th century
Spotted red sandstone
hi41)in (1054 0m,)

The goddess standsin the g
posture, holding the stem of a lotus in
her left hand and forming the
by
2 heavy neckl] er torsn 15 bare and
her skirtlike garment s adorned at the
hipswith & chainlike girdle known in
skfuglid. The exact
identification of such female figures
are removed from therr
flicult to determine, for

the Jotus is 2 ubiquitous symbol and
can be held by several goddesses, such
as the Hindu Parvatiand Sri-Lakshmi
and the Buddhist Tara,

A historically important seulp-

ture, itprobably belongs to the

transitional phase between the heroic,

ponderous style of the Kushin peried

thecham girdle are seen mor

Kushiin sculpture, whereas the subitle
modeling, the Auent outline, and the
maore idealized facial features are

characteristic af Gupta sculprures.




14. A Goddess
Rajasthan
La. 500
Grayschist

h:24din, (62.2cm.

[his nimbate poddess must once have
stood un a simple base, as do other
examples from a group of sculplures
found several YERDS gl near the
a=Mahadevin
Rajasthan (see Agrawala, pl. xxm),

village of Tanesar

Maost of those sculplures represent
unusual forms of mother goddesses
sporting with infants in 2 vanety of
postures. Probably the rght hand of
thiz figure also held a playful infant
tugging at her garment. Since the
male images found in the group
portray either Siva or Kumiira, itis
possible that these mother and child
seulptures represent Parvati with the
mfant Kumira.

The sculptures are stylistically
|:'|1'r|::|u_||.]|_'j S and l.rlin':f.rLL'i-t'L were the
products of a single atelier. All are
characterized by a simple elegance and
sporitaneity that certainly indicate a
date in the Gupta period. The move-
ment of the figure is unselfconscious
and the form expresses a remarkable
natural grace. Other examples arein
the Los Angeles County Museum of
Art, the Cleveland Museum of Art, the
Allen Memorial Art Museum, and
[he British Muoseum. For a more
recent discussion of the sculptures than
the article cited above, see Pal, 1971,
pp. 1051t
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16, The God Stirya
Uttar Pradesh
6th century
Bullsandstone,_slightly polished
higsdin.(r15.5¢0m.)

Although the worship of the sun god,
Siirya, goes back to the Vedicage
(1500 B.c. and earlier), the earliest
known images of the god are only as
old as the second century n.c. The
image type represented in this
magnificent Gupta sculpturcseems to
have been invented even later,
possibily no earlier than the Kushin
period (first—third century a.0.). The
god is portrayed in a strictly frontal
posture with his two hands holding
lotus flowers, Hetsclad ina long umic
and his feet, now broken, once wore
‘shoes. This attire was borrowed from
the Seythians and other Central Asian
tribes such as the Kushins, who had
established themselves in northwestern
India about the first century An.
Thereisa legend that aspecial form
of sun worship was introduced into
India st abour this time by priesis
immigrating from eastern Persia,
However, cxceptfor the costume, the
image shows no significant Persian
iconography. The sun god is accom-
panicd by his two acolytes, Pingala and
Dandi. Pitgala, the slightly corpulent
figure on his right holding a tabletand
awriting implement, is the god’s
acribe and keeps anaccount ol man's
deds, Dandi, who holds a sword and a
shield, is the god *s bodyguard.

Carved from the same stone as
the Sarasvati (no. 17), this sculpture
testylistically sosimilar to it that
clearly they once belonged to the
same temple. Despite Siirva’s hieratic
stance, lns figureis as serenely elegant
as that of Sarasvaiti. His acolytes arc as
graceful as those in the other sculprure
and are modeled with a similar
emphasts on smooth, lowing volumes
defined by a taut outline. Especially
stylish is the manmer in which the
sculptor has rendered Stirya’s scarf,
the entls merging with the nimbi o
create a gently undulating rhythmic
pattern that enhances the liveliness of
the composition,










17. The Goddess Sarasvati

Uttar Pradesh

Gth century

Buftsandstone, slightly polished
h:ggin, (89.08 cm)

Sarasvati is the goddess of both wisdom
and music in the Hindu pantheon but
inalso revered by the Bucdhisis and

the Jairas. Seated here in falitdsemg on
alotus, she plays the vina, accom-
panied by two musicians with animal
heads, The one with the head of anape
isapparently playing a drum, while
the figure with a horse's head plays the
fAute. These animal-headed musicians
represent the gandharpas, a class of
celestial beings who provide musicin
the realm of the gods. Above them are
two females, one dancing and the
other plaving cymbals. The nimbi
behind their heads indicate that they
alsoaredivine,

Not anly is this a superb example
of Guptasculpture, but ivis perhaps
the finest representation of Sarasvati
known, Each figure is represented ina
different posture, which makes the
compositicn unusually lively, despite
the strong emphasis on symmetry.
Thesculpture must have graced one
of the principal subsidiary chapels of
the same temple that housed the
equally beautiful Stirya (no. 165,
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18. The Jaina Teacher Parsvanitha
Littar Pradesh
Bth century
Sandstone with pink tinge
h:g4in (111.80m)

Like Mahavira, Parsvandtha wasa
historical figure and is one of the most
important of the Jaina saints, known
also as Tirtharmkaras. He is believed 10
have been born in 817 8.0, and 1o have
died almost a century later. Details of
his life, however, are enmeshed with
myths that are remarkably sirmlar to
those about the Buddha Sakyvamuni.
Like the latter, Parfvanatha wasa
prince; left his family and home atthe
ageof thirty, and became an
enlightened reacher. Imagesof
Parfvanithe are distinguished by the
seven-hooded serpent thatforms a
canopy above his head, Infact, heis
0 clogely associated with serpents that
there miust be a historical basis for i,
although none is known, The story

15 told that a serpent king, out of
gratitude for an earlier act ol kindness,
onece protected him from the sun
while the mastéer meditated in the
kidyetsarga posture, as he does here,
Theserpent king was none ather than
Dharana, who subsequently became
his male attendant. Here he appears
o the Tirthamkara’s left, fanning
him with a fiywhisk. Each Jaina
Tirthamkara has at least two com-
panions, known as a yaksha and a
yakshint, The yakchni of Parsvanitha
s Padmifivat and sheis the graceful
lady holding a parasol on the master's
right. The two kneeling Agures pre-
sumably represent the donors of the
ImAagr.

Parfvandtha’s figure, particularly
his arms and the lower portion of his
body, s unusually elongated. The
extension of the arms is in keeping with
the description of 2 universal monarch,
whose arms are supposed to reach his
knees (ddmlambita). The treatment of
the serpent, whose cotls form a cushion
behind the Tirtharmkara seems unigue
to thisimage, and the two attendants
are closely related in style to those of
Sirva (no. 19). The face 18 very much
like that of a Sarnath Buddha excepr
for the prominently slanting eves.




1g. A Male Deity
Bihar
bth century
Black hasals
h:goin,

This iz possibly the most enigmatic
figure in the collection. But for the
emblems in his hands, he might well be
anidealized portrait of a prince. He
wears o dhoti, asacred cord, and
several ornaments, including two
different kinds of earrings. The thin,
wavy, vertical pleats of the dhori and
the sash are unusual, as 15 the inelusion
of the dagger. The figure carrics a
fruit, possibly a pomegranate, and a
waterpit, Ifthe lame-shaped mark on
his forehead were a third eye, he could
easily be identificd as Siva. The
emblems are quite appropriate for
the god and the daggeris given toat
least one figure of Siva in The Britsh
Museum, which also lias only two
arms. There, however, the erect
phallus and the third cye arequite
clearly shown.

ren without an exact idenifi-
cation, this figure remams one of the
maost significantsculplures in the
collection. It is certainly from Bihar
and admirably reflects the local
variation of the Gupta style. The shape
and features of the face, the hairsiyle

like a judge’s wig, and the sensuous

though abstract modeling are typical

characteristies of the Gupta tradin

but the massive shoubders, the he

ness ol the lorm, and the disproportion-
atelylarge hands seem o be local traits.
Thesculpture is closely comparable

to the well-known Garugisana Vishno
now in Cleveland (see Fal 1952,

pl. xxvm).




20. A Goddess, Probably Ambika
Bihar, Sahabad district
Gth century
BulTsandstone
hiz4}in. (ba.gom.)

Thiznimbate goddess is seated in
falitdsana ona lion. Her lower left hand
supports a male child whose head 15
unfortunately lost ; her upper left hand
is broken, but may origimally have
held a weapon., Her lower right hand
holds a fruit, and the object inher
upper right hand appears tobea
bunch of fruit. [[they are mangoes,
then the figure must be identificd as
Ambikd, the Jabna pakfi associated
with the Tirtharmkara Nemindtha, In
that case, the weapon in the upper left
hand might have been an elephant
goad. However, the Hindu goddess
Durga is also known as Ambik3,
especially in her maternal aspect, and
the lion is her mount as well. The
Jaina Ambika's concept and form are
therefore closely related to those of
Durga aned Phrvati.

Stylistically similar sculptures,
rendered in the same bullsandstone,
have been found in the Sahabad
district of Bihar and sre now in the
Patna Muscum and Bharat Kala
Bhavan, Banaras (see Guide fo the Patna
Muiewm, Patna, 1955, p, toand pl. v;
A Krishna, ed., Clhord, Varanasi,
171, fig. 345). Rendered with stylish
clegance, all these sculptures reveal
strong influences of the neighboring
Sarnathschool, Despite their hierati-
cismm, like most sculpures of the Gupta
period the figures seen here are en-
dowed with consummate natural
grace, evident particularlyin the
lively representation of the infant.
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21. The Bodhisattva Padmapini
Pakistan, Swat Valley (2}
bth century
Bronze with dark patina
h:irlin (29.2cm.)

The compassionate savior of the
Mahayana pantheon, Padmapini
(“lotus-hearer™), is represented here
in his simplest form, standing in
samapada on alotus and grasping its
stern in his left hand, He wearsa
simple dhot, carries a buckskin aver
hislefi shoulder, and displays the
effigy of his parental Tathigatain
front of his tall chignon, The buckskin
and the chignon cast him in the role
of anascetic like the Hindu gods
Brahma and Siva.

Althoush the facial features are
related to both Kashmirianed Swat
Valley bronzes of the seventh and
cighth centuries, the metal is more
akin to bronzes of the Swat Valley
anly. The proportions and modeling
of the figure, aswell as the treatment
of the lotus, however, have very little
i commaon with bronzes from either
region. As I have sugzesied elsewhere
{see below ), the paleographic pecu-
Liaritics of the dedication inscribed on
the lotus base suggest a date in the
sixthor carly seventh century, Inmy
opinion, the bronee wis an dttempt by
an artistof the Swat Valley to copya
Gupta model from the Sarnath areq,
The slim proportions and the salt,
almost abstract quality of the model-
ing, the treatment of the lotus, and the
pleats of the dhoti have their parallels
in fifth-century Sarnath sculptures
rather thaninlater sculprures,

Fublished: Pal, Bronzes of Kashmir,
1975 PP 210-11,




22. The God Vajrasattva
Kashmir
Htheentury
Bruss with silver ilay

h:Bdin. [16.qcm.

This elegantly crowned and coifTured
Vajrasattva, one of the most important
divinities of the Vajravana Buddhist

pantheon, 15 seated b lali

FUT OI1TE

lotus supported by a lively mountain-

sh

_'|l'-'|. |||'-'|.:"ii.||. A patr of mdgas are
engaged in adoring Vajrasattva, thei
serpentine tils squeczing the rock

||:|| TATLCNS oA Narrow sTem. E L
miountuns represent Mt Sumeruy, the
home of Vajrasattva, Smee Sumeruis
tlso considered 1o be the avis mnnd in

Indian cosmogony, we can surmise

how emunent a

drasattva s

his importance is further emphastzed
by the inclusion of all five Tathigatas
in his crowi. His emblems are the
thunderbolt and the bell, which are
two of the most essential il'lilll-"ll]!_'jl_l_':,
in Vajravana ritual.

[ntricately LJr':-'\.II.:_'I'.-!"|| bronzes were

also made in other parts of Ing

y, for
instance in Kerala {see no. 8q) after
the fifteenth century, but nowhere
with as much Anesse and subtlery of
imagination as in medieval Kashmir,

This serenely majestic fig

re of
Vajrasattva contrasts with the jagged
and contorted rocks below him,
providing asuperh example of both
the inventivenesss and the technical
virtuesi by of the unknown Kashmin

S |J|E.l.:.:-.

Published : Chow, no, 2

Bronzes of Kaskmir, 1975, pp. 162-

47



23. Ekamukhalinga (Phallus with

One Face)

Kashmir

Bth—-ogth century

Brass with silver and copperinlay

h:rgdin. (4.3 cm.)

The phallic emblem of Siva is known
as almea and those with faces or busts
atiached 1o them are called
mukhaliiga. Although the linga 15 the
most popular volive object of the
Saivas, cxamples in metal are not very

commaoan, Rising from a simple
rectangular base, thislinga isshaped
maore like a pillar than a naturalistic
phallus, The bust representing Siva
has impressive proportions and
majestic bearing. A tigerskin s draped
over his dhoti and snakes adorn his
locks, which fall in curled ringles
diown both shoulders, a hair stvle that
was popular in the earlier Gupia
period. s right hand holds a rosary
as it forms the ppikhydnamidrd, and

his left a citrus fruir that symbolizes

the seeds of the universe, The lntter

is asymbol of fertility, the former of
ascelicism.

Apart from their dull golden
color, lashmir bronzes are also
distinguished by frequent use of silver
inlays in the eyes and copper inlaysin
the lips and garments. Siva's eves here
are inlaid with silver, while faint
traces of copper still remain on the lips.

Published : Pal, Bronzes of Kashmar,
1975, pp. 58-59.



24. Kumira, the Hindu War God

Kashmir

gth century

Brass with silver inlay
h:iofin. (27.0cm.)

The son of Siva and Parva, Kumira
{the young prince| is also known by
other names such as Skanda and
Kiarttikeva, Hescems onginally to
have been a protecior of children, but
beeame the divine commander after

his adoption into the Hindu pantheon,
His martial aspect is emphasized by
the spear, which is given a rather
unusual form in this bronze, Instead of

the usual pointed tip, the stenis sur-
maounted by a motif that secims to
combine both the solar and the lunar
svinbols, which are usually held by his
father in cerinin Kashmiri (sce no, 30)
and Central Asian images. Also like his
father (seeno. 29), Kumiira holds the
rosary in hisright hand as it orms the

eydkhvigamedyd, Althourh unusual, this
is not inconsistent with Kumara's
multifarious aspects, for in later Hindu
mythology he came to be regarded as
the great teacher of the seriptures as
well, Heis seated here in delitdanas and
against the plainseat is the effigy ol his
mount, the peacock, whose head is
anfortunately broken.

Stylistically, the bronze is remark-
ahly close to the Ekamukhalings (no.

249) i medeling as well as in salieni

details. The hair style, the pleats of the
dhaoti, the treatment of the right hand,
and the shape and features of the fce
are =0 similar that the two bronzes
miust be regarded as works of the same
atelier ifnot of the same artist, The
eves here also are inlaid with silver,

Published : Chow, no, 4; Pal, Bronzes
af Kashmir, 1975, pp. 84835,
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25. The God Vasudeva

Kashmir

gth century

Brass with silver inlay
h:itfin. (eg.0cm.)

Vishnu is known as Viasudeva when he
s depicted as the supreme | para} deity,
asin this bronze, which represents a
classic image of the god that was very
popular in medieval Kashmir, He is
appropriatély attired and ornamented,
with a garland of wild Aowers
(vanamala) that stretches almost down
to his ankles. Apart from the emblema
in his hands, Vishnu can be recognized
by this garland as well as by the
diamond-shaped symbol on his chest,
Thissymbol, known as frivatsa,
indicates the constant presence of his
consort Srion his person. One of his
right hands still holds a lotus stem, and
his corresponding left hand supports a
conch shell. His other two hands rest
on the nimbi of his attendants. The
female, known as Gadiniri, s the
personification of the mace (gadd), and
the male, known as Chhakrapurusha,

is the personification of the wheel
{chakra), Gadangri holds the macein
her right haned, while her left hand
touches her face; Chakrapurusha fans
Vishouo with a flywhisk, and hislefi
hand is placed against his thigh. Both
look upat Vishiu, as does the earth
goddess between hisfeet, The spout

on the rectangular pedestal of this
bronze was used to drain ligquids that
were pourcd over the image when
itwas ceremonially bathed during
worship.

Kashmir was one of the few
medieval schools of art that continued
to represent Vishou'satiributes in
personified forms, a practice that had
been more commeon during the earlier
Grupta period. Curiously, the Pan-
Asian collection includes a rare Vishnu
from Bihar (no. 51, in which we also
see CGadanar and Chakrapurusha,
though their positions are reversed.

Published : Chow, no, 6: Pal,
Bronzes of Kashimir, 1975, pp. 68-6g,






F o - 4
A
s
& o .
T al b
' F
' LY i L ®
' f ‘o
FY L8 24
e e, 3
| e s ety
| frwerr TR
E ’
- _'.
- . [ M
i
# .'-_
L
—_—"
r c ] \
—" # ";' g
f . "\\.";:‘;‘g' .
+ X Vi X7y J?'.f’
¥ L~ Z
':.l." - ?’
I..f ¥ ;;I
e
* - >
l 4 { \
1
L] L

"‘f's', : o % r\-..—-.":
P ) S

AN AN Q\

= A .
#. _"‘-:”il.L-" T T — ~
4 e, —
. ’f".“l i
-'I-—l"r’ "" - ™ 3
|..._I|I 4 h
4 ‘? ey
\‘- I IR ‘ ﬁl‘\‘
- F-
. % 9% ' = A T




26. Buddha Sakyamuni

Kashmir

gth century

Brass with silverinlay
h:11jin. (209.9 co)

But for his monk's robes, one would be
hard pressed o identify this igure as
that of Buddha Sakyamuni. The
elaborate crown and ornaments are
mtended to proclaim his spiritual
majesty, for as he himselfonce de-
clared: *A king am L, Sella, the king of
righteousness.” Heisseated in the
yogic posture on a throne composed of
rather whimsical lions, each shown
partirontally and part in profle, with
their tails interlocked. Sikyamuni's
left hand holds a manuseript asit
gathers up the end of his robe ; hisright
is placed on the head of a princely
figure, presurnably the donor of the
hronze.

According to the inscription on
the base, the bronze wasdedicated in
the year six of an unspecified era by
MNandi Vikramaditva, who isstyled as
the king of kings (mahdrdjddhirdje) and
as parameivara, a term generally vsed by
monarchs devoted to Siva, At any rate,
the standing figure must represent
King Nandi Vikramaditya, although
noking by that name is knownin
Kashmiri history, whichis fairly well
dooumented. He might have belonged
ta the family of Surendra Vikrami-
ditya, who is known to have ruled in
the Giligit area, now partof Pakistan.
Nandi Vikramiditva is dressed in the
Seythian mode, which was favored by
the Shihis and other rulers of Central
Asianongin. His crown displaysalion
disgorging pearls, and his left hand
holds a wreath of a kind seen frequently
i the hands of Sassanian monarchs
of Persia.

Published : Pal, Bronzes of Kashmir,
1975, pp- 108-0.
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27. The Bodhisattva Maitreyva

Kashmir
toth century
irass

h:izin. (g8.1 ¢m.
- |

Beautifully framed by a flaming nim-
bus and aurecle, Masreva stands
gracefully on a lotus-ropped pedestal,
Clad in adhon, he s elegantly
adormed with strings of pearls, His
hniris arranged 1o a tall chignon
crowned by a tiny stupa, which is his
distinctive ernblem. A scarl drapes his
shoulders and hangs down both legs,
His night hand israised in abfapa-
s, buig left carrics g pot confatming
the elixir of mmortality. Tuis pre-
dicted that Maitreya, the future
Butldhia; will be born in a brahman
family, henee the sacred cord around
hischest.

All the typical characteristics of
Kashmiri sculpture appear in this
elegantly simple bronze, Theplain
artichoke-shaped lotus petals and the
ovil aureole decorated with pearl and
flame monfs are quite distinctive of
Kashmir bronees. Also characteristic
are the shape and features of the face,
aswellas the subtle though feshy
modeling with somie attempt made to
indicate the muscles of the body,

Pubilistued lluust-.:'r_rl.'rj_;_ 1972, p. 30;
Pal, Bronzes of Kashmiir, 1975,
pp. 128

—1).

28, Siva and Parvarti

Kashmir

t ith century

Dark gray schist
higr}in. (54.0cm.)

This composition showing Parvar
anl a three-headed Siva standing side
by side ina single stele was a favorite
with Kashmiri artists. Both stand in
slight tridhariga, acoompanicd by their
twosons, Ganeia and Karttikeva,
and by Siva's bull, Nandi, whose
head iz carved near his master's right
thigh. A tigerskin is wrapped around
Siva's thighs and his erect phallus is
decorously eovered by hisdhou,
Each of his three faces s different,
but all have the third eve, The
central face isplacid, that on the right
15 awesorme, and the one on the left is
femiale. Thus, in the same image both
his creative and destructive aspects
areemphasized. He carries his
emblems—the trident, the lemon; and
the waterpor—and one ol his right
hands forms the paradamded with the
palm {acing the body, a mode that is
typical of Kashmiri sculptures.
Parvati’snight hand forms the same
gesture and her left hand holds a
mirror. More interesting is her
costume, consisting of a tight-Aing
Jacketand a long skirt that everflows
her [eet. This Central Astan mode
of dress was popularin Kashmir and
the northwest and iza peculiarity of
Kashmiri goddess images.

Itis interesting to note that the
sculptor has not distinguished the two
deities in terms of their size and
proportions: generally, the female is
much smaller than the male, Also, the
heures are somewhat Suat, ns
soulpturesof the tenth centary or

later often are.
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2g9. Vajrasattva and Consort

Kashmir

]r:!l".'l'llrl]l—\'

Brass with silver and semipreciouns
stone inlay

h:sdin, (re3em,)

In this sculpture Vajrasattva is seated
in the yogic posture on a multi-tiered
lotus supported by three elephanis,
His damaged crown is embellished
with effigics of all five Tathigatas and

his ornaments are mostly of pearls,

56

although the pendant of his necklace is
inset with a semiprecious stone. His
right hand holds a thunderbolt against
his chest and his left both grasps a

bell and supports his consart, Perched
on his lefi thigh, she holds the same
emhblems as Vajrasativa and is
similarly crowned and ornamenied,
although he has an additional garland
and she is given a scarf that forms a
nimbus behand her head. The textile
designs are vividly rendered in both

figures.

It s noteworthy that no moun-

tains have been delineated here (see
no. 22, although the elephants may
bt intended tosymbolize the cardinal
directions and thereby emphasize the
god's omnipresence, Rather unusiial
is the position of the goddess’s legs,
circled by those of her consort, Her
farm is particularly related w god-
desses seen in paintings from western
Tibet, where much of the art was

influenced by the Kashmin tradition.



30. Uma-Mahesvara

Kashmir style
1 1th century
Bronze withsilverinlay

hi6lin. (16.2 cm,

A comparison with several other
Umi-Mahedvara images (seenos. By,
106} reveals how the same basic
theme was distinetly represented in
different regions of the subcontinent.
These differenices are not merely

limited tostyle, but also affected
iconography. Inthis bronze, although
Und is in her traditional position

on her husband's lefi thigh, bothare
seated rather unusually with their

leps crossed at the ankles. Siva'sright
hands form the seradumudrd and hold
a pot, while one of his lefi hands
prominently displays a disc thatis
probably asolar svmbol, Hissecond
left hand supports his wife, who also is
given four arms, two forming the

saradamedrd and the abhayamidrd, the
others holding a lotus and a pot. The
{act that bath figures hold waterpots
and sit with their legs crossed indicates
that they are engaged insome yogic
ritual, and Siva may here be portrayed
as Kumbhedvara, or Lord of the
Waterpot.

Equallvinteresting are the two
figures whostand on either side of the
high pedestil. They have brought
food and floral offerings to the deities

and must represent the donors, Their
pames are not clearly discerniblein
the inseription, but their clothing
indicates that they must portray o
Shahi chiefand his consort. The
bronze may therefore have been made
in one of the Hindu Shahi kingdoms,
either in Panjab ar Afghanistan, but
itsstyle is unmistakably Kashmiri.

Pubdished : Pal, Bronzer of Kachmir,
1575, pp. bo-61.



31. The Goddess Destroying

Mahishisura
Himachal Pradesh
gth-1oth century
Giray schist
h:goin. (96.2.cm.)

The story gors thatafter Mahishisura,
the chiefof the aseras (“anti-heroes™),
had vanguished the gods, they created
a goddess out of their combined
energy and equipped her with all their
weapons 1o destroy the aswras, This
goddesswas called Chandika or
Ambikd and after a prolonged battle
she killed Mahishizura and came to be
known as Mahishasuramardini. Also
known as Durgi, she is worshiped all
over India, with the most celebrated
festival in her honor held in Bengal
cach fall.

In thisunusually animated scalp-
ture, modeled almost in the round,
wesee the radiantly yourhful goddess
plunging a dagger into the belly
of Mahishisura, whois emerging
froma decapitated bulfals (mafisha).
Toward the énd of the battle, the arra
had desperately disguised himselfasa
buffaloin order to mislead the goddess,
who saw through histrick. Her leftleg
holds the buffalo in place as her left
hand seems 1o drag Mahishasura out,
The godedess’s two normal arms are
intact, but her other arms are broken,
as are her right leg, part of herleft
foot, and the entire lower portion
ol the sculpture. Her face isscverely
mutitared and Mahishasura’s is
vompletely destroyed, Perhaps be-
cause weseeonly two arms the
strugele appears to be between twa
equals and this human scale imparts
drarmaricintensity to the entire
composition, While the expression of
physical energy is restrained, asis
always the case with Indian sculpture,
we are nonetheless made awarcola
condensed vitality, notanly in the
complex intertwining of the figures,
but also in the overall rhythmic
pattern of the composition,










32 The Goddess Mahdbhairavi

Panjabor Himachal Pradesh
11th century
Brass

h:8}in. (22.2cm.)

A goddess with ten arms and four
headsis seated on a male with four
arms, who sits with his legs crossed
attheankles on alotus. Like those of
the goddess, his head is adorned with
a tiara of skulls. His face is turned
toward the goddess and hisforehead
bears the third eve. Two of his hands
form the afijalimudrd and the other two
support the goddess, One of her four
faces is awesome, but the others are
benign and auractve. Her emblems
include a sword, a battle-ax, askull
cup held below her breasts, and a
manuscript. Someof her other
weapons are unfortunately broken,
and only the feet of two attendant
figures remain attached to the top of
the rectangular pedestal,

As [ have discussed elsewhere (see
below!, this goddess represents one of
the eight forms of Mahabhairavi,
who are manifestations of Durgd and
consarts of the corresponding cight
Bhairavas, the angry aspects of Siva.
What is curious, however, is that here
one of the Bhairavas acts as a mount
for the poddess, thereby clearly
indicating her superiority. A similar
but more ornate bronze representing
thesame goddess is in the National
Museum, New Delhi, also discussed
in the reference cited below. The
National Muscum bronze was
recovered from the Kangra Valleyin
the Panjab Himalayas and it may
have been crafted locally orin the
neighboring region of Chamba, which
has an ancient tradition of bronee
casting. The present example may also
bea product of a Chamba atclier.

Published : Pal, Bronzes of Kavhmir,
1975 pp. 22627,
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33

Garuda

Himachal Pradesh
tBth-17th century
Brass

hezidin, (54.6 com)

The mythical bird Garuda has a long
ancestry 1in Indian mythology and was
originally conceived as a sun bird,
Because of Vishnu's early careerasa
solar deityin Vedic mythology, he
came toinherit Garuda as his mount.
Garudga is also an avowed enemy of
snakes—trampling some here and
wearing others as ormaments. Because
heisa creature of fantasy, Garuda had
particular appeal for the artists in all
of Indian Asia (see nos, 104, 152} and
the countless varieties of his im:t_gn.
reflect the unlimited possibilities of the
human imagination,

Inthis impressively large seulp-
ture, Garuda kneels triomphantly
over a cobra that rases 1ts hood
menacingly. At the same time, his
posture and the gesture of his hands
announce his humility and devodion to
his master, whose image he must
originally have faced. Unusoally, he
holds the aniconic emblem of Vishnu
(fdlagrama), which issheltered by
another serpent. Except for the wings
attached to his arms, Garuda here has
been conceived essentially asa human
being. The bronze is probably from
the Chamba region, which continued
to be animportant center for bronze
casting during this period,

Simha-vyila

Uttar Pradesh

Bth century or carlier
Beige sandstone
hizgd ., (740 om)

In Sanskrit, ppdla s a generic term
meaning a beastof prey or vicious
animal. In reference to Indian art, the
word is applied toaleonine anirmal
that is usually shown rampant and
may have the head of a lion (simka), as
here, or alany other animal, bird, or
fish, Although a recurrent motifin
Indian art—it frequently appearson
thesides of a throne (see nos, 52, 551 —
the symbolic significance of the spdla
remiing unexplained. Sometimes a
sitha-oyila may attack an elephant

or trample a warrior, but at other
times it is attncked by a man with a
sward, a3 in the present example, The
animal seems to completely dwarf the
man as it turns violently toshake him
off. Worked almostin the round, this
sculplure achieves a harmonious
balance between supple form and
linear rhythm.




35. The Seven Mothers with

Virabhadra and Ganesa
Uttar Pradesh

dth century

BufTsandstone

h:zoin. (50.8cm.

wisgin {134.6 cm.)

Ihe seven mother goddesses ( Marrika)

are represented here with Virabhadra
and Ganefa, Virabhadra, a mani-

by

festation of Siva, plays the vina as he
leads the group (seene. 67, Heis
followed by Brahmani, Mihedvari,
Kaumdri, Vaishnavi, Varahi,
Indrant, Chamunda, and Ganeia. As
thewr names mdicate, cach of the first
six mothers represents the energy
inherent in the god of the game name,
and they were created by Durgd
during her siruggle with Mahishdsura
(seeno. 37). The emaciated

Chimundi s a separate entity,

althoueh she too was created d uring
the samestrugale (sec no, 48), All the
figures are dancing, and the maternal
aspect of the goddesses is ermphasized
only by Indrani, who carries an
infant.

Suchreliefs of mother goddeses
can be found in most Hindu templies,
usually as lintels over a minorshrine or
doorway. The goddesses are frequently

shown dancing and in this particular
relief, which is remarkably well
preserved, they form an unusually
lively group. The sculptor seems to
havermade aspecial cffort tovary their
postures and consequently the com-
position is more than usually exciting
and compelling, A fragmentof a
similar relicfis in the Allahabad
Museum (see P, Chandra, 1970, pl.
CXXXVI, 415,







36. The God Brahma
L'ttar Pradesh
Bih—gih century
Bufl sandsione

bt ging (g2 em.

Chnily the four lieads ol what muost onee
have been a handsome full dength

sculpiure of Bralima remain. Each

66

head, with matted hair held by a
simple Gara, represents an ascefic,
The elongated carlobis are one of the
sigms that Indian sculprorsused 1o
distimguish a god from a mortal, The
tefr of the four heads join inoa lotus.
Adong with Vishou and Siva, Bralhma
constitutes part of the Hindu trinity
and s responsible for all ereation. In

mythology lie also plays the role of

counselor and teacher to the gods, and

his four heads symbolize the four
Vedas, which are the oldest Hindu
scriptures. The idealized features, as
well as the elegant chipnon, are
rendered with a simplicicy and
sensitvity reminiscent of Gupta
sculpuure (of, the similar heads of
the Cambodian Brahma, no. 142]).
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57. A Yogini

Uttar Pradesh or Madhyva Pradesh
toth century

Buffzandstone

h:gyin (B3.8cm.)

This four-armed goddesssis asiride a
bird, her feet supported by two lotus
leaves with tendnils, She is beautifully
formed and ornamented and only her
attributes emphasize her awesome-
ness. With her two principal hands
sheseems to be expanding her mouth;
the other two hands hold a sword and a
shield. Her hird mount isvery likely
anowl, which is normally the vehicle
of Sri-Lakshmi but is sometimes also
ridden by terrifying mother goddesses
such as Chimunda (chimimda
ulugavahing).

Indeed, this goddess may well be
amanifestation of Chimunda {see
na, 41}, singe she sincluded in the
pantheon of the sixty-four Yoginis. A
yogini normally is the feminine
counterpart of a yogi, but the word is
also emploved to designate sixty-four
goddesses, wsually of terrifying nature,
who are collectively worshiped by the
Saktas, Onginally they were probably
goddesses individually worshiped in
different localitics and, once accepted
within the fold of the Sanskritic
religious tradition, they came to be
regarded asmanifestations of the
great mother.,

Foramore elaborate sculpture
represcnting the same goddess, see
Davidson, p. 42, n0. 55

TO

38, The Goddess Marichi

Uttar Pradesh

I 1 th century
Bulfsandstone
hag7iin, (g5.2 cm.)

The name Marichs s derived from
the word riariehi, meaning “rays of
the sun." Hence Marichi is regarded
by the Buddhises as the goddess of
the dawn or the queen of the heavens.
Like the Hindu sun god she travels
through the sky, butin a chariot
pulled by pigs rather than horses,
Oncof her three headsis that of a sow,
and her charioteer is Rihu, the bodi-
less demon who devours the sun and
the moon, thereby causing eclipses.
That she was conceived asa solar
goddess thus seens clear, but some of
the other iconography is difficult to
explain.

In this impressive sculpture the
goddess sirikes an aggressive posture,
towering above her companionslike
anamazon All ol her ten arms are
broken, but this seems to be acstheri-
cally advantageous, for onesenses
better the plasticivy of her form, which
has been modeled almost in the round.
Along the base isa lively fricze of
seven rampant pigs and one lion ( 7)
crisshing eight dwarfish figures that
must represent the demons of dark-
ness, who are also encountersd in
images of Sdrya. The naked demons
are almost cherubicin appearance
and are deploted ina wide varicty of
postures, In the middle of the fricee is
the head of the charioteer Rihu, while
omn either side of Marichi stand four
female attendants hearing flywhisks
and garlands. According to the texts,
her principal face displays passionate
lorce ; the sow’s fage, wrath ; and the
remaining face, serenicy.




39. Siva and Parvart
Uttar Pradesh
tithcentury
Beige sandstone
hitgdin, (37.8 cm

Thischarming relielshows Siva and
Parvati ina particularly intimate pose.
The four-armed Siva holds a trident
in one hand and possibly a snake in
another. His two normal hands are
engaged in caressing the goddess, who
has one of her hands around his neck
and holds a mirror in the other. Both
their ammals, the bull and the hon,
look up at them like devoted pets, Siva
is provided with iwomale anendants,
and rwo celestial beings, one now
effaced, hover abave the divine
couple's heads,

Fhe conjugal relationship be-
tween Siva and Parvai has remained
ane of the most popular themes i
Indianart. Their love for one another

1s expressed in this sculpture with

particular tenderness and delicacy.

Typical of the Indian assthetic tradi-
tion, this is done not merely by the
disposition of their faces with their

erlocked, but also by their

evesin
postures and by the gestures of ther
hands. Even the animals are involved
with the intimacy of the pair’s fond
embrace, and, as we watch, we can
cnly say with the poct Bhagiratha that
the eyes of the divine couple are
“sweet, loving, innocent and motion-

less with love™ (Tngalls, p, 8g).




72

40. The God Balarima

Uttar Pradesh or Madhya Pradesh
r1thcentury

Red sandstone

h:g6in. (142.2 co)

Balardma. the foster brother of Kri-
shna, is regarded as the eighth avatar
of Vishnu. His most distinctive attri-
butes are the plowshare, which he holds
with his upper lefi hand, and the snake
hoods that form a canopy above his
head. His lower left hand halds a cup,
for Balarima is very fond of drinking,
Unfortunately, the two right hands are
broken, but one of them must have
held a pestle, part of which seems to
be attached 1o the upper right arm,
which was once raised in the gesture
of authority asumed by universal
monarchs. Stylized mekaras and pydlas
decorate the side of the siele, and a
thick floral garland forms a cushion
between the head and the nimbus,
Despite the worn face, the sculpture
isa rare and impressive image of
Balarima from the medieval period
and very likely was the principal icon
of a temple dedicated to the god.

Such imperiousand heroic
representations of Balarima are
characteristic of the much carlier
Kushin period from which a number
of fragmentary, though monumental,
cxamples have survived, Few later
sculptures of Balarima, however,
repeated the Kushin formula as
fatthlully as the present image. The
asymmetrical disposition of the raised
right arm and the imposing snake
hoods impart astonishing vitality and
compelling rhythmic foree 1o the
representation. The attenuated figure
of the god and the abundance of
jewelry reflect a rococo tendency that
ischaracteristic of much medieval
Indian sculpture, but in noway do
they detract from the dramatic
assertivencss of the form.,










41. A River Goddess

Madhva Pradesh
7th-8th century
Pinksandstone
h:zy§in. (6g.Bcm.)

Only three partially preserved figures
remain from what must once have
been acrowded relief, The large figure
in the middle, striking a provocative
pose, holds a waterpot with a plantin
her nghthand ; her left hand resison
the head of a dwarffemale attendant.
The waterpot suggests that she
represents cither Gangd or Yamund,
the two river goddesses whose images
flank the entrances of many Indian
temples. A sccond dwarfish and gro-
tesque male seems 1o be pulling the
chain belt that forms aloop on her
right thigh.

The elassic simplicity of the Gupta
period (seenos. 17, 20) here becomes
barogue, both in the luxurious expan-
sion of the volumes and in the exagger-
ated sway of the posture, The goddess
secms almost unable tosupport the
burden ol her ample bosom and hips,
while the playful grotesque dwarf
strikes an impossibly contorted pos-
ture. Such grotesques are often
associated with beautiful wemen, both
in the literary and the visual arts, and,
apartfrom the fact that theyadd a
touch of humor by their comical
behavior, they also serve to emphasize
by contrast the beauty of thelr
mistresses, Two other stylistically
similar seulptures are now in the
Heeramaneck collection in the Los
Angeles County Museum of Art, and
probably all three belonged 1o the
game temple,
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42.Lakulisa (Lord of the Staff’]

Madhya Pradesh
Bth century

Pink sandstone
h:grin. (78.7 cm.)

Lakulisa was a great Saiva teacher
wha may have lived in western India
during the first century a.n. He may
have been responsible for reorganizing
the Pasupata sectof Sivaism and
certainly came to enjoy a position of
pre-eminence in the later Salva
pantheon. The fact that he is shown
with four arms announces his divine
status and his identification with Siva.
Indeed, the Saivas regard himasan
avatar of Siva.

Heisrepresented here as a yogi
seated with his legs crossed at the
ankles and held in position by a_yega-
fatia, The latus base ises from the
water symbolized by twondgas, His
hair is arranged in an elegant chignon
and, like Siva's, his phallus is erect,

His two principal hands form the
dharmachakrapravartanamidri, which is
used more commuonty by the Buddhists,
Since Lakulifa wasalso agreat
teacher, artists obviousiy feltit was
appropriate to give him this gesture,
His upper right hand holds the rosary
and the corresponding left hand holds
the snake-entwined staff (faguda or
fakufa) thatis hisdistinctive emblem.
Heis accompanied by four smaller
figures who must represent his four
principal disciples—Kusika, Mitra,
Gargn, and Kaurushya—traditionally
regarded as the founders of the four
subsects of the Pisupata system.

In the simplicity of its composi-
tion and the abstract though sensuous
modeling of the figures, the sculpture
echoes the chaste elegance of the Gupta
aesthetic. 1t is closely related in style to
another sculpture in the collection (no.
41) and both are probahly from the
same reglhon,
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43- A Celestial Nymph
Madhya Pradesh
Ath-gth century
Pink sandstone

h:abd in, (67.3 cm.

Framed 'I_'n_. :'n.-_I'\l'II:iirl'l'l.lllllT'IIJ.-... -
celostial nymph is seen dancing to the
music provided by adrummerand a
flutist. The skillful use of the archi-
tectural setting and the shadows
||r|.|l.':l_,||,l'1] by the L1l.'=.:ll reliel ereate such
an illusion of depth that the hgure
seomns o come forward as il on astage.
Meoreover, thesevere vertical upright
of the columns helps to accentuate the
curves of her body, She dances
voluptuously on a platform whose
fromtisdecorated with foliage and a
partially seen kfritimukha, which
associate the nymph with fecundity
and water cosmology, Diespite the
opulence af her form, she appears asa
nimble-footed dancer, and iris
obvious that the sculpror was well
acquainted with the dancer's reper-
toire, as most contemporary acsthetic
manuals instructed him to be, The
seulpiure is stylistically related o the
splendid Lakuiisa

collection (no. 42).

alsoin this

=]
=
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44. The Boar Incarnation of Vishnu
Madhya Pradesh
gth—1ath century
Cream sandatone
h:55m. (159.7em.)

Inhis Vardha, or boar, incarnation,
Vishnu rescued the earth from under
the waters. According to some ver-
sions, the earth was sinking because it
was unable to bear the weight of the
population growth and the conse-
quent increase in grain production ;
according to others, a demon called
Hiranyiksha had seized the earth and
fled to the bottom of the ocean. What-
ever the reason, the gods appealed o
Vishnu, who assumed the formofa
boar and dove into the waters to
rescue the earth. There seems good
reason to believe thatsuch legends are
anly later attemipts to explain away
the primeval worship of the boarasa
fertilizing divinity.

In contrast to the diminutive
figure of the carth goddess, Vishnu isa
colossus dominated by a massive
boar's head. His dynamic posture
conveys asense of remendous energy,
while the earth goddess's helplessness
and gratitude are communicated with
subtle and quiet charm. One of the
god'sright hands rests against his
thigh immediately below a dagger, the
ather holds the mace, One ofhis left
hands supports the demure earth god-
dess and holds a wheel against hischest.
The thrust of this elbow further empha-

“sizes the energetic diagonals of the
form. The conch is held by his remain-
ing left hand, and a lotus leafservesas a
parasol above the god's head. Note-
worthy are the streaming strands of
hair, which are not usually encoun-
tered insuch images. The ornaments
are crisply delineated and the figure
isattached toa remarkably plainstele.
That the sculpture is from Madhya
Pradesh seems certain, but whetherit
is fram the Rewa or Chhamrpur
districts is more difhcult to determine.
For comparable though later examples
from these twodistricts, see P, Chandra,
pls. oKX, p. 4213 CXLL PL425;

EXLIN, P. 433
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46.

Lovers (Mithuna)
Madhva Pradesh
11thcentury
Rast-colored sandstone

h:agd i, {74.0 cm.

Aloving o |_|u|||l',-:.-]' mii thuma, is one of
the most popular and ancient themes
in Indian art, Symbolizing the close
correspontdence between agricul ture
and thesexual act, itis probably a
substitute for the ritual intercourse
performed in the Helds durimeg neo-
lithic rimes to enhance the fertlioy of
thesoil. Later, the motifof a couple,
often engaged inan overtsexual act,
was employed freely on the external
wallsof a temple and isstll regarded
as an auspicious symmbol,

Ini this relief a princely man, his
masculinity emphasized by his beard
and his long hair gathered inan
elegant bun, is about to disrobe his
voluptuous partner, She isnot yet
prepared tosubmir totally, for she
holds on to her garment with her left
hand. Each appears totally engrossed
in the otherand while he iz gentle, she
is more passionate, though coguettish,
Although the two figures are scparate
entitics, their forms seem to How into
oneanather with effortless ease, The
composition is handled with exquisitely
understated eroticism, and the
entwining figures display a rhythmic
ecstasy thatisat once joviul and

decarous.

A Celestial Female
Madhva Pradesh

11 th—r2th century
Pink sandston:

h:gzlin (4.4 cm.

Sculptures representing celestal
{females, who are known generally as

ahrand or afisaras, were used prolifically

by medieval Indian artists (o decorate
the external walls of temples. Although
meant to depiot divine rather than
human creatures, thevalwavs look
MNost are

engaged in mundane activities; this

emmnently desirak

lady, for example, was very likely
gazing intoa mirror ag she fixed her
hair ornament with her right hand.
Shegracefully leans agamst the trunk
of o tree aund above her head an
curving tendrils that emphasize her
own sinuous forme. Obviously shewsa
symbaol of fertility and abundance and
thereby embodies a concept that had
ity roots in the civilization’s neolithic

past.
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47. Bhairava Head (?

Madhya Pradesh or Rajasthan
toth century

BufTsandstone

h:rgdim (342 cmu)

The awesome expression of this hand-
sornie head is due cspecially to the
bulging, rolling eves and the gaping

ngfangs, [tisalso

mouth with protro
given a beard and a moustache, and
hair that is rolled forward on the head,
looking almost like a Phrvigian cap. A
devorated band separates the plain
bun from the curlicued locks that form
afringe along the temples. The head
may have belonged to an impressive
imageof Bhairava or to an angry Saiva
attendant. A similar facial type, with
the same beard and moustache but
with a benign expression, was used
frequently in medicval Indian sculp-
ture in both Madbiya Pradesh and
Rajasthan. A comparable beard and
hairds, though with the bun hanging
lopsely on the neck, can besecn inthe

muale lover inno, 45,

48. The Goddess Chamunda

Rajasthan, Dungarpur region
1oth century
Cirmy schist

h:zgdin. (59.7 cm.

Also knownoas KAll, Chimundi is one
of the mother g-..-r]rll'*-\.-\.i'-\. |seeno. 35)
and an emanation of the great goddess
Durgd, or Mahishfsuramardin (see
no. 31 ). During her battle with the
asuras, Durgd created a terrifying and
emaciated poddess who destroved,
among others, the brothers Chanda
and Munda. Thereafter, she became
known as Chimunda, “the destrover
of Chanda and Munda." This explan-
ation of her name seems rather tenden-
tious ; more likely the word iz of non-
Sanskntic origin, and she may have
been a tribal goddess who was later
adopted into the Hindu panthean.
With a prinning, awesome face,
the emmaciated goddess sits in lalitasane
on a man with long, flowing hair, She
is four-armed and wears a garland of
severed heads, arms, snakes, and a skull
that emphasizes her macabre charac-
ter. In her handashe holds a severed
head, a dagger, and askull cup from
which she drinks the blood of her
victims, Her remaiming left hand is
raised to her gaping mouth, her e
hnger tonching one of her fangs. In
addition, she has a trident and a
staft bearing a grinning skull. Ttis
interesting (o note that the head she
holds with herright hand has long
hair, as does the man who serves as her
seat. [t is possible, therefore, that the
prostrate Ggure reprosents aneof the
astra brothers, while the decapitated

head belonged to the other,









49. A Flywhisk Bearer

Rajasthan, My Abu region
1oth—11th century

Marble

h:26in. (66.0em.)

This handsome figure stands grace-
fully in tribhaiga with his left hand
resting on his thigh and his right
holding a Aywhisk that goes around his
shoulder and falls behind his left arm.
His bejeweled and crowned head is set
off against a pointed, laming nimbus,
which unquestionably establishes his
divine status. At the same time, how-
ever, he wis probably an attendant
yaksha who stood behind the figure of
a Jaina Tirthamkara {see no. 50 ).
Radiantly youthful and ideally pro-
portioned, the figure is modeled with
almost feline suppleness, Marble is the
principal sculptural medium in the
Mt Abu region of Rajasthan and
hence it is casy to identify the proven-
ance of this sculprure,
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go. A Jaina Tirthamhkara
Bihar
7th century
Crilt copper
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51. The God Vishnu
Bihar
Ca.Boo
Bronze with traces of green patina

h:2o0fin, (52.7cm.)

Represented herein one of his princi-
pal emanations (myiha), Vishnu

stands as firm as a pillaron a lot
topped pedestal. Crowned and
ornamented, he is also given a garland

of Bowers (panamald). A circular
nimbus decorated with pearl and
fame motifs sets off his head. Two of
his hands carrv a conch shell and a
round ohject symbolizing a lotus seed.
His twio additional hands rest on the
heads of his personified attributes, the
wheel and the mace, which have parts
of their emblems depicied above their
nimbi; An ascetic-looking donor kneels
above the night footof the pedestal

with his hands in the afjalimudrd.

Fewscholars would disagree that
this bronze is earlicr than the well-
known Balarima bronze from Kurki-
har. which was dedicated in the ninth
regnal year of Devapila, who s said 1o
have ascended the throne in about
810 (sce Pal, 1972, pl. xxviub). A
close stylistic parallel for this bronze
can be teen in another bronze Vishnu,
alsowith personified attributes, dis-
hahi district of
Bangladesh {sec R. C. Majumdar, ed.,

covered in the Raj

History of Bengal, Dacea, 1964, 1; pl. LI,

p- 146). The Rajpshahi bronze is

generally dated to the cighth century

and hence the sugeested date of this

Vishnu, which seems 1o be confirmed

by the paleography of the inscription.
The inscriptionis as follows:

doyi freajidbara
devadharmmoya dateayilom mdfirto
dtmanaicha, Written inrather cormup!
Sanskrit, it tells us that the image was
dedicated by Prajiiikara, a resident of
Kapilavastu, for the welfare of his
parents and himself. The inseription,
therefore, has considerable signifi-
cance since the wording suggests that
either Prajfifikara himselfwasa
Buddhist from Kapilavistuor that the
scribe was a Buddhist who employed

the usual Buddhist formulain the text.
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52. The God Vajrasariva
Bihar
tath century
Black schist
h:2gin. (73.6cm.)

Although Vajrasattva isa widely
revered deity of the Vajrayana pan-
theon, there issome ambiguity about
his importance and nature. Some texts
consider him to be the sixth Tathigata,
but he is invariably represented as a
bodhisattva, elaborately crowned and
bejeweled. Moreover, four of the five
Tathigatas are usually portrayed in
his crown, as in thisimage, an indi-
cation that he does not belong to any
particular family, His exalted position
issvmbaolized here by the thunderbole
adorning the apexof the image.

Vajrasattva is generally suppesed
tositon the summit of Mt Sumery
[seeno. 22}, buthere he lsscated ona
lotus throne supported by three
clephanis and framed by two rampant
lions. The basc of the throne consists of
pillars and a molding decorated with
the chaitra window motil. Alse unusual
is the presence of four goddesses; two
of them hold a garland and a musical
instrument, a third seems to be danc-
ing even while she isseated, and a
fourth holds two objects that are too
indistinct to be identified. They may
represent the four dancing goddesses
known as Lisya, Nritvd, Milyh, and
Gith. The Buddhist ereed is inscribed
an the flaming nimbus, asit isin the
image of Tara (no. 53). The two
sculptures are closely related stylistic-
ally and may be the products of the
same ateher,



53. The Goddess Tara

Bihar
foth century
Black schist

higodin, (775 cm.)

The Buddhist savior Tard is seated in
lafitdsana on an claborate and richly
decorated lion throne, Her right footis
supported by a lotus fanked by two
adoring devotees, The goddess is
sumptuously ornamented and a gos-
samwer scarfis hardly sufficient to
contain her well-formed breasis. Her
right hand forms the paradamudrd and
13 marked with a (loral motif’; her left
hand holds the stem of a nifoipala
(“Blue lotus" ). The base ol the throne
issupparted by lions and elephants,
aned two more tampant lions disgorg-
ing pearls decorate thesides, Atthe
base of the Aaming nimbus are two
kinmaras playing the drum and cym-
bals, Thesurface of the nimbus iz
inscribed with the Buddhist ereed, and
the apexis crowned with a kirttimutha,

Typical of the finest Pilasculp-
tures, the modeling is taut vet delicate,
an embodiment of grace and serene
elegance. The compassion thatis Tara’s
principal virtue s well expressed by
her contemplative countenance with
its particularly sweet expression and
by the gesture af her right hand,






54. A Tathigata

Bihar, Kurkiharstyle
joth century
Bronge with dark patina

h:giin: (1g0cm.

Thai this meditating figure represents
2 Buddha ora Tathfigatn s not in
doubt. However, whetheritiz an
image of the Buddha Sikvamuni or of
Ratnnsambhava, a member of the

Vajrayana pentad, 1s more difficult to

determine, The paradamudrd formed by
the right hand & common to both, but
if the ohiject held by the hand 15 a jewel,
then the igure must represent
Ratnasambhava (**the Jew el-barn™),
If, however; the tree behind his head is
apipal, then the igure can be
identified as the Buddha Sakyamuni.
It must be stressed though that the
leaves do nat look like those of '.|.'|ll|l.'.l]
and that usually when Sakyamuni is
'|:u_'~r[r;1'_;|'r3 below this tree, his right
hand forms the ddmisarfamuded, Thus,

the Aigure is probably meant (o depact

Ramasambhava. The Aaming nimbais
s surmournted by a parasol with
fluttering festoons.

khourkihar s avillage only seven-
teen miles from Gaya, where the
Buddha attained enlightenment. In
1920 a chance exeavation for the
foundations of a now building there
brought 1o light a hoard of 273
bromzes, which are now in the Patna
Museum. Apparently there was once
animportant monastery at Kurkihar,
which was probably destroyed by the

Muslims sometime in the twellth

century, when the bronzes were no
doubt hidden underground by the
monks. Althourh related to the
bronzescreated in the neighboring,
and better-known, monastic estab-
lishment of Nalandn, Kurkihar
bronzes have peculiarities that clearly
distinguish them from those of the
Nalanda school. This bronze
Tathigata is a ine example of the
Kurkihar style and may have been
taken by a pilgrim to Tibet. The
Buddhist creed 15 inscribed on the
plate underneath the image.




The God Siva-Balarama | !
Bihar, Kurkihar siyle

toth contury

Broass with silver inlay

h:7din, (192 cm

Arwelve-armed male detty, has headd
sheltered by a seven-hooded serpent,
stands in samapada on a lots,: Accome-
panying himon two smaller lonuses are
twomale attendants whostand rather
precaniously with one foot behind the

ather, All three hgures are (ramed by

an oval aureole decorated with flames

and pearl motifs. Thedeity wears o
erown embellished with a lion's head,
various ormaments, the sacred cord,
and a long garland, His forehead
seems 1o be marked with a third eye,
all three eves being inlaid with stlver,
All his emblems cannot be casily
recognized, but the conch shell, the
sialar and lunar symbols, and the lotus
are clearly discernmible. Others seem to
include a mace, a i1|||u. share, a
khaffrddga, ond an animal that may be
an antelope. Two of his hands grasp

twis nbjects resembling lotus buds that

emerge from the heads of his empry-
handed atendans,

At first glance it is tempting 1o
ileniify this igure as Balarima, the
foster brother of Krishna, whois also
worshiped as one of the avatars of
Vishnuw. The snake hood, the conch
shell, the lotus, the garland, and the

lron crown would certainly identify the

fipure as partly Vaishnava. And if two
of the attributes are indeed the plow-
share and the mace, RBalarama would
be a logical choice, However, the
presence of the thivd eye on the fore-

head would be inconsistent with such

an identification, for it 1s unguestion-
ably a mark of Siva. Moreover, the
sun and the moon, the antelope, and
the kkaffrdriga-like object are other
attributes of Siva. Therefore, thisis
cither a little-known cosmic repre-
sentation of Balarima or asyncretic
icon combining the forms of Balarima
and Siva.

Siylistically the bronze is closely
related to a conventional Balarima
imagr from Kurkihar that is datable
te the minth eentury (see Pal, 1972,
xxinh). The dedicatory inscription on
the pedestal is oo faint to be legible.
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56. Dancing Ganesa
Bengal
toth-1 1 th century
Black basalt
h:374in. (95.2cm.)

Ganesa, the elephant-headed sonof
Siva and Pirvati (seeno. 30), 18
represenied here dancing like his
father (seeno. 77). Threeofhis eight
arms are broken, but hissurviving
hands hold & battle-ax, arosary, &
Amwerwith leaves, & snake, and a bowl
ol sweets which heiseating, The two
raised hands probably formed
gestures of the dance, Two musicians
plaving drums and cymbals provide
the necessary thythm, while arat looks
up at his master inadmiration, The
donor of the seulprure kneelsin front
of the animal and holds up a garland as
an offering.

Images of dancing Ganeda be-
came popular in Bengal during the
Pila period. What is remarkable in
these sculprures is how defily the
seulptor has depicted such a bulky
figure asa nimble-footed dancer,
Diespite his elephantine form, Ganesa
dances gracefully and efortlessly,
springing up “lightly from the carth
that trembles at the stamping of his
feet ... (Ingalls, p. Bg).










57.-A Lotus Mandala
Bengal
11th century
Brass with paint
h:izdin (3r.7cm.

"This elaborate sculpture, made in
several parts and skillfully joined,
represents a mandala in the form of
lotis. Al the center of the lotus stand
the embracing Gpures of Hevajra, one
of the most important Vajrayana
Buddhist geds, and his consart,
Nairarmyi. Eight goddesses, known
as Dikinds, dance around them, each
against a petal of the lotus {one, how-
ever, ismissing ). Weare told in the
texts that Hevajrais “*Joy Innate'" and
in astate of bliss; with their songs the
goddesses urge him to awaken.

The cuside of each lotus petal is
embellished with two tiers of reliefz,
O the lower register of each petal an
identical scene appears with a snake,
astupa, a fire, a tree, and two figures,
oneof whom is |.|.3r'.|'i[II:_. Each zcene
probably represents a cemetery,
eight of which usually surround a
marndala. The upper tiers each show
two figures, cither seated or dancing;
these may represent some of the

Mzhasiddhas, or “perfected beings,™
a few of whom were historical figures
who played a prominent rolein
spreading the cult of Hevajra and
ather exotic cults of later Buddhism.
The loms is supported by a stem from
which stylized rhizomes, equally well
finished at the front and back, branch
out on either side. Four TathGgatas
and two bodhisattvas, each withima
shrine, are dr'i.'li.'.'h o on both siches of
thestem. The excoution of these
figures, aswell as of the scenes an the
petal exterior, is not asrefined as that
of the principal fiigures or the rho-
zomed, Nonetheless, thiz lotus mandala
is a technical tour de foree and is per-
haps the most elaborate of all known
examples
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50. The Bodhisattva Maitreya
Hengal
r zth century
Silver, inlaid with semiprecious
stones, copper, and gold ; gilti-bronze
lotus
hirzim. (g2.4cm.)

The future Buddha, Maitreya, s repre-
sented here as a bodhisattva. Although
his hair is arranged in an ascetic’s
chignon, he is sumptuously ormamen-
ted. A tiny stupa is lodged in his matted
hair, and a waterpot is attached 1o the
lotus whose sinuous stem hie holds in his
left hand, His right hand forms the
abhgyamudrd, The exposed edgeat the
hottom of the lotus base indicates that
it must otice have been inserted mtoa
pedestal, as the Vishnu bronze was

(no. 58],

Silver sculprures of this size are
extremely rare and few Bengal metal
images are sorichly inlaid with both
metal and stone, Tomy knowledge
nonereveals so engagingly busy asur-
face. The chasing of the exuberant
ornaments and the inlay work are
executed with a jeweler’s finesse, The
gilt-bromze lotus on which the figure
stands is curious and may be a later
replacement. That the sculpture
found its way into Tibet is evident
fram the traces of cold gold around the
face and from the blue paint on the
hair, for the Tibetans frequently
applied such paint to their figures.
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60, Sadasiva

COrissa

1 1th century
Copper

higiin. (24.1cm.)

Sadasiva is the supreme form of Siva,
representing the quintessence of the
elir r-E~]|_g||;-:,||||||'L' ||rl|I.-."'.'r1.ll:|.|.|.J|.|.-"!::i.1.“.l
school of Sivaism. He really i formless,
bt since the ordinary mortal could

ot ensily comprehend hissubtle,
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luminous, and all-pervading nature, it
wits niecessary to devise a tangible
form. According o the texs,
Sodisiva can be represented with five
heads or one, but he must have ten
arms, which should display: on the
right, aspear, a trident, a bhaftodiga,
the paradamudrd, and the ebhayamudrd,
and on the left, a blue lotus, a kettle-
drum, asnake, arosary, and a citrus
fruit. The present Ggure fits this
deseription in every detail. His image
15 framed by a tall aureole, crowned

b n kirtiimuicha and fringed wath the

flame motil, representing his eful-
genee. A tiny but remarkably natural-
istie representation of the bull s
attached to the front of the pedestal,
Metal imapes of Sadagiva are
rarc enougeh, but rarer still 1z this
Orissan example, Although Orissa s

known |_|_|'|1;1'L|'];r|‘:-|_||||. el storne |_|J_||-

tures with astomshing profusion during

the medieval period, few bronees of
the period have yet come o ght.
Among the few known examples, this

ane s particularly handsome and finely

crafted.

fi1. Embracing Couple (Mithuna)
Orizen, Bhuvanesvar { ?)
tith-1ath century
Grayish brown schist

higgin. {83.8 cm.)




Thissculpture once embellished the
external wall of a temple and hence its
narrow, bracketlike shape. Such
L,|_I1ab'r'|.'ij |_1'rl r|.'1'|'.'l.'.:1.r.'|r| VW e Rrmaangr 1 he
muost popular subjects with Orissan
aculptors, Genorally the mefhunr,
although not always as bold as this, 13
regarded as an auspicious symbol and
forms an integral part of the icono-
graphic program of an Indian temple,
whether Hindu, Buddhist. or Jana.
The man represented here hasa

shaved head and a beard, which his

partner is playfully pulling. Hemay
represent an ascetic figure, but his
smile leaves no doubt as 1o his evident
pleasure. Although the legsseem
somewhatstiffand columnar, the
composition asa whole is imbued with
organic rhythm, and the bodies are as
pliant and sinuous as the lush plants
below and above them, The right hand
of the woman appears to clutch a
branch, emphasizing the close
relationship between woman and
TLature.
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f2. A Scene of Discourse

Orissa

15th century
Reddish black basalt
h:rgin. (33.0em.)

AVaishnava saint, distinguished by
his disproportionately large size, is
scated onastool preaching to devo-
tées. Heisrepresentedina three-
quarter view, facing a group of seated
and standing figures, who in turn are
oriented toward him, Thisarrange-

ment is an unusual departure from
mast such scenes where the partici-
pants face the viewer, Thart the saint is
engaged in a discourse is evidentfrom
the gesture ol his right hand. Some
figures in the lively audience infront of
himare engrossed in the discourse and
appear to carry either manuscripis or
writing implements as il they were
taking notes. Others stand at the far
end with offerings and seem to engage
in conversation. Four figures approach
the zaint from the back of the throne,
carrying various articlessuchasa

sack, a Aywhisk, and pois. Despite the
hicratic arrangement of the Agures

in formal registers, the relicfisan
animated depiction of a theme seldom
encountered in Indian seulprure.
Such scenes from life appear to
have been popularwith the Orissan
artistz in the thirteenth century and
several others are now in the National
Museéum, New Delhi (see Bulletin
National Musexm, no. 1, New Delhi,
16, pl. 31 ). The presentrelielis
executed in the same basicstyle as
those in the National Museum and all
the examples may have belonged to
the same monument. At any rate, they
certainly seem 1o be the worksofa
single atelier or family of sculprors.
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63. Throne Legs
Orissa
(a) r5th century
Patinaged ivory
hi:t1din. (20.8 cn)
(b} 17th century
Ivory
h:iskin. (594 cm.)

Ivory has been a favorite sculptural
medinm in India since very early times
and has been used for both secular and
religious purposes. Thrones of both
rulers and deities were often madle from
ivory. Orissa has had a long-standing
tradition of ivory carving and con-
tinues even today to produce hnely
carved decorative objects. These two
richly carved legs probably belonged
woroyal rather than divine thrones
since both are adormned with scenes of
hunting: Indeed, hunting scenes pre-
dominate in most ivory throne legs
that have sofur come to light, Usually
animalmotifs, such as the horse in the
earlier example (a) and the combined
gajasimha ('elephant-lion™) inthe
later (b), oeoupy much of the
composition, following the natural
shape ol the tusk,

In the carlier leg a turbaned and
armored rider attempts to control his
spirited horse as several smaller
hunters crowd two lionesses who areso
intertwined that they appear 1o be
locked in caombat. A couple of deer
watch the scene from rock caves, asdo
two fallen hunters, Interestingly, the
forehead of the noble rider is marked
with the scctarian signof a Vaishnava,
Twosiylized hon heads are carved on
either side at the top, and the bottom is
carved into a lotus, In thesecond leg
the body of the composite animal is
mastly that of a lion, with an addi-
tional elephant head carved in the
front (not visible in this view), Below
the hind parts of the lion is a tiny
figure of a female attendant holding a
wine jug with her right hand, On the
reverse two horsemen attack a boar
below a stylized Aowering tree in
which it two parrots. The carving of
both legs is particularly delicate, and
the two different designs reveal the
Orissan carvers' imagination and

technical skill.
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6i4. The God Siva
South India, Pagdyan style
Bth—gth century
Beige granite
h: 574 in. (146.0 cm.)

This imposing sculpture represents a
classic image type of Siva in the South
Indian sculptural tradition. Generally
referred toas sukbdsonamirti [ image
of the relaxed posture™), the form is
employed with minorvadations for all
peaceful images of the god. Normally
when Siva is seated in this posture his
right legis pendant, asin the
Somiskanda image (no, 68), butsome
texts, such as the Pirea- Korandgama,
give instructions for the left leg o be
pendant, as it is here. With his two
upper hands Siva holds the battle-ax
and the deer; his normal left hand is
placed on his left thigh and the
correspondingright forms, somewhat
tentatively, the gesture known as
simhakarnamudrd. His ascetic grandeur
isreflected by the beautifully rendered
crown of matted locks and his face has
an unusually serene expression.

Very likely thissculpture was
once attached to a rock-cut sanciuary
like those abounding in the regions of
Tamilnadu and Kerala that were
within the Pagdyan kingdom during
the eighth and ninth centuries. The
sculpture istendered in the same basic
style as the monumental figure of
Piarvati in the Rockefeller collection
{see Liee, 1970, 1, Ag. 11 and p.qt ).
The Pandyas were a powerful
dynasty that rivaled the Cholas but
they are not aswell known and the
history of their seulpture has vev o be
written. However, the few examples
that have reccived recent attenition
reflect a vigorous sryle with a distncily
local expression that distinguishes
them from both Pallava and early
Chola sculptures.
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65. The God Vishnu
(a) Tamilnadu
fith—gth century
Bronze
h:1tin. (2B.0cm.)
(b) Kerala { 7)
gth century
Briotze with green patina
h:yiin(10.40m.)

(a) Represented in his supreme, or

para, aspect, Vishnustands here in
strict symmetry, as firmasa pillar, His
majesty is proclaimed by his distine-
tive cvlindrical erown {(kinfemmkuta )
and by the mace in his lower left hand.
His upper right hand, now broken,
once held the wheel, i opposition to
the conch shell displayed prominently
by his corresponding left hand. His
lower right hand is disposed ina
gesture that seems to beckon the
devoree.

Scholars are strongly divided in
their opinions about the provenance of
bronzes in this style. Most are agreed
that thev cannot be dated later than
the ninth century, Init the question
seems o be whether they should be
characterized as Pallava (seventh—
ninth century) or as Chola, the dynasty
that succeeded the Pallavasin this
region. Curiously, most of these
bronzes poriray Vishnu and are rather

diminutive insize. Apparently they

were intended for domestic altars
rather than for temples, as
indicated by the well-rubl es,
worn by the constant application of
UIEUETs,

(b) On afully blown lotus, placed
upon & pedestal decorated with
simple moldings and pilasters, Vishnu




is seated in fefitdsanra. He wears a tall,
cylindrical erown and a dhoti thatis
held ar the waist with a sash sporting a
simple &fritimukha clasp, The jewelry is
simple,asitisin(a), but here the sacred
thread does not go over Vishnu's right
armand he is also given a garland that
just overhangs the lotus, His upper
right hand holds the wheel, but the
conchshellin the corresponding left
hand is broken. His lower right hand
grasps a lotus, his lower left holdsa
mace. His right foot vests on a cushion
placed on an extended petal of the
lotus. The back of the figure is well
finished and the hair falls in two rows
of spiral curls on the shoulder. A
strafchatra (" nimbus™) with tasselsis
attached to the back of the erown. On
eitherside of the base are twosmall
armlike extensions where the god's
two consorts once sat. The uprights at
the back supported the aurcole, which
18 NOW missing.

The two most unusual features of
this bronze are the lotusin the right
hand and the horizontal disposition of
the mace, which is usually held
upright. Thelotus, of course, is one of
Vishnu's most distinctive attributes,
butitis rarelv seen in his hand in either
Cholasr the so-called Pallava bronzés,
The narrow face, as well as the slim,
elongated torso, distinguishes it from
other such early bronzes and brings to
mind the Nallur Natarija (see Barrett,
1965, pl. 61 ), which is generally re-
garded as a work of the end ol the ninth
century, However, the bronze is
probably from Kerala.

Published: {a) fndische Kunst, no. g,
plas:
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66. A Goddess

Tamilnadu

fa] 1oth century

Bronze with dark patina
h:25)in (Bg.2em.)

{b] 11thcentury

Bronze with green patina
h:agin (73.6cm.)

{c] 19th century

Bronze with green patina
h:g1]m. {Bo.7om.)

These three bronzes represent a classic
figure type that Chola artiss used with
only minor variations for the consarts:
of several gods. Generally, however,
they can be said (o portray Siva's wife
Parvati, although the carliest hgure
{a) was identified as Bhii-devi, one of
Vishnu's consorts, in an carlier
publication [see below ), This under-
scores the difficulty in identifving such
figures when they are separated from
theirmale partners, In all three
examples the goddess stands gracefully
ona lotus, her legsdraped witha
clinging garment and her torso bare,
Each has her head crowned, the
erowns varying in shape and design.
‘Thic left hand extends along the left
thigh in felahasta and the right hand
holds a lows Aower orbud, which is
missing in two of the bronzes,

Each bronze is & superb example
ofits period and admirably displays
the stylistic peculiaritics ofitsage. The
earliest figure {a] is characterized hy
greater simplicity in ornamentation,
the naturalistic shape of the breasts,
the fluent outline of the slim body,
and the gentle sensuousness of the
modeling. By the eleventh centary
{b} a number of changes have
occurred, most notably in the broader
shape of the face, the slightly heavier
proportions, the higher waistline,
the more rotund breasts, and the
somewhat reher jewelry, By the
thirteenth century (¢} the soft phancy
of the mass, still apparent in the
cleventh century, has given way toa
more mannered elegance. The breasts
have grown insubstance but are not
asshapely, the hip is thrust ou
further, but with less grace, the nose
has become more prominent and the
features more sharply defined, the
folds of the belly are elearly marked,
and the opulent form is further
embellished with a rich array of
jewelry.

Published: {a) Masterpicces of Asian Ari
n American Collections, New York, 1970,
n, pp. 44-45. 0o, £1.
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67.S5ivaasthe Lord of Music
Tamilnadu
Ca. 1o
Dark bronze
h:2ziin (56.50m.)

Siva is regarded as the ariginal teacher
of both dance and music. Justasa
special formwas conceived to represent
him asthe Lord of the Dance, soa
particular type was invented 1o
portray him as the Lord of Music. In
iconographic terminology, this image
type is known as oipddhara
dekihindmirti, meaning “the image of
grace bearing the vina."”

This unusually bovish Siva
strikes a graceful posture a3 he stands
on a lotus base, Richly ornamented,
he wearsa shorr, printed dhot and a
tall, elegant chignon. The crescent
moon and a serpent adorn his hair and
the third eve is etched on his forehead.
The dhoti is held together by asash
with a richly detailed clasp showing
the kirftimukha motil. The upper right
hand holds the batile-ax ; the deer,
ance held by the corresponding left
hand, is now missing. The two
principal hands once held the vina,
which may have been separately
attached. The bronze issuperbly
modeled both front and rear.

Published : Indisehe Kunst, no. 104,
pl. aB.
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68, Somiiskanda
Tamilnadn
Ca. 1000
Copper
hagi}in, {54.6 em.)

In this family group, we see Siva and
Uma (ar Pirvan] seated with their
son Skanda, or Kumdra, standing
between them. The pedestal sup-
porting the figures is decorated with
simple moldings and pilasters; the
separate prabhd, or aurcole, that was
once attached to the back is now
missing, The four rings at the sides
were used Lo anchor the sculpture o
the wall. This image type s peculiar
to South India and was very popular
with the artisis of the Choela period.
This particular example s one of the
finest bronze representations of the
subject.

Although both are portrayed
frontally, Uma’sis the slightly more
relaxed figure, possibly because of the
disposition of her right leg. Ttis
notewarthy that in such images
Uma"s left leg generally dangles and
her right leg is folded, but here the
reverse is true. The smooth, supple
bodies of both deities are adorned with
resirained clegance and their faces are
radiant with extraordinary serenity,
Siva's upper hands hold the bartle-ax
and the deer, the latter symbolizing
his intinate association with animals.
His lower right hand forms the
abhayamudrd and in the palm ofhis left
huand rests a fruitlike object which may
b eitrus fruitsymbolizing hiscreative
aspect, Umi holds a water lity in her
right hand, asymbol ofgrace and
beauty, Skanda stands gracefully,
slightly behind his parents, noked
exeept for his ormnamenits. Like his
mother he holds a lower, thistime a
lotus bud, in his right hand.

Published : Fadische Kunsi, no. 102,
pl. 30; Munsterberg, 1970, pp.132-33,
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Gg. Siva and PArvati
Tamilnadu, Tanjore district
11th century
Copper with green patina
h: r4in. (555 cm.)

Siva and Parvatistand gracefullyon a
lotus placed wpon a pedestal, One of
Siva's left arms encircles herwhile her
right hand fondly touches his shoulder
at the back. Siva’s form is basically
thesame as that encountered in
Somaskanda images (seeno. 68), and
while hisdivinity is emphasized by his
two additional arms, Parvati, as
usual, is eszentially human., Siva’s
nimbus is missing as is Parvati’s
emblem, which may have beena
mirror or a lotus.

Such images of the loving couple
standing with their arms around each
other are known as pradodhamde i or
dlinganamirli, The intimacy between
the two is conveyed nol only by subtle
gestures, but also by the total
compasition. Even though Siva’s arm
does not touch Parvad, itseems o
envelop her with tenderness, The
hodies of both are elegantly modeled
and a rhythmic sense of movement
Hows gently from one to the other.
Ciempare thissculpiure with the North
Indian representation of the same
theme (no. 491.

g







70. The God Rama
Tamilnadu
| tth century
Bromae
higrfin (Br.ocm.)

Rima, the hero ol the Hindu epic

g, was along of Avodhya and
is regarded asan ideal rulerand a
paragon of virtue, Whether or not he
was a historieal figure, heso caprured
the Hindu imagination that in the

courseof time he came to be regarded

asoneof the incarnations of Yishnu,
He is, therefore, still worshiped as a

god all over India, and some of his

-

finest bronze images were created by
= o 'if i!\ .\‘ . unknown Chaola artists,

i 13 1 Although apotheosized, Rima is

. -3 never given the multiple arms of a god,

Rather, he appears as an ideal human
figure standing gracefully, his majesty
indicared by his elegant crown, asin
this impressive realization. His raised
left arm onec held a bow and his nght
hand an arrow, thereby emphasizing
his martial nature, for in the Rimivana
he 15 both a nghteous king and a heroic
warrior. This broneze issuperbly
modeled, the round, firm flesh
contamed by an vutline of extraondi-

nary fluidity.
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71. Hanuman
Tarmnilnadu

i reh century
Bronze

h:ostin (64.5cm.)

Aspecies of large monkeys with black
favesis known in India as hamwdn,
According to the epic Rdmiyans, Kama
was living as an exile in a forest with
his brother and his wife, Sita, when
she was abducted by Ravana, the
king of Lanka. In his efforts to rescue
his wiffe, Rima was aided by the
monkeys, one of whom, called
Hanumin, became hisspecial devotee
angd was later deified and venerated
by the Vaishnavas. Thus he is almost
always represented with Rama, justas
Garugdaiswith Vishmu and Nandiis
with Siva.

This bronze figure of Hanumn is
the finest known example among
Chola representations, Except for the
face and the ail, he is essentially a
human figure and similar to that of his
master (no. 7o), He too stands
gracefully on a lotus, wears a dhoti,
and is elegantly erowned and
omamentied, Like Rima, heis even
provided with the sacred cord warn
only by brahmans and Ediatrivas, the
two highest castes. This image must
originally have formed part of a group,
although not the same group to which
the Rama belonged. Theslight
forward tilt of the body indicates his
subservience, while the remarkably
expressive and elegant gestures of his
hands suggest that he was engaged in
amimated conversation, presumably
with his master.
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72. The God Vishnu
Tamilnadu
i rth century
Dark bronze
h:ozkin, (64,7 cm,)

"This handsome hronze is a fine
example of a typical Chola Vishnu and
was probably once Banked by two
other figures representing his two
wives, A cumsary comparison with the
two earlier bronzes (no. 65) will make
itapparent that while the style has
changed considerably, the icono-
graphy has not. More often than not,
in the alleged Pallava bronzes (see

no. b5}, Vishnu's lower right hand
farms the sarademudra somewhat
tentatively, and the sacred thread
goes over the right arm. In typically
Chola Vishou images, such as this
example, the lower right hand
invariably is in abhayemudrd and the
sacred thread remains attached to the
body. Among other differences, the
crown in a Chola bronze is slightdly
more tapered, the ormaments are more
richly designed, the dhotiis treated
quite differently and is always held
together by the kirftimukha clasp,

a feature never present in the earlier
group of bronzes,

Published : fndfisehe Kunst, no. rob,
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73 A Saiva Devotee

Tamilnadu, Madurai district
1 1th century

Drark bronze

hizz)in (57.2 cm.)

The cult of samts is asstrong in Hindu-
ism asitis in Roman Catholicism,
Bronze images of sains and extra-
ordinary devotees are essential parts
of emple iconography, particularky
in South Tndin where Saiva saines

are known as ngyendes and Vaishnava
sainis as afpars, There is no formal
ceremnony of canonization in India,
but once g devotee or teacher becomes
well known for his spiritual qualities,
he begins tobe worshiped by his
followers, even while alive. The
tradition is an ancient one and twoof
the most celebrated of such teachers
are; of course, the Budrdha Sakyamuni
and the Tirtharikara Mahivira.
Some of these saints are casily recog-
nizable, but others are not, asis the
case with this figure.

Standing gracefully on a lotus,
the saini joins his hands in frent of his
chest in aafalimuded, Asin images of
Siva, his hairis arranged in a wall
chignon, indicating his ascetic nature,
and yet he is quite claborately adorned
withvarious ornaments, Rather
unusual is the spread of hissash in
front of the dhoti. Ifthere werea
battle-ax i the crook of his lefrarm,
the figure could beidentifed as
Chandikeivara, but his matted hair
does indicate that he s a Saivarather
than a Vaishnava saint or devotee,

Although a product of the Chola
traditicn, the bronze differs somewhat
ingeneral stvle as well as in details of
garments and ormaments from
contemporary Chola works created
around Tanjore. 1tis passibile that the
hronze isfrom Madurat, which was
the capital of the Pindyan kingdom
and must also have been a center of
artistic activity.

Published - frdivehe Kunst, no. 1149.









74. Yasodi and Krishna
Tamilnadu
1 1th-12thcentury
Copper
hs 134 . (33.3 o)

Representations of the infant Krishna
and hisfoster mother Yasodi are quite
rare in Chola art, and apart from this
outstanding example, only two or throe
ather bronzes are known, Not only s
this bronze much larger than the
others, but it is unsurpassed forits
restrained elegance and tender expres-
siar. With remarkable perception and
candor, the sculptor hasshown the
infant playing with one of his mother’s
nipples while he sucks the other. Such
asensitive interpretation of the inti-
macy between 2 nurzing mother and
her baby is altogether unusual for
South Indiansculpture. With the
utmost economy and subtleryinmodel-
ing, the seulpror has given us a remark-
ably naturalistic and animated
representation. Yasoda was the wile
of a cowherd and is appropriately
portrayed as a robust young peasant,
Her ornaments are unostentatious, her
hair is gathered at the back in a simple
though elegant bun_and her left nostril
is provided with a tiny hole to which a
separate nose ring was once artached.
Few superfluous details are allowed 1o
detract from our enjoyment of the pure

form. and the cssential humanism of
the theme makes the work universally
appealing.
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75. The God Ganesa

Tamilnadu

1zthcentury

Bronze with traces of green patina
h:25 in. (6g.0cm.)

Universally venerated in India,
Ganefa is the benevolent god who
removes obstacles and bestows success
om all endeavors. In Hindumythology,
e is the older son of Siva and Parviti
and lszaid to have been born from the
dirt on Parvin’s body whileshe was
tnking a bath, There are many other
stories about his origin, however, and
what does seem clearisthatinall
probability he was & tribal god asstmi-
lated into the Hindu pantheon around
the beginning of the Christian era, His
elephant head is-possibly a survival
from his toremistic pasi.

His short, plamp legs are those of
a healthy child and his belly is bloated
with the sweets he loves to eat. Indeed,
his left hand holds a sweet thatisabout
to disappear into his trunk. Hestands
in tribhariga on a lotus placed upona
pedestal erched with beautiful Aoral
designs. His dhoti isso short thatitis
hardly visible and his hair is arranged
into a tall chignon as his father’s
usually is {see nos. 67, 68). Hissecond
left hand holds a lasso and his two right
hands carry a battle-ax and one of his
own tusks. The 1usk probably doubles
as a cornucopia, for Gageda is also the
god of abundance.

When first published (see below],
this superh bronee was dated o the
fourteenth century, which seems much
too late, Both in the subrlety of s
naturalistic modeling and the finesse
afits details, the bronze is an excellent
example of Chola crafsmanship of the
twelfth century.

Publishied : Indische Kunst, no. 114, pl.
43






76. Siva as the Supreme Teacher
Tamilnadu, Tanjere region
(a] rathcentury
Buff granite
hi58in. (147.9 cm.)
(b} 13th century
Copper with traces of green patina
h:gin. (17.8cm.)

Thisimage type, generally enshrined
on the southern wall ofa typical South
Indian temple, s known as ifdma-
dakshundmirli. The word jidnn means
*wisdom or “knowledge and

dekshiga means “grace.” We are told
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in the Dagshodmirti U
only through Siva’s infinite wisdom
and grace can one attain supren:

knowledge of the sell | dtma-o I-and

be redecmed from the bondage of the
phenomenal world, That an entire
text is devated to this concept indicates
its importance in Saiva thought and
art, particularly in South India,

{a) Inancient India the forest
was considered the most appropriate
place {or gaining insight into the
meaning of existence, In thissculpure
the artist has indicated the locale by
the banvan tree, inhabited by squirrels
and birds, and the rocky base where

deer and tigers peacefully coexist. Siva
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sits on the back of his [avorite bull,
Mandi, whose tongue adoringly licks
hiz master's foot, The god s right leg
crushes a dwarl who symbolizes

IETLOT AN and who |||.l‘."~ with a snake.
Siva also holds asnakein o of his
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knowledge, Even thouegh Sivais an
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77. Natardja (Lord of the Dance)
Tamilnadu, Tanjore district
14th century
Copper
h:Biin (22,2 cm.)

Framed by a laming aurcole symbol-
izing either nature or the human heart
burning with desire, Siva dances with
his right foot resting on a dwarf and his
left foot thrown across his body, The
hapless dwarf, playing with aserpenr,
symbolizes ignorance, which Siva
removes with bis wisdor. Twe other
cherubic dwarfssit ar either end of the
lotus base and provide their master
with music. One beats a drom that
looks like a jar, and the other plays the
eymhals. One of Siva’s left arms
stretches across his body, parallel to his
left leg, and points 1o his lefi foot,
where the devotee can find refuge. The
corresponding right hand, the forearm
entwined by a snake, forms the
abhayamudrd, With hisupper right hand
he plays the drum, signifying time, and
with the corresponding left hand he
holds the Hame, symbolizing know-
ledge or wisdom.

Although diminutive, this bronze
15 a fine example of Natarija
sculprures, both in the hurmoniously
balanced composition and the serenely
elegant cxpression. It is amazing how
the nght leg alone provides stability
far so animated a figure, whose every
detail, whether arms, ornaments, hair,
or sash, expressed ceaseless, thythmic
movemnent. An almost identical
bronze, with two similar musicians,
isin the Madras Museum (Sivara-
muamurti, pl. 28b). However, the
Madras bronze is about four times
as large and very likely was the model
for this image, which must have been
intended for adomesticshrine, The
bronze isstylistically comparable with
the Dakshipamirti in the present
collection (no. 76b).
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78. The Goddess Kali or Bhairavi

Tamilnadu

12th—19th century
Bronze with green pating
h: godin. (76.5cm.)

Although this iconic type is eneoun-
tered frequently in South India, her
exact identification remains unde-
fineel. She is generally identified as
Kali, the dreadiul goddess who
appeared from the forehead of Durgs
during ber battle with Mahishasura
and desrroved the anras Chanda and
Munpda no 48 ). However, in the
text where this legend is recounted,
Kali is described as an emaciated
figure, whereas in all such South
Indian images she is invariably feshly
and voluptuous, Only her faceand
hair are indicative of her ferocions
nature. Twoof the emblems seen here,
the elephant goad and the noose, are
more commonly associated with
Bhairavi, but the trident and the cup
wsed for drinking her victim's blood are
appropriate attributes for KalL [ris
interesting that this goddess is almost
an exact female counterpart of the
Bhairava images of South India (see

no, B6). Atany rate, whethershe is
Kali or Bhairavi, she is ultimately a
manifestation of the great mother.

This particular form may have been
adopted from the tribal or non-literate
tradition and identified later asan

awesome emanation of Durgs.




7g. The Bodhisattva Maitreya
T'amilnadn, Nagapattinam area
rzth—15th century
Bronze
higolin. {77.5cm.)
Four-armed images of Maitreya dre
extremely rare, as are any represcn-
iz of the bodhisattva Matreva
from South Tnd:

tat

This figure, bui for

the stupa in his chignon, might easily
be miztaken for Siva (seeno. Gbg), The
lewer right hand is unfortunately

hroke

and the upperright hand
once held a rosary, only parts ofwhich
are stll attached 1o the ingers. When
it was last published (see below ), the

rosary wasstill intact, The upper left

hand probahly held a ndgekedaera
Aovwer, now lost, while the remaining

Ieft har alrd,

Nagapattinam, in the Tanjore

orms the sifthakarnn

district of Tamilnadu, was one of the
last strongholds of Buddhism in India
and the monasteries there remained in
close touch with Buddhist countrnes
guch as Java and Sri Lanka. Notonly
doecs the bronze closely imitate Chola
images of S1wva, buta

alsorendered 1n
the same basicstyle as Chola bronzes.
The only significant difference
between this and a Chola bronze can
be obzerved in the lotus base, which is
treated in astyle distinetve of

Nagapattinamsculptures.

Published : Tndische |I|.-'.'r|-.'I no. 113,
pl. 41.
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Bo. Dancing Krishna

Tamilnadw, Pandvan style [ 7)
15th eentury

Bronze

h:iBiin (47.5cm.)

The image of dancing Krishna was
almost as popular in South Tndia as
Siva Natarija (seenn, 77). But whereas
Siva'sdance is that ol an adult and has
eoamic significance, Krishna is always
aboywhen he dances. Sometimes he
dances victoricusly on the hood of
Kaliva (seeno. 81, but mostly his
dance isan expression of joy after he
has successfully raided his mother's
larder,

In allsuch images, Krishna
strikes the same characteristic pose,
and yet cach representation has its own
favor, Here he is completely naked
except for his sumpluous ornaments;
the artist’s ideal was obviously a
pampered royal child, for as the son of
acowherd in Vrindavan, Krishna
would hardly have worn such jewels,
What is remarkable about such
sculptures is that the god is represented
essentially as a winsome baby boy,
plump and slightly mischievous. This
particular example reveals certain
interesting features bothinits
proportions and facial characteristics
that distinguish it from more typical
Chola and early Viayanagar
representations, [t may, therefore, bea
rarc exampleof a Pandyan-style
bronze,
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Br. Destruction of Kiliva {(K&livadamana|

Tamitnadue
t4th-15th century
Copper

h:3zin. (Br.2om.)

The story goes that when Krishna was
a child, a giant serpent named Kaliya
lived in the fver Yamund near
WVrindavan and was a constant threat
to the cows tended by Krishna and his
companions. Deciding torid the
waters of this evil, Krishna fought and
killed Kaliva. The story mobviously an
allegory of the struggle for supremacy
between the serpent worshipers and
the devorees of Krishna around the
Mathura region, Even today insome
parts of India, for instance in Mathura
and Benares, the entire incident is
recnacted with a boy playing the role
of Krishna, whois lowered from a tree
anto the hood of an artificial serpent.

During the medieval period the
sculptors of Tamilnadu depicted this
theme with effective brevity by show-
ing the child dancing jubilantly on the
head of Kaliva, Insuch bronzes, asin
the present example; the composition
is determined more by hieratic needs
than dramaiic intent, By destroying
Kiliya, Krishna gives him perpetual
release from the chain of rebirth and
hence the act is one of grace rather
than of malice or revenge, Thus the
artist made noattempt to display
agony or tension, and the uncencerned
child dances merrily on the serpent
hood, his extended left arm grasping
the tail, his right hand reassuring the
faithful, meluding Kaliva, who
remainis calm and apparently grateful
for his release.
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fz. Karaikkalammaiyar, a Saiva
Saint
Tamilnadu
15th century
Bromze with green parina
hrglin. (2.2 cmu)

Karaikkalammaiyar was a great
devotee of Siva wha lived in avillage
named Karaikkal, She belonged to the
vaisya caste, but this did not prevent
her from being clevated to sainthood,
She was well known for performing
severe pusterities and hence she bs ofien
portrayect with an emaciated body.
Her body here is extremely attenuated,
with a humped back and elearly visible
ribs. The concavity of her stomach is
further emphasized by the pointed
conical brensts that protrude from her
body like spears. Her head is tonsured,
except for a few strands ar the back,
and her smiling face vividly expresses
her inner serenity, Karnikkalam-
maivar loved tosing in order tosee
visioms ol Siva dancing, and hence she
holds a pair of cymbals with her hands,
She was obvioushy the Saiva counter-
partof Meerabai, the Rajasthani
mystic whosimilarly invoked Vishnu
through her songs.

Few bronzes of this female saing
have been published, the best known
being that in Kansas City (Kramrisch,
1965, fig. 150). There, however, she
has been represented almostasa
fearsome being, complete with fangs.
It would appear that the sculpior
responsible for the Kansas example
was identifyving Karatkkalammaiyar
with Kali, whoalso ls regarded as the
consart of Siva. In this bronze,
however, her human characteristics
prodominate.
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83. Umia-Mahedvara

Kamatnka

t 1th century

Bronze with dark green patina
hirolin, (26.7 cm.)

Imnges like this of Siva and Parvatd,
also known a8 Mahedvara and Uma,
respectively, sitting in intinsacy,

are known as UmGsahitamirti or
Umi-Mahesvaramiirii. In this hronze,
the divine couple is beautifully frumed
by an elegantly ornate aurcole or
forapa, Scated in sdffana, Siva takes
up muchaf the lotus base and Umi is
delicately perched on his left thigh.
Siva's right hands hold the trident and
the citrus fruit; one ol his Left hands
suppotts Unid and the other holds

a simple ring that may representa
noose, His head b5 sct off againsta
nimbis decorated with an unusual
rape motif, With her hairgatheredina
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large doughnut-shaped bun known as
a dhammile, Uma displays cogquettish
elegance asshe places her right arm
arcund her husband's waist, Her [eft
hand, unfortunately broken, may
onee have held a lotus or a mirror. The
coupleis Nanked by much smaller
images of their two sons: Kiruikeva,
riding a peacock, and Ganesa, seated
on a lotus. Infrentof the elaborate
four-footed pedestalis the fipure of
Nandi, Swva's bull.

This bromze, along with othersin
a group found in the Tandantottam
village in the Tanjore district, was
first published {sec below) as 2 work of
the early Chala period, possibly from
the second hallof the ninth century.
Despite the fact that the bronze
wis discovered in Tamilnadu, it is
certainly not of lecal workmanship,
The composition of the central couple,
thestyle of the figures, the presenceof s
nimbus behind Siva®s head instead of

the firaichakra, Umis hairstyle and
posture, and the design of the pedestal
aswell azof the floriated aurcoleare
seldom encountered in Chola bronzes.
They are more characteristic of
western Chilukyan works of the tenth—
eleventh century, which 1s a far bevter
date for this bronze than the suggested
ninth. A Jaina Ambiki in the Los
Angeles County Museum of Art
{Rosenfield etal., 1466, p. g2, no. 101}
and u Jaina Yakshain the Seattle Art
Museum { Trubner et al., p. 102,

fig. 24), both ofwhich are assigned 1o
the Decean, are the closest stylistic
parallels to this charming Umi-
Mahetvara, Two othier bronzes, a Siva
Tripurdntaka and an Aiyanir trind
from the same hoard, are now in the
Norton Simon Muscum ol Art,
Pasadena,

Published : Nagaswamy, pl. xxvur,
fig.m.










84. A Celesrial Flutist

Kammataka

1 1th century

Brownslate, with traces of paint
h:4o0fin {103.5cm.)

Below nstylized Aowering tree, an
elegant figure stands playing a flute,
only parts of which are still attached to
his graceful ingers. Hesportsa
mouwstache and his hair is gathered in
a stylish bun, His ornaments and sashes
are rendered with great finesse and
the incised textile pattern of his dhoti is
richly detailed. Once again we note
the subtle, organicinterrelationship
between the figure and the flowering
plant above. The supple figure hasa
sinuositythat captures both the rhythm
and the vitality of plants, Thenich
brown stone, unusually well polished,
has an appealingly tactile guality,
Although it is tempting 1o
identify this figure as the god Krishna,
who enchans the cowherdesses of
Vrindavan with the sweet sound of his
flute, we have refrained from daing so
because there is nosymbol, such asa
nimbus, to establish the figure’s
divinity. Certainly the pose is typical
of Krishna, but if the sculpture had
been used only as a bracket figure,
then it may simply represent a celestial
Aurise. Most probably the seulpture is
from the Dharwar district of the
Decean, which in the eleventh century
formed part of the western Chilukyan
kingdom. A companion piece depict-
ing a celestial female musician is in the
Heeramaneck collection at the Los
Angeles County Museum of Art (see
Pal, 1576, pp. 52-53, figs. 23, 24).

85. Head of Hanumdn

South Indis, Karnataks ()
r1th century

Gravschist

h:goin, (508 cm.)

This impressive head must onee have
belonged 10 a nearly life-size sculpture
of Hanumdin, Fragments of his right
hand are still attached to the crown as
ifhe was originally saluting someone, a
gesture indicating that Hanumbn s
here portrayed asa heroic figure rather
than the subservient devotee seen in
the bronee statue (no, 71). In all pro-
bability this image once served as the
principal leon in a temple devoted to
Hanuman.

The exact provenance of the
figure is difficult 1o establish, Similar
schist1s used ina large partof the
Deccan, particularly in the Karnataka
region. That it belongs to South rather
than North India scems evident from
the design of the crown, Compare with
the nearly contemporary guardian
Hanumiin from Cambaodia (no. 138).




86, Siva as Bhairava
Karnataka
12th century
Dark=chisi
h:qBin. (gh.5 cm.)

Siva is shown here m his ferocious or
angry manifestation known commonly
as Bhairava. Both hisswaring eves and
protruding fangs emphasize his anger,
while the upheld sword symbolizes

hiz militancy. Obviously he has just
decapitated two demons, and one's
severed head is displayed as a rophy
in his lower left hand, The blood
1]ri'|'1|_-il_|u_]|:1:-:||:| the ‘1It‘-'|.|!']|l|l:'d head is
eagerly consumed by o dog (in his
Bhairava aspect Siva is associated with
a dog rather than with his bull),
Additional heads of other destroyed
demans are strung together ina
garland around his waisz, The
macabre sceneis enlivened by the four
emaciated attendants who are
obviously in a festive mood, Except for
his sumpluous ornaments and crown
and his pair of wooden slippers, Sivais
completely naked, like a troe nsce tic.
Inaddition 1o thesword and the
severed head, he carries a shallow dish,
a trident, and a rattie drum, The arch
above his head is embellished witha
kirttimukha from whose mouth spring
twio rhizomes.

Asinuilar Bhatrava m the Prince
of Wales Musewn in Bombay issaid to
be from Karnataka (see M. Chandra,
fig. 144). Thissculpture also seems to
belong to that region and can be
TEgar ledl 45 an r"i.lll'lplr of the twelfth-
century wistern Chilukyan style,
although it does have some features in
comman with the Hoviala style of that
period,
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87. Uma-Mahesvara
Karnataka, Halehid region (?
12th—1gth century
Chloritic schist
h:ggim, (9.1 cm.)

Basically this image is a more claborate
version of the earlier bronze represent-
ing the same theme (no, B3}, Siva’s
upper left hand here holds the drum
and Uma’s right foot rests on an animal
that is supposed to represent an iguann
{ godhd) . Generally the lion is her
mount but in certain forms, suchas
Gauri; she is given the iguana.

I'he sculpture probably once
graced a niche on an exterior wall of 2
Saiva temple in the Halebid region of
Karnataka {known once as Mysore ).
During the twelfth and thirteenth
centurics, this area was ruled by the
Hoysala dynasty, who were munifi-
cent patrons of art, 1t is obvious that
they delighted in luxuriantly deco-
rated surfaces, as we see in thisoverly
ornate sculpture. Indeed, had the
sculptor not left space around the
principal figures, they would scarcely
be visible through the forest of orna-
mental motifs. Ttis this passion for
exuberant and intricate ornamenta-
tion that distinguishes the Hoyéala
sculptures from all other schools and
makes them casily recognizable.
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88, Yoganarasimha
Earnarnka or Kernla
i 5th—16th century
Bronze
h:Hlm, (2r.5cm.)

“Ihis bronze represenis one of the
principal avatars of Vishnu, Onee
upon o time King Hiragvakadipu had
ason named Prahlida, whowasa
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devout follower of Vishnw, The
arrogant Hiranyakasipu, a devotee of
Siva, tried vamly to discourage hisson
from worshipine the god and ane day
asked Hissom where Vishnuwas,
Prahlaci replied that Vishnu was
everywhere, even in the pillar beside
them. The enraged Hirapyakasipn
kicked the pillar, whereupon the pillar
shattereéd and Vishnuappenred in his
man-lion incarnation and destroved
the unbelieving king. Flenee, in images
representing this avatar, Vishnu is

always portrayed with a lion's head
and is known as Narasishha {**man-
Lien™"}.

"This hieratic bronze was meant
for worship and hence no narrative
clements were included, The god is
sezited with his knees raised and his
legs crossed at the ankles in the yogic
posture known as kil dsene. The
two normal arms overhang the knees,
a position alsoassociated with medita-
tion. Hence, in this particular form,
the image 15 known as Yoganaramiha.

His upper hands hold a thunderbolt
and a conch shell, Usually the right
hand holds the wheel, but certain texts
alsorecommend the thunderbolt as
one of his weapons (Smith, p. 141).
The two upper hands are connected by
asimple arch that forms a halo.

Thedesign of the crown suggests
thit this bronze may be from cither
Karnataka or Kerala, but admittediy
itis nowhere near as ornate as are the
other bronzes from these regions and
from this period (see no. 8g).




Bg. Siva as Chandrasekhara

Kerala

i6th century
Bronze

bi:t4din. (37.50cm.

This is the same image type, known
generically as Chandratekhara

(**adorned with the moon”
have already encountered in Chola

i

. that we

and Plindyan sculptures (nos. by, 65).
The basic iconographic features have
not changed, but the style has, Most
noteworthy are the emphatically
different proportions used by the
Kerala artists of this period and their
inordinate love of ornateness. Siva's
beure, slim and elegant in Chola or
Vijaynagar bronzes, has here become
comitderalily more plump and squat,

The penchant for exuberant ornamen-

tation i not merely confined to the
sumptumely designed aureole, but is
also apparent in the figure of Siva
which is swathed in masses ol orna-
ments and frilled sashes, The Kerala
artists obviously continued the ormate
stvle developed by theirpredecesors
during the Hoyéala dynasty (nos.
86,87).



go. A Celestial Nymph
Andhra Pradesh, Warangal district
Early 15th century
Grayishslate
h:3gin. {(gg.ocm.)

Thissculpture depicts in highreliefa
celestial nymph striking a dance pos-
ture, It was probably used to embellish
the external wall of a temple and may
haveformed part of a frieze depicting
similar dancing figures. Although her
legs and armis are broken, much of her
body fortunately rematnsineact. There
1san clegance about her movement as
she thrusts her breasts forward and her
hips sideways,

Stylistically comparable picces
-can be seen‘in the great Rudredvara
temple at Palampet in the Warangal
district of Anchra Pradesh (see 5. G.
Murthy, The Seulpivre of the Kikatipas,
Hyderabad, 10964, figs. 1g—22). Builtin
1214, this temple is one of the finest
examples of Kikatiya architecture.
The Kikatiyva-period sculptures are
notvery well represented outside
India, and this is one of the few known
examples,
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g1. Buddha Sakyamuni
(a} 5ri Lanka, Anuradhapura

—gth century

Lina

f_:llrl:l-: with greer

hi5)in {19.9cm,

b} 5ri Lanka, Polonnaruva region
11 th century

(il an

Copper with tr
h:84in. (21.0cm.

(e} Sri Lanks, Kandy region
1 7th—18th century

(it brome:

||:I_:|_;|| | I 5.2 CTm.

Al three images represent a classic
ype of hgure that has remained a

favorite

5ri Lanka arrists from early
timnes. Sdkyamuni meditates in the
typical yogic posture, with his hands
in the gesture of meditation placed

ntly in his lap. Since the gondiha in

the Anuradhapura bronge (a) is dam-

it be certain whether ar

aged, wecann

notitoriginally had the fame, as
the two later Buddhas (band ¢). The
fame symbalizes knowledge or wisdom

anmd Appears in certain Buddha images

in Indiz and Sn Lanks almost simul-

taneously after the tenth century.
In both the Anuradhapuora (o

and Polonnaruva (b) hgures, we note

the samevolumetric treatment of 1
torso, with the wide shoulders and
strong arms exuding a sense of hoth

stability and grandeur. Their impas-

sive monumettality and overbearing

solemnity justify Coomaraswamy's
characterization of such Sri Lanks

Buddha

'.-[‘.Ji.'.-lll. LJ:II."'I'"]I.L r b twee thiese (455 #]

5." Thereis lictl

as “'primiti

figures excepl in their physiognomii
variations and in the contrast of the
somewhiat squarer frame of the Polon-
naruva igure with the rounder
shoulders and more Huent outline of
the Anuradhapura figure.

The tremendous conservatism of
the sculptural rradition in Sri Lanka
can be ohserved by comparing this
Kandyan image () with the two
earlier hgures {aand b, We notice the
"-1[':.'.]:|T|:."ii]|'| ‘Fnr'l f.‘-"l '.Lill"_“.z-llllllljl'r\_

strong limbs, and rigid frontality, but



the modeling is less subitle, This is par-
ticularly evident in the delineation of
the feet and hands, which look like
inert masses compared to the lively
and sersitively rendered limbs of the
earlier figures. The most notable
differences, however, appear in the
shape and features of the face, as well
asin the treatment of the drapery. The
face is no longer classically “* Aryan™

but reflects sirong local ethnic features,

The rippling garment with its water-
like effect is perhaps the most distine-

tive characteristic of the Buddha
images of Kandy during this period

and adds a pleasantly decorative
touch to the figure, The flame above
the head and part of the left cur are
broken, but the wrna still appearsasa
lightly incised spiral on the forehead.
Curiously, only the front of the image
has been gilded, obviously to econo-
mize on the use ol gold, since the
statiie would be viewed only from the
front.

L=
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g2, Buddha Sikyamuni
Burma, Pagan ()
{a) roth century
Copper
h:z4in (61.0cm.)
(b} 18th century
Brass
hi173in. (451 cm.)

Inthe larger of the two images (a),
Buddha Sikyamuni stands in the
samapada posture on a lotus. Hisright
hand forms the abhayemndrd and his
left hand delicately grasps the pleated
end of the drapery. In keeping with his
superhuman character, his earlobes
arc extraardinarily elongated, his

utpd is a prominent spiral knob, and his
urhpitha may once have had a flame
appendage,

The broad shoulders, strong face,
and columnar body, which looks
almost naked benedth the transparent
garment, impart to this impressively
large bronze figure an unusual hieratic
grandeur. There can be little doubt
that the bronze was modeled afiera
similar Indizn bronze Buddha of the
Pila period, such as those discovered at
Kurkihar. At the same time, how-
cver, the summary delineation of the
lower ends of the robe, as well as the
greater tendency tostylization, are
elements encountered in numerous
Burmese statues of the Buddha during
this period (see Luce, Old Burma,

Early Papan, m, pls. 431—32). Like the
Buddhas published by Luce, the back
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Nepal and Tibet

Nepal and Tibet are northern
neighbors of India, from which they
bath borrowed basic religious and
artistic idens, Butthey arcalso each
other’s neighbors, and culturally as
well as commereially the two countries
have interacted from very early times,
Both Hinduism and Buddhism fAourish
in Nepal, although Hinduism is far
mare prevalent there, while Tibet has
remained predominantly Buddhist.
Both geographically and
culiurally Nepalis closer to India than
is Tibet, Itis alsoa much smaller
country and all the Nepali bronzes
included here were created in the
Eathmandu Valley by a people
called the Newars. The Newars also
played an importantrole in the
artistic production of Tibet and at
tirmes the stylistic similaritics between
the bronzes of the two regions are so
strong that it s impossible o determine
whether a particular work was made
in Nepal or in Tiber. Although the
artisticstyles and norms in Nepal
were imported from India, nosingle
Indian school predominates. In Tibet,
however, we can broadly differentiate
among three separate schools or tradi-
tions. The western Tibetan tradition
was inspired first by the art of Kashmir

{from about the cighth through the
twelfth century) and thereafier by that
of Nepal. Central Tibet, where by far
the largest and most important cities
and monasterics are located, produced
art that revealssirong influences both
of Indian schools, particularly of Bihar
and Bengal [eighth through twelfth
century), and those of Nepal, witha
good measure of Chinese influence as
well. Not too much is known of

artistic activity in eastern Tibet, an
area closer to mainland China. The
majority of Tibetan bronzesin this
collection are presumahbly from cenrral
Tibet, although there isno certainty

a5 to their exact provenance. Bronzes
with their faces painted in cold gold
were certainly worshiped in Tibet,

but one cannot state definitely that
they were always made there,
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g3 The Bodhisattva Vajrapani

Nepal

Bth century

Copper with traces of gilt
h:7in. (17.8 cm.)

Two figures stand gracefully on
distinet though connecied lotuses. The
larger figure represents the
bodhisattva Vajrapini, his right hand
holding a boss against his chest. His
left hand grasps the prongs of a
thunderbolt that emerges from the
head of the dwarf, who s the
personification of Vajrapini’s emblem
and is known as Vajrapurusha, An
animated snake serves as his sash, and
his arms are crossed in front of his
chestin the attitude of reverence
signifying humility.

This is one of the carliest Nepali
bronzes known, aind both figures
display the abstract, though sensuous,
modeling characteristic of Gupta
sculpture. The elegantly coifed hair of
the bodhisattva is also encountered
in Gupta art asis the convention of
anthropomorphizing the emblem.
Typical of Nepali seulpture are the
linear pliancy and the soft, gentle
facial expressions.

Published : Pal, The Arts of Nepal, 1974,
I, fig: 205; Pal, Buddhist Arl i Licchavi
Nepal, 1974, Rg. 77 Pal, "Bronzes of
Nepal,” 1974, p. 34, fig. 6; Pal,
Nepal | Where the Gods Are Youmg, 1975,
p- b5, fig. 23.
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4. The Bodhisattva Padmapini
MNepal
(a) gth century
Copper
h:rgtin. (33.60m.)
(b) rrth—1ath century
Gilt copper
h:23}in. (5.7 cm.)

Both figures represent Padmapini, or
Avalokitedvara, whois the most
impartant bodhisativa in the Buddhist
pantheon. The embodiment of
compassion and grace, he is continu-
ously engagred in helping humanity
toward the path of enlightenment. He
is porirayed here in hissimplest form,
although there are minor icono-
graphical differences between the two
figures. The lotus pedestal and the
flaming nimbis are missing in the
larger bronge, while the lotus emblem
15 lost in the smaller bronze. The right
hand of the larger higure (h) is
extended in caradamiedrd, but thatof
the smaller figure (a) is ratsed in the
eyikhydpamudrd. The smaller figure has
apear] necklace and two Horal ear-
stuels; the larger one has armlets and
bracclets as well as ornaments and
ribbons behind the ears,

A comparison of the two bronzes
reveals notonly their remarkable
similaritics but also differences that
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help us to determine their relative
chronological [ ons. The modeling
of both figures reflects asimilar
pencharnt for supple, fleshy volumes
and smooth, subtle surfaces. However,
the flowing pleats of the garments
between the legs and the ends of the
sash fall far more naturally in the small
figure, comparable with those of the
cighth-century Vajrapéani (no. 43).
With their half-shut eyes and down-
ward glances, the faces of the
Vajrapani and the small Padma
aremuch more reminiscent of Gupta
figures thanis the larger Padmapini,
which has guite different facial
features and expression. It alsorey

a greater concern for ornamentation
and a more mannered treatment of the
pleats ol the dhoti. Moreover. the mode
in which the lots stem is attached to
the left arm ame fashionable only
after the tenth century. Both bronzes
are attractive for different reasons : the
smaller figure expresses better the
compassionate namre of the bodhi-
sattva; the larger bronze is a strong

sculptural statement that impresses

the viewer with itsmajestic beaning,

Published: (a) Chow, p. 73
(b Pal, Nepal  Where the Gods Are
i P 74and fig. 15,




95. The Bodhisattva Maitreya
Nepal
{a) gth century
Gilt copper with paint
h: 2biin, (66.0cm.)
(b gth—p1th century
Gilt copper with paint

h:iofin (26.7em.,)

Both these extraordinarily radian
bronzes depict Maitreya, the futare
Buddhn, Inone (a’) hestands in
trilkkanga, in the ather (b) he isscated

in lalitdsang on o large lotus, his lefi




foot supported by a smaller lotus, The
lefvhand of each figure holds a pot,
although in different ways, The right
hand of the standing Maitreya is now
ermpty but very likely it once held a
rasary, as does that of the seated
figure. A stupa embellishes the tiara of
the seated figure, which also has an
antelope skin thrown aeross the lefi
farearm. The seated Maitreya's torso
s draped with a ight shawl and he
woars & dhot of printed material ; the
standing figure has no upper garment
and his plain dhoti drapes the lower

portion of his body like askirt. The
hairand eyesof both figures are
paitited and the entire faceof the
seated Maitreya is painted in cold
gald, which in noway detracts from
the precise definition of the features.
The standing figure is a remark-
ably close copy of a mode] that must
have belonged to the Sarnath school of
the Gupta period. Thisis particularly
evident fram the shape and features of
the face, as well as the treatment of the
dhoti. Details such as the delicately
rendered fingers and the simple pearl

necklace also continue the Gupta
tradition. The seated figurereflecisa
similarly simple elegance and sparitual
presence, pacticularly in the beatifi
expression of the ke, but itismuch
mare a Nepali opus. Both bronzes are
modeled in the round, but the boack of
the standing figure is more summarily
delineated than that of the seated
Maitreya. Each bronee is charming in
its own way andd shows with graphic
clarity how different artists could work
with the same basic iconographie

formula yet create such divergently

expressive forms, While the standing
fgure with its stromg linearity is
eloguently maniered, thieseated
bronze shows the halance between line
and modeling that is always a hallmark
of the finest Nepali bronzes. Both
figures are equally effective in com-
|:|:'||,|I|.i|..':l:i.|u; the ||I||].-.'|.-i-';]1:l!| that is the

essence of Madtreva.

Published : Pal, Buddhist Art in
Liechavt Nepal, ty74. iig. 71 : Pal,
“Brouzeof Nepal.” 1974, p. 85, 0. 73
Pal, Nefreel | Where the Gods Are Young,
1475, frontispeceand p. 74,
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0f. The Goddess Uma

Nepal

gth—1oth eentury

Capperwith iraces of gilt and semi-
precioussiones

h:rzin {30.50cm.)

Very likely this goddess once sat beside
hier husband Siva in whatmust have
formed an exceptionally imposing and
attractive Llma-Mahesvara group
(seeno. 100}, Isolated as she now is,
however, she appears asa gracefully
regal lady with an almost arrogant tlt
of the head. She sits languidly,
balancing her posture with her right
hand, which may originaily have
rested on Siva's thigh. The fingersof
her left hand, which probably once
held a lotus, are particularly delicate
and expressive. Although idealized,
her form is modeled with subtle
naturalism both front and back. Such
natralistic expression is unusual for
Nepali sculpture and it would seem as
if the sculptor had modeled her from
life, Anembodiment of luscious
opulence and vivacious charm, this is
perhaps the finest realization of the
female form in Nepali bronzes. The
gilding has worn offa large part of the
body, which has acquired arich,
warm, reddish tone that enhances her
tactile appeal.

Published; Pal, Nepal[Where the Gods
Are Young, 1975, p. 119, fig. 6.







§7. An Angry Form of Mafijusri
Nepal
1oth century
Gilt copper with paint
h:1gin. (98.1 cm.

The figure strides aggressively to the
left ina militant posture known as
ilidhn, His bellicose atttude iz under-
seored by the gesture of admonition
formed by hisleft hand, by the sword
(only the hilt now remains) held in his
right hand, and by his Rerce mien.
Therescems little doubt that he isan
angry manifestation of Mafijuiri. In
addition to the sword, which is one of
the most important of his emblems, the
distinctive tiger-claw necklace and the
peculiarly braided hairstyle {frifikia)
are tvpical of this bodhisattva.
Manjudri is frequently described asa
vourng prince and this necklace and
hair style were typical affectations of
young boys in ancient India,

The painted face and hairindicate
that the image was once worshiped in
Tibet. However, its Nepall origin is
unquestionable and stylistically it is
closcly related to animage of Mafijudel
still worshiped in a temple in Kath-
mandu {see Pal, The drisof Nepal, 1974,
1, fig. 331, Notonly is this figure icono-
graphically unique, it is also one of the
earliest known representations of
Manjuiri. A well-proportioned and
ammated figure, the modeling is both
strong and subtle,

Published : Pal, Nefial | Where the Gods

Are Young, 1975, fig. 35, pp. 7o-80.




8. Buddha Saikyamuni

MNepal

1oth century

Gilt branze with painted hair
hetting (25.9em.)

(v a narrow base that mustonce have
been attached toa lots, the Buddha

Sakvamumni siands in a gentle

tribhariga posture, Signs of his greatness
are elongated earlobes, a cranial
bump (wsheidha) signifying exira-
ordinary intellect, and wehbed fngers.
The indigo paint on the hair indicates
that the bronze was once worshiped in
Tibet. His right handis extended in
the pars nd his left hand holds
the end of the shawllike saiphdtf near
hisshoulder. The face is a perfect oval,
the nese is prominent, and the cyes are
halfshut.

The figure clearly demonstrates
the remarkable persistence of the
Gupta tradition in Nepal, The mode
of indicating the safghdti in uniform
semmcircular striations continuesa
stylization affected by the Mathura
sculptors of the Gupta period. The
exuberant treatment of the rippling
ends of the saighdli, however, is
typically Nepali and considerahly
enhances the effect af movement.







99. The Goddess Tarda
Nepal
1 tth-1ath century
Gilt bronze with paint
h:16} In. (g20om)

Depending on the context, aloms-
bearing lady may represent almost
any goddess. The fact that the face

of this divine figore is painted in cold
gold indicates that the image has
been worshiped in Tibet, a Buddhist
country, and hence she must be Tara,
“I'ard is the great savior and goddessof
merey in the Mahayana pantheon
and ie thus the feminine counterpart
of Padmapéni. Like him, she holds her
principal attribute, the lotus, in her
left hand and extends her rightin
raradamudrd. Alsolike himshe s more
aften than not represented with grace
and simplicity, expressing both com-
passion and radiance, Hereshe stands
in the fribhmiga postare, with her pelvis
gently thrust forward in a languorous
movement. Her limbs are firm but
supple, and the sinuous stalk of the
lotus, as well as the fowing endsof her
upper garment, emphasizes the
arganic thythmof the form.
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roo. Uma-Mahesvara
Nepal
14th century
Copper with traces of gilding and
inlaid with sermpreciowus stones

he:gin. (7.8 cm.

Ofall the Saiva themes rendered in
Nepali sculpture that of Uma-

Mahedvara i3 certainly the most

popular, That this charming bronze
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hisis been worshiped ina domesti
shrine for ages s indicated by the wormn
foreheads and the still-adhering
vermilion. [Lisa common practice in
Nepal, asin India, toanoint the
images daily with vermilion, which
probably serves as a substinute for
sacrificial blood.

Here, asin a Deéccani bronze of
the same subject (no. 8q), Siva
oceupies much of the lotus as he sits i

lalttisana, the pleats ol his dhot

draping over the base. Except for his
hairdo, adorned with the erescent and

the skull, and the snake serving as his

right ear prnament, which are the only

sigris of his ascetic noture, he is
portraved as a princely figure. His two
upper hands, now empty, may once
have carried & tndent and a rosary.,
His normal right biand lorms the
pydbhydpamudrd and the corvespanding
left hand supports the separately cast
figure of Uma.

Ornamented like her husbaned,
but without the skull and erescent,
Ll sits on his left thigh with her right
leg pendant and her left folided across
her right thigh. Her lefi hand idly rests
on her thigh, and she seems relaxed
and at ease, her head cocked 1o on
sitle as il o look at Siva, Despite the
divinity of the subjjecis, the theme is
essentially human and is nlways
delineated by Nepalisculptors with

loving intimacy, asin this bronze.



101. The Goddess Vasudhara

Nepal
14th century

Gilt copper with painted hair and

inlaid with semiprecious 5

h:r1in. (28.0cm,

Vasudhdrd ("'stream of gems™ ) is the
HIH:ll'_ll_':q.ﬂll.\\i'.tllh;ﬂlf‘i fortunc in the
Mahayana Buddhist pantheon, As
such, her popularity among Nepali
Budedhists s understandable and the

artists of that country have consistently

created beaunful images of this

poddess, both in bronee and m paimnt-

ing (shesrarely, if ever, represented

i stane ], Her images have generally

graced domestic altars; as images of
Lakshmi do in Hindu houscholds.
Curiously, she does not enjoy the same
popularity in neighboring Tibet, a
predominantly Buddhist country, as
she does in ."\.'r-'|-u_1_||

The six-armed poddess s here

seated in lalitdiana, her pendant nght

leg supported by & small lotus. Her full

and fleshy figure hends gently to one
side, thereby intensifying the effect of
ammation. Her arms are so sym-
metrically arranged that they almost
deseribe a mandala, Beginning with
the lower right hand and moving
clockwise, her attributes are : varadia-

tinelrid, A spray of gems, fnthi canida-

nmnend, & manuscript, ashealof grain,
and a potted plant, She is, therefore,
not merely the goddess of wealth and
plenitude, but also of wisdom, which

is symbalized by the manuseript,
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102. The God Indra

Nepal

15th century

Gilt copperinlaid withsemiprecious
SIOTES

h:gdin. (24.1 em)

Indra, a powerful deity in the Vedic
pantheon, wasreduced to the titular
position of head of the gods and regent
of the eastern quarter in later Indian
mvthology, Tn Nepal a special festival
in his honor isstill observed annually,
and on that oecasion innumerable
images of the god are carried in
procession. The present sculpture, like
miost others known outside the
country, is probably such a proces-
sional image and depicts Indraina
manner quite typical of Nepal,

The youthful god, resplendent in
hissumptuously decorated crown and
ornaments, sits relaxed in the posture
kriown as mahargjalild, which obvi-
ously derives its name from the way
that Tndian princes sat on their
thrones: Apart from his distinctive
erown, the kingof the gods is also
distinguished by the third eye
marked horizontally across his fore-
head. Asa cosmic god, Indrais
described in the Viedas as thousand-
eved (sahamaksha) and the thind eye
here is obviously symbaolic of the
thousand, His rightarm rests lan-
guiclly oo his right knee; his left hand,
which helpsto balance the posture,
holds the stem of 2 lotus, which sup-

ports a thunderbolt. Both the third eye

and the thunderbolt are legacies of his
WVedic past, when he was an eminent
god of thunder and rain. This
particularform of Indra appears to
have beena Nepali invention, forno
Indian prototype is known,

103. The Goddess Durga

Nepal

15th century

Giilt copprrinlaid with semiprecious
stones

h:B}in: (2r.ocm.)

This goddess, provided with eighteen
arms, is represented in a militant
posture. Her principal hands probably
held twosnakes, as we know from
similar Nepaliimages, and theother
hands hold various weapans, some of
which are now missing, Two quivers
arcattached toher shoulders, but
otherwise the back is rather sum-
marily modeled. Herforehead is
marked with the third eve, and sheis
sumptuoisly adorned with ornaments
richly encrusted with semiprecious
stones. Evenin battle the goddessis
serene, unruffled by human emotions,
The beautifully arrayed multiple
arms, enclosing the elegant torso Likea
mandorla, provide a harmonious
visual pattern enriched by the
dazzling gilded surface and sparkling
gems. A work of rather appealing
ostentation, the bronze radiates the
brilliance and boldness of design for
which Nepali artists are justly famous,






104. Garuda Finial

Mepal

15th—16th contury

Cailt bronze, indaid with turquaoise and
pariially painted

h:gfin. (1.1 om.)

I'his striking sculpture probably

served asa finial at the apex of an

elaborate shrine, hows the mythical
sun bird Garuda with outstretched
artis and wings, ready to take off.
Hall-avian and hal~human, he has the
face, hindguarters, and talons ola
hird, but the torso of a man. A snake
serves as hisnecklace, anid his tail
frathers, of an clegant Horated

design, form a decorative nimbus
behind his head,

Nepali soulptors were apparently
very fond of this hybrid creature and
used him over the centuriesin a
variety of delightlully inventive
forms, Even though Garuda is pri-
marily the mount of the Hindu god
Vishnu, he frequently appears asthe
crowning motil in Nepali shrinesand
ympana, |-.':r;£- ularly in Buddhistart.
Fhis particularly animated example
exhibits the continued vigality and
virtuosity of the Nepali seulptors long
after the s 1|_]p|_|_.-r.'|.| tradition in India
itself had lost 1s creative foree.

105. Samvara and Nairftmya

Nepal or Tibet

16th century

Gilt copper, indaid with semiprecious
stomes ard partially polychromed

h:t2iin (41.70m

With his fect firmly planted on the

chests of the two prostrate figures of
Bh
Buddhist god Samvara is engaged ina

va and Kalardn, the

sexual embrace with the goddess
Mardomya, His two hands form the
pafratumikdramudrd as they hold a
thunderbolt and a bell, I.ill':-.{ULlljl'h.‘EL:\-
armsare lung around Samvara’s
neck, one holding a skull cup, the
other brandishing a chopper.

The faces of the figures are
painted in cold gold, their eyes and
evebrows outlined in black, white, and
red. We can be certain, therelore, that
the bronze was worshiped in Tibet, but
if made there it must have been the
handiwork of a Nepaliartst. The
alternative is thatit was castin Nepal
and then iakeninto Tibet, Whatever
its exact provenance, the bronzeisa
brautiful realization of joyous and
rhythmicmovement. The blissful and
serene fices have a stillness about them
that belies the overt passion in thewr
loving embrace. The sense of move-
merit is enhanced further by the
swirling massesof drapery and floriated
scrollwork verysimilar to that seenin
the Garuda fimal (no. 104},
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o6, Buddha Sakyamuni
Tiber(?)
rzth—19th cenmury

h:7in

The Buddha Sikvamuni edin
meditation, hiz right hand extended in

caradamudrd and his left
Hi oh -
applied dot 5 the afn

a
d the
tesfnn
pointed ball. The face issomewhat
square and the nose unusually agui-
line. What 1s even more unusual is
the application of a red slip, probably
of copper, to distinguish the garment.
Although the figure isidentifed
as the Buddha Sakyamuni, the
gesture of the right hand might
indicate thatit representsinstead the
Tathigaia Ratnasambhava, The
practice of variegating the surface of
the same bronze with two different
metals was more commeon in Tibet and
Burma, butstylistically the bronze is
much closer to Nepali than to Burmese
bronzes (see no. g2). The facial
features, the treamment of the hair, the
folds of the garment, and the sensitive
lering of the hands definitely point
epali workmanship. The colored
robe, however, is unusual for Nepal
and the bronze mav have been cast in
Tibet following a Burmese model.




107. The Bodhisattva Padmapiani
Western Tibet
19th century
Copper withsilver inlay
h:e2a} in. (56.5cm.)

The bodhisattva Padmapini holds the
sinuous stem of alotus with his teft
hand ; his nght hand forms the

abhaypamudrd. A deerskin, indicative of
his ascetic nature, is thrown around his
left shoulder and tied in the middle of
his torso. His parental Tathagata,
Amitibha, is represented in the crown
and his eves and wepd areinlaid with
silver.

The branze is an inpressive
example of western Tibetan sculpture,
reflecting strong influences of the
K ashmiri stvle, The modeling of the
figure reveals the same penchant for
emphasizing abdominal and other
muscles of the body that one finds in
Kashmiri sculptures, although the
calves have been rendered with a toral
lack of modeling, Obviously the
artist employed an altogether dif-
ferent set of proportions, for the figare
is far more clongated than those seen
in the average Kashmiri bronze. The
design and treatment of the drapery
are also different and, while the faceis
still strongly Kashmiri, the somewhat
narrow eyes and the high cheekbones
reveal ethnie features thatcan be
regarded as Tibetan, Characteristic
also of Tibetan craftsmanshipis the
more summary reatmentof the back.
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108, The Bodhisattva Manijusri

Western Tibet

15th-14th century

Brass, painted and inlaid with
turguoise, opal, and silver
h:jin (17.8cm.)

This elaborately crowned and orna-
mented figure is seated in meditation,
A sash crosses his torso diagonally and
his elegantly braided locks fall down
both shoulders. Fhs face was once paint-
ed with cold gold, his eyesare inlaid
withsilver, and the pupils are indicated
with black paint. Although the figure
miglit be confused with the Tathigata
Amitibha, his fowing brails and tiger-
claw necklace definitely identify him as
the bodhisativa Marijusri, who, in this
particular form, is knowias Iiarma-
frikhasamidhi, The majestic bearing of
the figure s alsosuitabie for Mafijusd,
whaois generally described as a prince.
The bremze is interesting as i
synthesis of both the Kashmiri and
Nepali styles. The face has the plump-
ness of Kashmin examples, which are
also commaonly inlaid insilver ; how-

ever, the aitenuated and almost
abstract modeling of the body, aswell
as the designof the crown and armlcts,
iz mare commenly found in Nepali
figuires. Such asynthesis could only
haveocrurred In western Tibet or the
Ladalch area, and that the bronze was
certainly in use there is evident from
the paint applicd to face and hair.

104g. The Goddess Vajravarahi

Tibet

14th—1 5th century
Calt bronze
hi:rgin. (96.0cm.)

The completely naked figure of the
goddess Vajravardhi s shown dancing
with herleft leg bent in the posture
kniown as ardfiafaryaika. Her right
hand brandishes a chopper with
whichshe destroys the forees ofevil
and all nan-believers, and her left hand
holdsaskull cup fram which she drinles
her victim's hlood. The sow's head
protruding rom above herright ear is
her most distinctive atiribute oo
justifies part of hier name, for the word
sirihimeans “sow,” Excepr for this
element, she s no different icono-
graphically from Nairatmyd (no. to5},
and one s ri".-l.”'::" a manifesinlion of

the ather.

A very important goddessin
esnteric Buddhism, Vajraviarahliis
especially vemerated in Tibet, [tmay
Iz recalled that there 15 an important
Hindu mother goddess known as
Varihi, and thatshe too frequently is
shown dancing (see no. 450, Smce of
all the mother goddesses only Varahi
mspired an individual cult, particu-
larly in Oirissa, it1s possible that she
served assome sortof projotype for the
Buddhist Vajravirihi. Orissa, along
with Bengal and Bihar, wasa strong-
hold of Vajrayana Buddhism during
the medieval period, Although the
hronze is here attributed o Tibet, it
muy have been castin Nepal, or more
likely, in Tibet by a Nepali artist,
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110. An Esoteric Form of Manjusri

Tibet

1 5th-16th century

Gilt copper, inlaid with turquoise and
polychromed

h:ofin (25.1 cm.)

This three-headed, six-armed god is
seated in lalitdona on a lotws. locked in
asexual embrace | yab-yum) witha
goddess. The lotusis placed on the
back of a lion thatseems tosnarl at the
twodeities. The faces of the couple
express both passion and anger and
each forehead 1 marked with the third
eve, The matted hair of each is
encircled by a snake and embellished
with the pifzavapr symbal, The
principal arms of the god encircle the
female as his hands form the
vafrahusikdramudra and hold a bell and
a thunderbolt. Two other hands hold a
bow and arrow; his third right hand
touches his partner’s breast; and the
remaining left hand holds a skull cup
full of blood. The goddess's arms and
feet are Alung around her partner and
her hands also hold a thunderbolt and
abell.

Several Buddhist deities, includ-
ing the bodhisattva Manjuéri, have the
lion as their mount, However, the bow
and arrow are important ernblems of
Manjusri, and the eajrafiuikaramudrais
commonly given to many of his esoteric
{ihya) Forms, such as Gihyasidhana,
Cahvamanjuvajra, etc. Whether or
not the igure is Maijuéri, the bronze
illustrates the Tibetan artiss’ innate
love af'splendor and sumptuousness.
The brightly mlt surface isfurther
enriched with numerous turquoise
inlays, while blue, green, and black
paints add toits colorfulness. The lion
withits green mane and tail isa
delightfully whimsical creature that
adds a comical touch toan otherwise
profoundly mystical subject.
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111 Vajrabhairava and Partner

Cengral Tibet
(a] 15th century
Silver and polychrome

() 16th century

Bronze and polychrome
h:15§in. (39.0cm,)

Oine of the most [Hm’t'rful of the wrath-
ful divinitiesin the Vajrayana

pantheon, Vajrabhairava is an angry
manifestation of the bodhisativa
Mafjudsi, the god of wisdom. His
principal head is that of a buffalo and
he is provided with multiple arms and
legs, The symbaolism of his form is best
explained by Tsongkha-pa, the
founderof the Geluk-pa sect of
Buddhizm in Tiber Vajrabhairava's
inefold

ures; his twe

“nine faces point to the
classification of the s




horns to the two truths [conventional
OUT Arms
together with his spirituality, com-

and ultimate] ; his thirt

munication and embodiment in
tangible form to the thirty-seven facts
of enlightenment ; his sixteen legs w
sixteen kindsof no-thing-ness; the
human being and the other mammals
on which he stands to the eight
attainments; the eagle nnd the other

birds on which he tramples to the eight

surpassing strengths ; his nakedness to

his bring undefiled by cm: 1l
upscts and by intellectual fog:
H. V. Guenther, Tibelan Buddin

terebhout Mysfifi

i

catton, Leiden, 1066,
PP 38-39.

Bath seulptures reveal the exira-
n:rr1f:i||:|_1'~.'1':\|||1 REIVE power o Ibetan
imagery, aswell as the inesse with
whichsuch complex metaphysical

ideaswere transformed into easily

apprehensible form. The Tibetans

were remarkably adroitin sublimatng
the grotesque and increating compel-
ling and harmoniows compos fions, as
seen in these two examples, The silver
sculpture, perhaps the slightly earlier
of the two, 1s possibly the finest known
Tibetan work in thismedium—a tour
de foree in both its astonishingly
detailed and rich craftsmanship as well

asits dynamic expression. By contrast,

the larger bronze with its reddish metal
stresses more the wrathful character of
the god and the passionate natare of
the divine embrace. Onemust empha-
size here that such images were not
intended for public worship but were

wsed exclusively in esoteric rituals.

Published : (a) Arfes (Das Aktuelle
Kunstmagazin}, 12 December 1973,

COVET,
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112. A Ritual Dagger (Phur-pa)

Tihet
16th century
Polvchromed bronze

the Ainest known
example o adagperwitha
sicled blade commonly called a
t. Itis used in
rites of exorcismand in the ritual
destruction of the enemics of the faith,
both human and divine. ltmayalsobe
employed symbolically to destroy the
“demon of the sell.” Although the
an Buddhists claim an Indian
for the g ,nothing similar
is known among Indian ritual imple
ments, More likely the implement isof
Tibetan origin and may have been
used in pre-Buddhist days by local
shamans

Of the numerous vanctcs of

a, this particular type with the
handle rendered in the form of a deity
istather rare, The three-headed

apf Wt with his
about toplunge it

winged god,
principal har
into hisvictim, is probably the
personification of the implement itself
and is regarded as a tutelary divinity
of the Ningma-pa sect of Tibetan
Bud . The representation of the
dei unusually sculpturesgue for a
ritual implement of this type. The
three blad
T
serpent and o -

bolize the three virtues of charity,
chastity, and patience

Published : Fisher, p. 29 and fig. 20.




113. The Buddhist God Hayagriva
Iibet
17th century
Cile

turguoise and painted

meeand silver, inlaid with

h:58in. (14.3cm

Havagriva'sname literally means
one with a horse's head™ and in the
Hindu pantheon he is anincarnation

of Vishnu; usually his image does

have the head of o horse instead of that
of a human. However, the Buddhiss
H;l*_.,.-g:’Tl. a, asin thishronze, 1s
altogether a different deity and has
nothing to dowith his Hindu counter-
part. Rather, he shares features more
in common with the Bhairava aspect
of Siva, such as the anpry face, the
third eve, thesnake ornaments, and

the animal skin, To justfy hisname,

honwever, : a horse’z head

i |'|E-IQE. of
is attached to his hair ) in this instance

it can beseen behind the crown. Inthe
Tik

important deity, worsh

n pantheon Havag

an

iped esp

scially
by people who earn their livelihood
with horses.

Here he iz an angry por-bellied

figure who stands in a militant posture,

brandishing = thunderbolt with has

hand, rased in

1, once held aszo, What is

réemarkable about this image 13 the use

i.l':-' arious materialsin its onstruclion,

wh

hgivesit .L‘_-.!-u|'|!:.jnl|'|;_||1_\, Varies

gated surface. The figure itself is castin

silver, the lotus base in COpPpET,
but far more exciting is the use of
selective gilding for 2ll ormaments, the
crown, the scarf, the ammal skin, and
the beard, Maoreover, thestatueis
richly encrusted with turquoise and
the chignon ispainted red, forall

wrathful deities have faming hair,







Indonesia

Sumaira and Java are the two largest
of the thousands of islands that
comprise Indonesia, Of the two, Java
is by far the more significant, for not
only was it the main stage where the
principal dynasties played out their
historical roles, but viroually all the
great Indonesian religions monu-
ments are Jocated in this buxuriantly
verdant tropicalisland. Most of the
Indonesian sculptures depicting both
Hinduand Buddhist divinities in the
Pan-Asian collection were very likely
ereated in central Java during the
minth and tenth centurics under the
Sailendra dynasty, [t must be remem-
bered that no thorough study of the
chronology of Javanese bronzes has
yet been made and hence these
attributions should be regarded as
tentative,

18g



114- Head of a Tathagata

Central Java, Borobudurstyle
Ca. Boo

Gray voleanic stone

h:rgfin. (34.0cm.)

This head once belonged to a seated
Tathigata figure such as that
illustrated inno. 115. Typical of the
head of a TathAgata or Buddha, the
hairis arranged in short circular locks
curled to the right, the urpéis a promi-
rent dot in the middle of the forehead,
and the earlobes are clongated, The
gentle and serenc visage is rendered
aceording to the texts thatsay the face
of the Buddha “should be made
squarishin form, sharply delineated,
beautifilly full and endowed with
brilliant and pleasing marks.™

Scveral similar headsarein
Western collections and they are
usually characterized as ** Borobudur™
heads. Certainly the head is stylist-
cally analogous to those still attached
to the seated images of Tathfigatason
the scveral terraces of the great stupa
at Borobudur, However, it could have
belonged to other such Buddha images
found in both the Prambanam and
Kedu regions.

115. A Preaching Tathfigata

Central Java, from Chandi Sewu | 2]
gth century

Giray voleanic stone

h:a27}in. (70.5cm. )

Despite its missing head, this larger
than life-size figure of a Tathagata
isimpressive for both its austere
simplicity and sheer physical presence.
The gesture of the hands indicates
that he is engaged in teaching as
he sits in the classic posture of medi-
tation. Although similarimages of
preaching Tathdgarasare placed
within the latticed stupas on the top
terraces of Borobudur, their hands are
placed further from the body and
hardly touch one another as they form
the grsture (see Bernet Kempers,
pl. g6). On the other hand, the
formation of the gesture in this image
is very similar to that seen in Tathdgata
figures from Chandi Sewu {ibid., pl.
128). Morcover, this figure, like the
Chandi Sewi Tathfigatas, is broader
and considerably heavier than the
Buddhas from Borobudur,
Unguestionably, the prototypes
for such images must have been
bronzes brought from Gupta India.
While itis tempting to relate them to
Sarnath Buddhas, primarily because
ol the plainand ransparent treatment
of the drapery, the impassive grandeur
of the Agure and the emphasis on
ponderous volume remind one of the
equally monumental Buddha images
in the excavated temples ar Ajanta or
the colessal Buddhas of Anuradhapura
in Sri Lanka. The solid mass of such
Buddha figures appropriately conveys
theidea behind certain similes used
constantly in literature to describe the
Buddha, Heisoften characterized asa
bull among men whose image should
be nydarodhaparimandala, The
mydgrodhais the famous banyan tree
which is regarded both as well pro-
portioned and noble, characteristics
that are essential for a Buddha image.
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116. The Bodhisattva Vajrapani
entral Java
gth—1oth century
Silver inlaid with ruby [figure) and
bronze with green patina (base)
h:g}in (B.zem.)

The bodhisattva sits gracefullyona
lotus with a smaller lotus projecting

in front o support his pendant right
foot. However, the foot does not touch
the lotus and the fact that the figure
izsilver and the baseis bronze may
indicate that they donot belong
together. The bodhisattva’sright
hand forms a gesture that may denote
charity. Hisleft hand holds the stem of
a lotus on which is placed his distine-
tive attribute, the thunderbolt. His
head is haloed by a simple ring and his
oval chignonis inset with a ruby; such
aninlay is unusual for Javanese
bronzes.

The figure isstylistically similar
toa bronze bodhisattva in the
Musewm Pusat in Jakarta [see
Fontein et al., no. go, p. 77;. How-
ever, rather unusual is the frowning
expression on the face of thissilver
figure, emphasized by raised, wavy
cy:hme

117. A Goddess
Central Java
gth century
Bronze with green patina
h:83in. (22.2o0m.)

A goddess stands in samapade position
on a lotus placed upon a square
pedestal. Bejeweled and crowned, her
hair is gathered into a topknot like
that of an ascetic. Her lower right hand
{orms theparadamudrd, and her upper
right holds a truncated sword. Her
upper left hand grasps a man uscripl;
the object in her lower left hand may
be a waterpot orasevered human
head. If the latter, then the presence of
the sword would help 1o identify the
figure as a form of Durgi.

Both inits shape and features, the
face bears a strong similarity to some
of the Buddha heads from Borobudur
(seeno. 114). Sheisimbued witha
sense of stately elegance, and her well-
endowed form is especially attractive
becauseof the slight elongation of the
lower portion, The balance between
modeling and line and the feeling of
quiet sensuousness are reminiscent of
seventh- and eighth-century Indian
sculptures from such sites as
Mundedvari in Bihar and Sirpurin
Madhya Pracesh,
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118. A Goddess
Central Java (?)
gth—toth century
Beigestone
h: 264 in. (67.3 cm.)

This nimbate goddess isseated in
lalitdsens on asubstantial cushion. Her
left hand is placed on the cushion and
provides her with additional support ;
her right hand simply rests on her
thigh. The prominent curves of both
her hips and stomach make her form
seemm as volumetric as the cushion on 1
whichshesits. Verylikelyshe
represents Tard, the Buddhist goddess
of mercy.

The eolor of the stone suggests
that the seulpture may have come from
the Prambanam Valley. A close
stylistic parallel can beseenin the
figure of Harit on the stair riser of the
Mendut temple, which is also
conceived essentially insimple, convex
volumes and with the same bouffany
hairstyle as this goddess. Theshape
and form of the cushions on which the
two goddesses sit are almostidentical,
Javanese sculprure of this period is said
to be heavily influenced by Pila
sculptures ol Bihar, but a stylistic
camparison of this figure with con-
temporary Orissan seulptures would
perhaps be moreappropriate,
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11g. A Semi-Divine Ogress
Central Java
1oth century
Bronze with green patina
h:gdin. (rr.4cm.)

This intriguing little bronze repre-
gents a grotesquelady standing with
her legs well apart, probablyina

dancing posture. Her hands are empey,
Sheseems to wear a garment of leaves
held around her loins by a chain. The
fangs protruding from her mouth,

her round rolling eves, and her
pendulous breasts give her a forbid-
ding appcarance.

The fact thatshe stands on a lotus
indicates her divine status, butitis
difficult totell whethersheisa
dakini of the Buddhist pantheon ora

of, & class of malevolent semi-
vine ogresses that play animportant
role in Hindu mythology. Male
counterparts of such figures, carved in
stone, serve as guardians outside most

common. Tomyknowledge, th

only known bronze representation of
sucha figure, and despite her
grotcsque appearance, sheisa delight-
ful product of an unknown master's
fantasy.




120. The Bodhisattva Padmapiini
Java
1oth century
Bronzewith green patina
h:B}in. (2r.5cmu

Padmapdni, the Buddhist god of
compassion, is seated like a yogion a
lotus. His right hand forms the
varadamudra and hisleft holds the
broken stem of what must have been a
lotus. The effigy of Amitdbha, his
parcntal Tathigata, embellishes his
chignon. Asimple oval nimbus was
once attached 1o his shoulders,

The study of Javanese sculpture,
particularly of bronzes, isstillina
nascent stage, and henceitis extremely
difficult to determine either the
provenance or the date ofsuch sculp-
tures, The task is all the more formi-
dable when onc is confronted with a
bronze such as thiswhich shows some
unusual features, such as the pro-
nounced clongation of the face with
pointed chin and the slender propor-
tions of the torso that at the same time
seems sirong and assertive. For some-
what similar figures, see Fonteinetal.,
figs. g0 and 44, and Le Bonheur, p. 155,
no. 3630.
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121. The Goddess Durgi

[_:-:'-fn‘.;';'|'|_|.-=v;'1_
toeth contury
Bronze with green patina

h:gfin.{a3.5cm.

In this rare and interesting hronze,
Durgdis represented with cight arms
and accompanicd by a female atten-

dant, The Hindu goddess stands in

da on a lotus placed an the back

of the lion, who appears 1o be crushed

byit. He nevertheless seems happy

to carry his burden, for he raises his
forcpaws like an affectionate puppy.,
T'hisis the only known example of so
peculiara disposition of the animal,
Omne of the goddess"s hands is de licately
cxtraciing an arrow from a gquiver: the

others hold a sword, a boss, a Dower. a

s shield,
She s provided with a nimbus and a
parasal and her female attendant also
mimbate, holdsa |i.:L"|‘| hisk.




122, Kubera, the God of Wealth
Central Java
1oth century
Bronz:

hisiin. (14.0cm.

.\'||||I'.'.-j wrintely pot-bellied and
grnamented, Kubera, the god of

R
wenlth, sitsin falitdiana

on o lotus ypon

a throne, Hisright foot restson an
overturned vase full of jewels and five
additional vases are depicted along the
base |||_r'*|_- :'||r-4||r 4 "I.-.'flr||-\.:rui| i-‘

i his right hand,
frif, His left

|:i|'.'.'\-'."-'.|l'." czes the nie Koo i e MNEOOSE,

attached to the palm

which forms the saradamu

which disge

The throne s surmounted |

nimbus to which is affixed a parasal,

Since he is the pod of wealth,

Kubera is worshiped with equal
reverence by the Hindus and the
Huddhists, In Java, too, during the
Hindu-Budd}
ges of Koube

many domestic altars. In the form

it pernd, such small

ra must have graced

scen here, he differsin no stgmificant
way from his images in India. Heis

rily but regal, for he isregarded in

iu myvthology as the king of the

1on




123. The God Ganesda

{a) Central Java

1oth century

Bronze with green patina
h:gdin (11.7cm.)

(b) East Java

]'J'Ih coniury

Gray volcanic stone

h:agin (58.4cm.)

Ganesa, the Hindu god of auspicious-
ness and success, was naturally
popularin Java. In the bronze he is

seated on g cushion and i the stone

KD

sculprure on a lotus, butin both the
soles of his feet join each ather. Asnake
is-coiled around hissacred cord and he
18 given the third eve, Inaddition, his
elose association with hisfather, Siva,
is emphasized by the crescent moon
and the skull adorning his crown, His
upper right hand holds a resary and
the corresponding left hand a battle-
ax. His lower left hand holds a cup
contaimng sweetswhich he is devour-
ing. His broken lower left hand in the
stone image very likely held part olhis

tusk, as it doesin the bronze.

The most distinctive feature of
Javanese representations of Ganciais
the mannerin which he sits. This
particular posture, unknown in India,
was in all probability a local inven-
tion, although it is also encountered in
Cambodia.

Diminutive asitis, the delight-
fully charming bronze iscer tainly the
carlier of the two representations and
15 re markably well modeled, The date
of thestone sculpture issuggested by a
comparnson with two others, the

Chandi Banon Ganea from central

Java (see Bernet Kempers, pl. 99,
which cannot be dated later than the
tenth eentury, and the Ganeda of
Bara, dated 1299 (ibid., pls. 212-13).
The Pan-Asian Craneda I'l'\.'r'.'l]‘-tlfllliillq
of the exuberant ornamentation that
characterizes the Bara Ganeda and itis
alwo free from the more macabre
elements thatseem to have become a
commonplace of post-twel{th-century

east Javanese Gapeda images.

e






124. The God Brahma
Central Java
1oth century
Bronze

b:5%in. (14.0cm.)

The god Brahma, the creative member
of the Hindu trinity, is represented
here with four heads symbolizing the
four Vedas, the most ancient sacred
texts of the Hindus (seenos. 36, 142).
The hair from all four heads is com-
bined into a single crownlike chignon.
Wearing a dhoti, the sacred cord of
the brahman, and appropriate
ornaments, Brahma stands in the
samapade posture on a lotus, Hisfour
hands hold the rosary {now missing),
an ascetic’sstaff, awaterpot, and a
manmuscript. Except for the remarkable
attenuation of the figure, the bronze
reflects all the stylistic characteristics
of central Javanese art of the period.
Usually most central Javanese
bronzes have somewhat fleshier bodies
(seeno, 117). Note the unusual
elongation of the Angers, particularly
of the tips, which sppear almost
needlelikein theirsharpness, Thisisa
stylized affectation peculiar only ta
Javanese bronzes. The closest

stylistic parallel for this figure can be
seenina bronze Vishou in the Musée
Guimet (see Le Bonheur, p. 213,
no.2328).




125. A Bird
East Java
r3th—14th century
Brooze with green patina

h:gin. (1o.1cm.

Very little isknown about such bronze
birds and only a few have been
puhblished sofar. We are therefore
unable o suggest their exact function,
bt they probably served as some sort
of finial. Delightfully decorative, the
birds are sometimes rendered
realistically, but most alten their forms
are an imaginative combination of
several specics, While the origin of
such forms goes back to Gupta India,
they were frequently emploved in
central Javanese architecture both

for their ornamental and symbolic
functions. Since nothing much is
known about such bronze birds, itis
extremely difficult tosuggest a precise
date for this one. The date recom-
mended here is based on a comparison
with similar birds that fill the medal-
lions on the walls of the main temple
at Chandi Panataran, builtin 1345
(sce Berner Kempers, pls. 280-2).
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Thailand

Inatiributing the Thaiswlprures T
have generally followed theclasifica-
tion system outlined by ], Besselier
and J. Beurdeley in The Heniageof
Thai Sculpture, They divide the history
of Thai sculpture into sevenl Schoals,
each with itsdistinctivestyistic
characteristics. The schookare
usually named after thevanousking-
doms that flourished indifieren
regions of Thailand d uringdi fferent
periods. Thus, theschool of Dviravati
isnamed after the kinglomof the
same name, which fowished in
southern Thailand betwees thesixth
and eleventh centuri es. Flowever, the
attribution of isolated sculphiares whose
provenance isnot known precisely
isalways dificult. It yuse slso be
pointed out that these varnasschools,
particularly those thatocised simul-
taneously, frequently istencted with
each other, and henceomeannot
alwaysstrictly define theintylistic
characteristics. Moremver,during
certain periods of Khmer dormination
inparts of Thailand cheinfizences of
Cambodian artistic styleswereso
strongly felt that often Thsi and
Cambodian works areas difficult o
distinguish as many Nepsaliand
Tibetan bronges. Al thotygh rouch
work has been done gnthesculptures
of central and southern Theiland, the
art of northern and nothastern
Thailand has been only sparingly
explored. For example, thereare
hundreds of temples inruortk-

eastern Thailand thatseen tohave
been rendered in a prodopinantly
Khmer style, and sarme of he sculp-
tures that have appearee] recently and
are labeled as Cambodianmay infact
be from northeastern Thaland.
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156, Buddha Sakyamuni
Dwviravatistyle
=th—8th century

(a2} Dark gray schist
h:1gim (33.0cm.

(b} Grayschist
h:gz}in. (Br.6cm)

These twosculptures, oneonlya hezd
a) and the ather without its feet (b)),

portray the Buddha Sikyamuniin a

classic form that was the hallmark of

the Dviravati school. The finest seulp-

a0l

tures of this school appear to have been
created between theseventh and eighth
centuries, when the prevailing form of
Buddhism was that known as Hina-
vana. [spantheonwas largely confined
to imares of the historical Buddha, as
italsowasin Sri Lanka (seeno.gu
The majority of Dvaravaii images dis-
covered are of the type represented
here, although recently smaller statues
of bod hisattvas have also come to light,
therchy indicating that the Mahavarna
form of Buddhism was not altogether
unknown m Dvaravati,

Although itisreadily admirtted

that these Buddha images of Dwviravati
reflect the general influences of the
Gupta tradition, it is difficult vo point
to any one school as the predominant
stylistic source, The treatment of the
body and the diaphanous parment
undoubtedly betray an awareness of
Sarnath sculptures, but those of Ajanta
might have been equally influential,
On the other hand, neither at Sarnath
nor at Ajanta do we encounter Bud-
dhasin such a strictly frontal stanee
with both arms raised and extended in
sosymmetrical a fashion, More easily
perceptible differences are evident i.T.i

thefacial features, whichreflect a racial
type totally different from the classical
Indian face,

The beautifully proportioned and
polished head (a) is probably the
earlier of the twosculptures. Bearing
the slightest trace of a smile, the face
has a noble and compassionate
expression, while the half-shut eyes,
focused on the tip of the nose, convey 8
sense of introspective calm, 1Fthis head
conforms to the classical Dviravati
Buddha images, that of the ather (b),
with a wider crown, higher cherk-

bones, and narrower eyes, appears (0



be more individualistic. The modeling
of the more complete figure is not quite
as subtle s that ol the head butisnone-
theless rendered with considerable
finesse. [tis difficult to determine
whether such differences have any
chronological significance or aresimply
expressions of individual ateliers, They
do demonstrate, however, that cven
within this rigid traditon each image
s aslightly different statement, just as
thesame melody varies subtly when
plaved by different musicians. Fora
headsimilar to thatofl {b) seed" Argence
and Tse, pp. B4-85, no. 37.




208




127. Buddha Siikyamuni
Buriram province, Prakon Chai
fth century
Bronze
h:ggin. (83 8em.)

In 1964 a hoard of bronzes was
accidentally discovered in an under-
ground burial chamber withina
neglected temple precinet at the vil-
lage of Prakon Chai. The hoard.
contained a large number of Buddhist
bronzes, most of which are now dis-
persed in European and American
callections, Other well-known
examples are in the Brundage,
Rockefeller, and Kimbell Foundation
collections (see below), Of the Buddha
images in the group, thisexampleis
the largest and the most impressive.
A comparison of this bronze with
the Drvaravati-style figure (no. 126b)
reveals both their similaritics and
differences. Theiconographic type,
with both hands raised symmetrically
and emphasizing a rigidly rectangular
frame, is obviously derived from
Dwiravatl. The form of this Buddha is
more flatly modeled than in the
Diviravati figure where the thighs are
more prominently outlined, The
sensitive delineation of the hands and
treatment of the folds along the
garment's lower edge are particularly
reminiscent of Dviravaii Buddhas.
Theface, however, with its broad
shape, open eyes, slightly thinner lips,
and moustache, isdistinetly modeled
after Pre-Angkor sculptures of
Cambodlia.

Published : Bunker, fig. 2o.
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128, The Bodhisattva Maitreya
Buriram provinee, Prakon Cha
Bth—gth century
Bronze withinlaid eves
hizrjin (52.5cm.)

Mayre typical of the Prakon Chai hoard
of brenzes than is the Buddha
Sakyamuni (no, 127), thiselegant
bronze represents Mattreya, the future
Buddha. His right hand formsthe
gesture of teaching and his lefit hand
may haveonee held a pot. Thestupa

in hiscrown of matted hair identifies
hirnwithout question. The hairstyleis
quitcrypical of these and other
bromees discovered in the Korat
plateaw,

Although several other Prakon
Chaibronzes are ol more impressive
proportions, this Maitreyva isone of the
hnest of the group. Asculpture of dis-
arming simplicity, it isan astonishingly
gracefiul figure, despite is frontal pos-
ture. The hands are rendered with
particular sensitivity and the argist's
conmrmmate sense of restrained ele-
gance is evident not only in thesubile
mesdeling, but also in the delicate treat-
ment of the chignon and the folds of
the short garment (sampof) . Although
enilya few bronzes of thisstyle have
beenfound in Cambodia (sec Dupont,
1953, pls. xx1x, xxx ), the Prakon Chai
broszesrelate generally to sculptures
of the Kompong Preistyle. The extra-
ordmary elongaton of the gures with
tubular legs seems to bea particular
hallmark of Prakon Chai bronzes.

Published ; Bunker, fig. 04;
Mussterberg, 1970, p. 232.
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129. A Buddhist Saint | ?)

Prakon Chaistyle (7}
gth century

Bronze

b i (12,7 oo )

Ari enigmatic bronze, both instyle and
iconography, thissculpture is here
attributed to Thailand because ofits
stylistic closeness to the Prakon Chai
bronzes (nos. 127, 128). Asimilar
seated figure, though without a beard,
isalsoin the Pan-Asian collection
(Bunker, fig. 27}, and other closely
related Agures of bearded ascetics can
beseen among the ruins of Prasat
Thna Dapin Cambodia (Bomsselier,
166, pl. xxxm, p. 3). The metal with
itssibver sheenis of the same variety as
that olserved in most Praken Chai
bronzes.

Ifitisdifficult tosuggestan exact
provenance for this intriguing bronze,
itis equally problematic to identify the
subject. The meditating posture, the
beard, and the chignon would suggest
thar the figure is that of an aseetic,
while the tiny effigy of 2a Buddha
attached to the hairindicates a Bud-
dhist athiliation. Although the cult
ofsainz is popular in Mahayana
Buddhism, particularly in Tibet, no
other such bearded figure is knownin
the Buddhist art of Southeast Asia.
Possibly the figure represents a local
Buddhist luminary who was apotheo-
sized and worshiped, That this was the
custom in Cambodia is evident from
inscriptions.
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130. Ekamukhalinga (Phallus with
One Face)
Buriram provinee ( ?

fth-gth century

Gravsandstone

h:271in. (6B.5.cm.

This seulpture 15 a classic representa-
ticn of the phallic emblem of the
Hindu god Siva. At thesame time,
however, it isasymbol of all three
members of the Hindu trinicy:
Brahma, Vishnu, and Siva. The
sculptureis clearly divided into three
sections, cach symbolizing one of the
three gods, The square base represents
Brahma ( Brak ; the octagonal
e part is the porton of Vishnu

midc
( Fishpubhdgal, and the rounded upper

third represents Siva ( Rudrabh

A head of Siva with his matted hair
and the distinctive third eveis carved
in high reliefon thissection of the
sculpture,

While there is no doubt as 1o the
identity of the subject, the stvle of the
sculpture does present problems. The
bold facial features are similar to thoze
a from

of a much damaged mukhal
Huei Thamo (Boisselier, 1966, pl,
xLve, fig, 2], but thestyle of the marted

hair has almost identical parallelsin
several Dviiravatisculprures in the
Sririjayastyle (Bowic, p.3!,no. 1,and
At

sculptures, however, are Buddhist, and

Sculpture, porge [M] ). These

walivon of the

although at least e m
period is known from Thailand (Bowie,

{1

p. 48, no. 17), stylistically itis some-
what different from the present
example, It has been broughe to my
attention that the sculpture was found
near Prakon Chai but  have no way of

verifying this information,







131. A Double-Sided Altarpiece
Lopbur: style
12th~1gth century
Bronze with green patina
h:isfin. (38.4 cm.}

Ome of the most claborate Thai
bronzes known, this double-sided
alturpiece presents two typical
Lopburi Buddha images. L thefront,
a crowned, meditating Sikyamuni is
seated ona lotus aroparichly
decorated pedestal. The gesture ol his
righthand ( bhiimipar famuded), as well
as the stylized Bodhi tree above,
indicates that the occasion represented
is thesubjugation of Mira, the
Buddhisi god of desire who had tried to
tempt the master immediately
preceding his enlightenment. Three
gimilar, though uncrowned, figures of
the Buddha are portrayed against the
Bodhi tree,

On the reverse isa standing
figure of the Buddha Sakyamuni
similarly framed by 2 faming aurecle
with a cusped arch. Although not
crowned, heissumptuously adormned
with ernaments, Hestands on alotus
with his feet turned out and hisright
hand closed in a fist against his chest.
Here also three seated Buddhasare
represented in the tree above, but each
against astupa. Three other similar
zeated Buddhas are enshrined below
thestanding Sakyamuni. The exact
significance of this repetition of identi-
cal Buddhas is not clear.

Stylistically, the principal seated
Buddha in the front is closely related to
a hroneze in the Thompson collection
in Bangkok (Bowie, pp. Bo-81, no. 41},
which issaid to have been discovered
in the Lopburi province. The crowned
Buddha was popular both in Bihar and
Kashmir in India (see no. 26) between
theninth and the eleventh centuries,
and the Thai images were probahly
inspired by those from Bihar, Thestyle
of representation, however, seems
mare heavily influenced by Cam-
badian sculprures of the twelfth and

thirteenth centuries.

Published : Dofflemyer, p. 49. igs. 34
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132. Buddha Sheltered by Muchalinda
Lopburistyle
13thcentury
[a) e sandston

tinuously for
headed serpent Jun
redatthe
ter for the master by spreaci
|J'|;_-1q_|,:|'.'|.] represen ]
Buddha i
| r}ll"

P

Muchalinda are spread out to

his head, forming a striking nimbus.
Although both seulptu

probably created in the

there are noteworthy

fere: Typi

images, the

rm a remark-

The proportions

of the figures are b vy quite
different, however, and the bronze has
Tear § Differ -

jle in the facial [eatures,

culptures of the Lopburn:
I'he treatment of the
yguite different in the
ulptures and, interes ly, the

wa the left







133. Buddha Sakyamuni
Lopburi style
1gth—14th century
Beige sandstone
h:18)in. (a7.6cm)

Although bronze representations of
this Buddha type, probably created by
artists of the Lopburi school under
Khmer influence, are fairly common,
examples instane are relatively rare.
Anidea of how the full figure must
once have looked can be gleaned from
a bronze representation in the collec-
tion (no 151, revense ). Theupper
garment is sodiaphanous that the
torso itself appears completely naked ;
the lower garment is held together by
an ornamental belt, The cars are
provided with earrings and a jeweled
band separates the hair from the fore-
head. The lefthand is extended along
the body, the right forms the
abhayamudrd against the chest, its palm
marked with the wheel, obviously
symbolizing the Buddhist fith, The
curls of the hair are like rows of pearls
and the ushpisherises gentlyinn
stepped cone. Idealized as iLis, the
face nevertheless has a very distinctive
expression that makes it almost
portraitlike,

The sculpture isstylistically
comparable to that of a meditating
Buddha in the National Muscumin
Avuthva (see Boisselier and
Beurdeley, p. 120, fig: 1), and a
slightly later bromze in the War
Benchamahopitin Bangkok (ibad.,

P- 133, hg. 04) may well have been
modeled after a sculptare such as this.
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134. A Buddhist Altarpiece

Lopburi style

1qth-14th century
Bronze with green patina
h:z1iin. (53.6 cm.)

Less elaborate than the double-sided
example (1o, 151}, this too isa finely
crafted bronee of the Lopburi schoal,
again with thesubject of Sakyamuni's
victary over Miraat Bodhgaya, The
tree above issostylized as to be
scarcely recognizable and the thick
branches look almost like serpent
hoods, thereby suggesting the Mucha-
linda theme as well. The pedestal
below, decorated simply with lotus
petals and stamens, is supported by
squatting yekshas. Theaustere simpli-
city of the Buddha offers a marked
contrast to the busy Aame-fringed
aurcole, The hair is rendered asa grid
pattern of even squares, while the cone-
like ushpisha is conspicuously plain. The
face is distinguizhed by just a raceofa
smile, as we see in slightly earlier
figures from Bayon in Cambodia. At
the same time, however,the figure has
anoble bearing thatis reminiscent of
thewell-known Buddha of Grahi {see
Bowie, pp. 6667, no. 40).

Published : Dofflemyer, p. 49, big, 5.
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1535. Buddha Subduing Mara

{a) Sukhothai style
14th—15th century

Bronze with green patina
h:egin. (73.7em.)

(b} Northern Thailand style
16th century

Bronze with green patina
h:rgin (9%.0cm.)

These two bronee images represent a
theme thatwas of abiding interest 1o

Thai devotees and sculptors. Both
portray Sakyamuni’s congquest over
Mira, which is emblematicof the
master’s enlightenment (bodhi),
whence he came to be known as the
Buddha ar the Enlightened One,
Since the attainment of individual
enlightenment is the goal of every
Theravada Buddhist in Thailand, it
isnot surprising that this particular
moment in the Buddha's life should
have remained one of the most popular
themes in Thaisculprure,

The Sukhothai style is generally
regarded as the most distinective
expression of the Thai aesthetic. The
type of Buddha image represented by
(a) was rendered by-the artisis of
Sukhothai, probably in the early part
of the fourtcenth century, and re-
mained the norm for all suceceding
generations of Thaisculptors,
According to Boisselier, the Sukhothai
sculprors created “nota life-like
figure, buta hicratic image of other
worldly mien, and to this end they
emphasized everything that mace the
exalted one a predestined man of
destiny® (Boisselicr and Beurdeley,
pe132).

The larger bronze (a) withits
potiderous voliume, heavy limbs, oval
face with rathersmall eyesanda
looped chin, and the lame-sur-
mounted uvhnisha, is a typical example
ofa Sukhothai seated Buddha from
about the end of the fourtcenth
century. Although basically of the
same type, the other bronze (b hasa
more distinguished face witha livelier
expression. Indeed, the slightsmile
seems to be one of self-satisfaction
rather than beatitude. Ttisrendered in
thestyle ofnorthern Thailand (cf.
Bowie, p. 115, no. 7, and p. 124,
no. 78).
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Cambodia and Indochina

Almostall the basic research into the
history of Cambodian sculpture has
been undertaken by French scholars,
Although their contributions are
invaluable, the stylistic classification
of Cambodian soulprure still presents
many problems, Generally the history
of Cambodian arviz divided into two
major periods known as Pre-Angkor
{ca. 550800} and Angkor {ca. 850
1350), with a brief, mther nebulous,
transitional phase in between. There is
no consistency in designating the
styles: sometimes they are named after
principal sites, such as Phnom Daor
Koh Ker, atothers they are named
after specific temples, such as Banteay
Sreior Angkor Wat. For the most part
I have followed the French scholars
and whenever possible have attempted
to justify the atmributions by citing
similar published pieces, I am aware,
however, that [ have rushed in where
mast non-French scholars fear to
tread.
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156. The God Ganesa
Phnom Dastyle (7)
7th century
Beige sandstone
h:ryling (43.8 cm)

This well-executed representation

15 one of the rare images of Ganeéa, the
Hindu god of auspiciowsness, from the
Pre-Angkor period. The figure has
only two arms and he wears ashort
sampotwith frontal pleats delineated
with neat precision. Along the left
thigh the garment forms justa slight
wavy fold, anticipating an ormamental
mannerism that was to be employed
withstylish elegance in thesculptures
of the Kulen style (B25-875).

Typical of Pre-Angkor sculptures,
the figure is modeled in the round,
although it was probably viewed only
from the front. Also characteristicis
the relatvely more precise articula-
tion of musculature thanis evident in
the fifth-sixth-century sculptures of
India that provided the models for
Pre-Angkor seulpture. Two
stvlistically analogous sculptures area
torso from Prasat Pram Loveng and a
Krishna from Vat Ramlok {Dupont,
1955, pl. xv, aand b).

137. Head of Vishnu

Phnom Dastyle
sth century
Brige sandstone
h:8in. (20.5cm.)

Both Vishnuism and Sivaism were
equally popular religious systems
during the Pre-Anghkor period in
ancient Cambodia, and some of the
finest sculptures of the age represent
either Vishnu in his many manifesta-
tions or the compasite deity Hari-
Hara, a combined form of Vishno and
Siva. Thissuperh head, distinguished
by the simple cylindrical crown, must
onece have belonged to a magnificent
image of Vishme It isrendered inwhat
is characterized as the style of Phnom
D, the earliest and finese style of Pre-
Angkor sculptures.

Typicalof the style, the facial
features are rendered with refined
elegance and the face, with I wide,
staring cyes, has astern, though noble,
expression., The modeling is astonish-
ingly subtle, and the moustache adds
a human touch, az il the head were
an idealized portrait. What is most
curious about such Pre-Anghkor
sculptures is their uncanny likeness to
ancient Egyprian human fgures,
although the Pre-Angkor civilization
was removed by more than two
millennia from that of Egypt. The
exact provenance of this head is not
known, but itis possibly from the Vat
Ba Sen region, where an almost
identical head was discovered many
yearsago (see Dupont, 1955, pl.
xxxve, b,










138. Hanuman
Koh Kerstyle
Ca.g24-937
Light brown stone
h:43}in (1og.gcm)

For a discussion of the conceprol’
Hanumin and two Indian representa-
tions of this monkey god, a devotee of
Rima, seenos, Joand 71,

,Thisis probably the most im-
pressive sculptural depiction of
Hanum&n from Southeast Asiaina
Western collection. Asin the Chola
bronze (no, 71) heis conceived
essentially as o human being except
for his head and tail. Hislegs, now
broken, must have been dispoged ina
semi-kneeling posture. His arms are
uniguely positioned, posibly reflect-
ing his humility. This gesture seems to
beavanation on one made by the
dwarf Vajrapurusha in a Nepali
bronze (no. 93). The best-known
Hanumdn sculptures of Cambaodia
are those on the terrace of the Banteay
Sret temple where, along with
heraldic lions, they serve as guardians.
This Hanumén, however, is different
iconographically and may have been
placed before an image of Vishnu
represented as Rama,

Siylistically, the Hanumanis
remarkably similar to a pair ol wres-
tling monkeys representing Bali and
Sugriva, two well-known characters
in the Hindu epic Rémayara (see
Boisselier, 1966, pl. wvi, fig. 1].
Warked completely in the round, the
eombative monkeys are as monu-
mental as the present Hanuman and
display the same heavy proportions
and ponderous volume, Analogous
also are the design of the crowns, the
addition of armbands, and the fall of
the sampoi’s folds in front. Moreover,
the tails of the three monkeys are
delineated in almost an identical
fashion, rising like serpents from the
top of their sampots and ending at their
crowns. The fiighting monkeys.
sculpture is from Prasat Chen, near
Koh Ker, and an inscription on the
gatewny of the temple tells us that the
shrine was dedicated to Sripati, a
name for Vishnu (see Briges, pp. 120
and 122), Possibly this Hanuman was
once associated with Prasat Chen.
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1535. The God Vishnu

Koh Kersiyle
g925-1000

Beige sandstone
h:37in. (g4.0cm.)

Rarely is a freestanding Cambodian
sculpture as well preserved as this
example. The feetand hands ofsuch
sculptures are often broken (seeno.
140!, ns indeed those of this sculpture
were, but fortunately the limbs were
found in situ and could be reattached.
The representation here is of Vishnuw,
the Hindu god of preservation, who
stands on 2 simple base in the samapada
posture, Unlike Indian images of the
deity, he has 2 beard and moustache
and is given no ornaments excepla
crown. His only apparel i the sampol
held together by an ornamental beltor
sash. His upper hands hold the wheel
and the conch shell and his lower
hands grasp a hoss, symbolizing the
lotus seed, and the handle of 2 mace,
which rests on the base.

In terms of both iconography and
style, there are noteworthy differences
between this Koh Ker Vishnu and
carlier Pre-Anghkor sculptures,
particularlyin the treatment of the
crown, the presence of the beard and
moustache, and the design of the
sampot, The simple, tall, cylindrical
crown of the carlicr style (see no. 157)
has been replaced here with ane that
remained standard throughout the
Angkor period. The handling of the
sampot with its prominent flap and
double fishitail pleats is characteristic
of the Koh Ker style. The casy
naturalism of the Pre-Angkor
sculptures has given way to a more
simplified modeling that conveysa
sense of hieratic grandeur rather than
sensuous grace. Unlike Pre-Anghkor
figures, this one isfree of auxiliary
support, but the legs arestill columnar
and the feet awkwardly placed.
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140. The God Vishnu
Pre Rupstyle
Mid-roth century
Beige sandstone
h:grin (987 cm.)

The loss of the arms and legs makes this
amore typical example ofsurviving
Cambodian frecstanding sculptures
than the previous one. The sculpture is
fully modeled in the round, continuing
the Pre-Angkor style, and the superb
delineation of the crown can best be
appreciated from the rear, Had the
hands remained, they would probably
have held the four emblems exactly as
thev do in the more complete image in
the huoh Kerstyle (no. 199). Their
basic similarities notwithstanding,
the two sculptures are distinguished
by a number af subtle differences.
Compared to the Koh Ker—style
figure, the torso ol this Vishnu seems
somewhat squatter, particularly
because of the wider hips. The facial
features are also recognizably dif-
ferent, the former still echoing the
Pre-Angkor physiognomic type, while
- face of the Pre Rup Vishnu

i more like post-tenth-century figures,

the broad

Although both have similar crowns,
the Pre Rup sculptor displayed a more
delicate feeling for details. Finally, the
folds of the sampot in the Pre Rup
sculptures are more ornamental and
stylish. Indeed, the design of the sampot
remained a primary concern of the
Khmer artists and forms a basis for
French archeologists to distinguish the
vanous styles and theirchronology.
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141. Head of the God Siva

Pre Rupstvle (2]
Ca. 50
Betgesandstone
h:r2)in. (1.1 cm.)

Althoughsimilar to the head of
Vishnu (no, 139), both in terms of its
features, including the beard and
moustache, and its crown, this head

once belonged to a statue of Siva. The

third eyve etched on the forchead and
the elaborate and unusually matted
hair embellished with asnake are
distinctive features of Siva. The man-
ner in which the hair is delincated

at the back is particularly elegant and
seems to be unique to this example.
The face bears aslight trace of a smile,
which makes the expression especially

gentle and benign.

The exact attribution of this
sculpture to a recognizable style is
difficulr. The face, aswe have scen, s
similar to that ol the Koh Ker Vishnu
(no. 1539), aswell as to thatof a Sivain
an Uma-Mahedvara group found at
Banteay Srei (Gitean, 1976, p. 190,
fig. 117). When first published (sce

below), it was assigned to the styleol

Pre Rup, presumably because of the
stylish rendering of the hair, but thisis
by nomeans certain, The study of
Cambodian sculptureisbeset withsuch
problems, but no matter what itsstyle
or provenance, the head remaing a
charming and refined example of mid-
tenth-century Cambodian sculpture.

Published : Lee, 1964, no. 17.



142. The God Brahma
Bakheng or Pre Rup style
10th century

Beige sandstone

h: 7§ (19.3 0m

These heads, unlike those of the Indian
Brahma {no. 36}, have no chignon,

but in both sculptures a low-relief Jotus

joins the four heads at the top, A crown
appears more often in Cambodian
representations of this ascetic god than
it doesin Indian versions, Interestingly,
the two side heads are rather com-
pressed, which makes them un-
naturally elongated, Otherwise, the
faces are strikingly handsome with

their precise features, long almond-

shaped eyes, and serene expressions,

Itisdifficult to suggest an cxact
styhstic affilintion for this fragment,
and though it seems closely related
tosculptures of both the Bakheng and
the Pre Rup styles (see Lee, 1966, nos.
1oand 17}, the proportions and the
expression are somewhat atypical of
both styles.
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143. A Lintel
lanteay Sreisiyle
GR0—1 (0
Pink sandstone

Fl . cam. )

fin. (140.2 oo )

The color of the stone, as well as the

depth and mammer of the carving,

relates this lintel to the stvle of Banteay
Srei. Such luxuriantly decorted
lintels adorm the entrances of most
Angkor-period temples and, althoush
the matifs basically remain unchanged,
eachlintel is quite divtinctive. Inmonu-
ments of the Pre-Angkorperiod the
orndmenisl fair isles apparent and

the PrE dominant mogis are s o ombina-

tion of the matara and the bdld
{kirttimukha) head, both symbolizing
abumdanece and auspiciousness, During
the Angkor period the cenitral ddla was
frequently replaced by other Aigures,
stch as Indra riding his elephant,
which isseen here. Indra is the king of
the gods (devardja) andsince the

Dewvarfija cult was popularin the

Ehmer empire, his frequent presence
on such lintels is not surprising. Also
characteristic of the Angkor period is
the transformation of the smakares into
serpents, which aresosiylized here as
to bescarcely recognizable, Indrais
flanked by two rdkchams, or demaons,

wholunge in opposite directions. At

each end is aspirited garuda, each

looking toward the center,
Almost every inchof the linre]

gurface is filled with leaping, curling

forms infused with remarkablevitality

and buoyancy. Charged with restless,
nervous encrgy, the motifsare also
rendered with a touch of whimsy that
mukes the design delighdfully

appealing.



144. A Guardian Lion
Region of the Roval Palace in
Angkor Thom
Ca. iooo
Beige sandsione

Squatting lions such as this. in-
variably rendered as fresstanding
sculptures, are a familiar sight in most
Khmer temples, generally placed as
guardiany on terraces or stairways,
Although the conceproriginated in
Ing the hons are far more
conspicuous in Cambodian temples,
Since lions are not native to the region
and hence unfamiliar to the artists,
they are always treated conceptually,
and often the grinning or growling
faces are somewt icatured,

mple may have

come from the Phimeanakas temple

terrace, althowugh it is difficult to be
certain. The fanciful head is more
demonic than naturalistic and the
mane on the broad chest is rendered
almost like s coat of mail. The
posture is essentially heraldic and the
seulpio ms to have been con-
cerned primarily with exp

physical sirength through sheer
volume,




— -~ 145. A Male Deity

: ) Baphuon style
10501 100

Bronze

h: rgfin. (50.2 co)

The hgure stands on a plain basein
samapada posture with hislefi arm
akimbo and his right hand holding
whatappears to be a lotus bud,
Wearing a sampol with stylishly
elegant pleas extending gracefully
down to hisleft knee, he issparsely
arnamented. No crown adorns his
head and his hair is so lightly
indicated thathis head seems fitted
with ashallow cap. His eves, eye-
brows, and lips are emphasized by
double lines and his mowstache
appears to be incised. We cannot be
certain of the exactidentification of the
figure, but he may represent the
bodhizattva Avalokitedvara, who
generally holds a lotus,

A comparison with the Uma
(no. 146) clearly indicates that this
bronze is rendered in the saft and
clegant Baphuon style. Theshapeand
features of the twofaces are remark-
ably similar, asis the modeling with
its emphasis on graceful proportions
and simplified form. Among other
well-known sculptures, an obvious
stylistic parallel seems to be the
monumental torso discovered at Basak
(Giteau, 1963, pl. xv1). Indeed, the
treatment of the garment with is V-
shaped curve at the waistline and the
placement of the sash on the lower hips
is almost identicalin the two bronzes,
Aface similar to that of this bronze
can beseenin the reclining Vishnu
from Mebon (ibid., pl. xv) whichis
also dated to the second halfof the
cleventh century.
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146. A Goddess
Baphuanstyle (7}
1050—1 100
Brown sandstone
h:gbdin. (g2.7om.)

The goddess stands in samapada
posture on a narrow base. The lingers
ofher lefi hand are broken and her
right hand may once have held a lots,
but otherwise the sculprure is remark-
ably well preserved. Her long skirt
{sarsng ), held together by asimple
sash, isindicated by parallel vertical
lines and the central fold forms an
inverted lily pattern at the bottom,
Her jewelry includes cor weal car
ormaments, a necklace, armlets,
bracelets, and anklets, and her hairis
gathered in a topknot held in place by
ajeweled band. An additonal
ornamental band below her breasts
emphasizes their contour. The sculp-
ture is equally well finished at the back,
where the legs are given addinonal
support. Usually such images are
identified as Umf, the consort of Siva,

Swylistically thesculpiure is closely
related to three others, two of which
are considered 1o be of the Baphuon
style and the third of the Angkor
Wat style. All three figures are dated
to the second halfofthe eleventh
century. The two Baphuon-style
figures are in the Brundage collection
in San Francisco (see d' Argencé and
Tse, pp. 647, no. 43) and the
Anghkor Wat-style Agure isin the
National Museum of Phnom Penh (see
Giteau, 1976, p. 168, fig. 104). The
last sculpture, also representing a
goddess, is from the temple known as
Prasat Trapeang Totung Thogay,
The modeling and physiognomy of the
Pan-Asian sculpture are closer to those
of the Phnom Penh image, but the
ornamentation is more similar to that
seen in the Brundage fipures. In face,
the torso of the Phoom Penh picceis
completely bare, whereas the
Brundage figures are adorned with
necklaces, armlets, and even a chest
band, asis this Pan-Asian poddess.

Mo matter whatitsstyle, this
graceful and radiant igure is one ol the
finest Cambodian sculptures in the
collection. The lightly polished brown
stone looks like rich velvet and gives
the sculpture an unusual warmth and
tactile quality,
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147. The Goddess Prajiaparamita

Angkor Watstyle

that naame, a treanse of fundamental

na Buddhism.

asociated with wisdor

popularin East Indiaan

Simularin conce

her images may

for these Cambodi

her principal hands displaying
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associated with both Prajfidpiramiti
and Chundi. Her pwelve additional
hands hold various emblems such asa
wheel, amace (7], asnake, 4 pot, a
manuscript, a thunderbolt { 2}, a bow
{ 71, an elephant goad ( 7}, and a conch,
Three other objects, fiat and circular,
cannot beidentified. The larger bronze
(b} depicts the poddess in a more static
posture and she is given eleven heads
compared 1o the dancing goddess’s
three, Tt may be pointed out thatin
ane of his forms the bodhisattva
Avalokitesvara also has eleven heads.
In Cambodia there was a close
relationship between the one-headed
Avalokitesvara and Prajfiipiramitd,
and the two are often seen Aanking the
Buddha. The number of arms here (k)
has increased to twenty-two, the two
normal hands holding a lotus and a
manuseript. In both images the heads
are provided with third cyes, asis more
often trueof Indian Chundi images
than of those of Prajiiparamita.
Apart from their iconographic
differences, the two sculptures differ
also in terms of stylistic minutiae, The
armsof the dancing goddess (a) are
integrated in a more organic manner
than in the other example (b) where
they look like bony wings tacked on o
the normal arms, The proportions and
facial features of the two bronzes are
also quite dissimilar, as are the treat-
ments of the garments and ornamenis,
Finally, while ane (a} is alivelyand
rhythmic figure that delights us with
its unsclfconscious and joyful move-
meni, theother (b 13 an impressive
bronze that exudes a sense of impassive
majesty and austere serenity.

Published : (a) Munsterberg, 1972,
P-33; (b) Munsterberg, 1970, p. 233,
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148. A Buddhist God

Angkor Watstyle
1T00=T150
Gilt bronze
hi:gin (17.7 cm.)

The exact identification of this hand-
some figure is difficult to determine.
Heholdsa thunderbolt and a bell,
which are the commaon attributes of
two important Vajrayvana Buddhist
deities, Vajradhara and Vajrasartva.
Normally Vajrasattva holds the
thunderbolt with hisrightand the bell
with his left hand, which isplaced on
his left thigh (see nos. 22, 52). Here,
however, not only are both hands held
against the chest, but the position of
the emblems is reversed, Coedes
{1923, pl. xxviL, fig. 1) identified a
similar bronze—in which the hands
are disposed in this fashion, but the
emblems held in the usual manner—
as Vajrasativa. Recently, however,
Boisselier (1966, pl. L, fig. 1) has
identified astone image of a Buddha-
like figure with the hands disposed
against the chest as Vajradhara, who
isregarded as the supreme deity by
some sects of Vajrayana Buddhism, It
must be pointed out though that the
attributes in the Banteay Chmar
image published by Boissclier are
broken, and that generally representa-
tions from Nepal, where the cult of
Vajradhara was particularly strong,
and those in Indian texisshow the
hands of the deity crossing one another
toform the pajrahuikdramudrd.
Whatever the bronze represents,
itisstrikingly similar to the dancing
Prajfifpiramitd (no: 147a) both in the
delineation of detailssuch as the
jewelry and crown, and in the shape
and features of the face, Possibly both
bronzes are the products of the same
school, if not of the same h'nrkshnp.

Published : Munsterberg, 1972, p. 52.

145. A Goddess

Angkor Watstyle
1100—1150

Gilt bronze
h:i4in. (35.5 cm)

This goddess, possibly representing
Uma, the wile of Siva, 15 icono-
graphically almost identical to the
Baphuon figure (no, 146}, The broken
left arm must have been disposed like
tharof the earlier sculpture, but the
right hand here extends much further
from the bady. The sheer sumptuous-
ness and elegance of the bronze
suggest thatit might have been a royal
commuission. Alsopossibleis thatitisan
idealized portrait of a royal or noble
lady, for the Khmers were particularly
fond of dedicating such images to
someone’s memory. The evebrows and
the irises appear to have been
originally inlaid, perhaps with gold
and semiprecious stones,

The treatment of the garment and
the modeling of the figure are remark-
ably reminiscent of those of the
Baphuon goddess. The crown and the
jewelry, however, are particularly
richly detailed, ina style more
characteristic of Angkor Wat fgures.
Noteworthy also is the dispropor-
tionatesize of theright hand and the
somewhart heavier treatment of the
buttocks. Because of the contrast
between the almost emerald green
patina of the torso and the gilt skire,
the bronze creates a dazeling effect.







1 50. A Buddhist Goddess

Angkor Watstyle
Ca. 1700-1150
Bromze

h:sfin. (11.1.cm.)

Balancing hersell an her left foot, the
goddess dances gracefully with her
right lew folded under her bodv, She

hasthe tvpical Khmer crown and her

ornaments are of simple desipn. Except
for the short sampot around her middle,
the godeess is naked. Her forchead

is marked with the third eve, and

the emblem in her left hand scems to
be a cup, The right hand mmght have
held either a thunderbolt or a chopper
(kartri) s if the latter, then the poddess
can beidentified nx Nairfmya, the
consort of Hevajra, whose cult was well
known in Cambodia during the

pwelfth and thirteenth centurics.

Interestingly, in most of his representa-
tions Hevajraisshown dancingina
sunilar fashion (see no. 153), Modeled
with supple charm, thisdelicate igure
is a fine realization of elegantly
rhivthmic form and poised movement.

Published : Coedes, 1921, p. 31,
pl.xax, fig. 3; Munsterherg, 1972,
P47




151. A Deified Devotee ()

Angkor Waistyle
I 1001150
Bronze

h:6in. (15.20m.)

This particular posture with the left leg
folded back is peeulinrly Khmer and to

my knowledge is seldom encountered

in Indian sculpture, Certainly no god

in Indiasits thisway, but devolees are
often shown in a semi-kneeling posture
that is not dissimilar (secno. 511, This
bronze figure is crowned and bejeweled
like royaliy ora deity and isalso
provided with a moustache. His right
hand holds aspoked disk and his left
forms the gesture of exposition as it
rests gracefully on his thigh.

Many such images, both in

bronze and stone, were made during
the Anghkor period. Some of them,
especially these figures who hold

a measuring stick in their right hand,
are identfied with Vidvakarma, the
divine architect. Others, primarily
because of the presence of the third eye,
have been identified with Siva.

Since his right hand holids a wheel-

like object it would be tempting to

identify this figure as Vishmoy Hiow-

EVET, Thl'lrhi"l. LAY VETY W ell e

g metal marker of some sort, in which
case this figure too may represent
Vidvakarmi. More plausibile than any
of these identifications is that such
semi-kneeling figures, hecause of their
humble posture, portray deified
devotess, who were particularly
commant in Khmer culiure, Stylist-
cally thie bronee issirmilar to the

dancing goddes (no. 1 500,






152.

153

Vishnu Riding on Garuda
Angkor Watstyvle

Ca.1150

Bronze

h:1olin. (26.0cm,)

Images in which Vishnu rides on his
avian mount, Garuda, are known as
Garudisanamirti. In both Indian and
Indonesian images, the god is normally
shown scated on the bird, asalsoseems
to have been the case in the Pre-
Angkor period, althowgh not oo many
early Garud@sana images have been
discovered. During the Angkor period,
particularly in the eleventh and

twelflth centurics, thissubject seems to
have become especially popular, butin
miost cxamples the god isshown
standing on the Garuda, as though
ready toenter into battle, The

majority of the bronze representations
are small and were probably intended
for domestic altars.

In this particular example,
Garuda's arms, like his wings, are
spread out as if he were about to By,
Vishnu stands over him with hisleft
foot placed on Garuda’s lefi shoulder
and his right foot resting on the hird's
right wing. The head and hind-
quarters of the bird are avian, but the
torzo and arms are human, Vishnu's
emblems are thewheel, the conch, the
seed of the lotus, and the mace which,
interestingly, isheld horizontally (see
no, 65). Azisusial with Khmer
sculptures, the bronze is well finished
at the back. For a styhstically similar
picce in the Bickford collection, see
Lee, 1969, p. 73, no. 95.

A Conch with Stand
Anghkor Watstyle
11501200

Gilt bronze

h:16]in (42.6cm.)

Blowing a conch shell to ward off evil

is an integral part of worship among
Hindus, Buddhists, and Jainas alike,
Metal conches such as this were used to
encase A natural shell and o pour
ritual water during worship, The close
association with water is emphasized
by the three stylized aguatic animals
attached to the stand. The trifoliate
centeal panel of the shell is decorated
witha multi-armed dancing deity

who may represent Hevajra, in which
case the conch was certainly used in
Buddhist rituals. A similar conch of
about the same period is in the Boston
Muscum of Fine Arts (see Lee, 1060,
P 75, n0. 37}, For another such conch
depicting a more elaborate mandala
of Hevajra, see Boissclier, 1966,
pl.ovin, fig. 2
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154. A Celestial Nymph

Anghor Watstyle

1ath century

Sandstone with pinkish tinge
h:g6}in. (67.9cm.)

This partly damaged reliefdepictsan
apsard, or celestial nymph, dancing
withint aniche. Her posture and hand
gestures are quite typical of such
dancing figures, which grace the walls
of twelfth- and thirgeenth-century
Cambodian temples, Dancing wasan
essential part of temple ritual, and
Ehmerinseriptions often not only
record giftsofsuch diancers to the
temples but even preserve their names.
Thestone representations on the
temple walls were obviously intended
to be permanent offerings of dancers
to the deities.

Richly bedecked in jewelry and
floral ornaments and sporting a tall
tiara, this rather squat apisard dances
with herright foot raised. The fingers
of both hands are unnaturally slimand
elongated and the fulds of her stomach
are indicated with incised lines, She
is not quiteasslender as the Bayon
dancing asparis, and a twelfth-
century date seems to be justified by
the somewhat heavy structure of her
physigue, as well as by her broad
facial features. Almost an identcal
relief, certainly from the same temple,
iznow in the Brundage collection in
San Francisco (d"Argencé and The,
no. 46










155. Buddha Sakyamuni

Bayonstyle

14th century

Bronzewith blue green patina
h:6}in, (16.5cm.}

Buddha Sakyamuniis here seated in
meditation on a fully opened lotus, His
lefi hand rests in his lap and his right
forms the bhimmsparis gesture. The fold
of his sarighiti is treated in the post.
Bayon manner, a mode also commuonly
seen in Lopburi Buddhas of Thailand,
What most distinguishes this bronze is
the peculiar delineation of the fage and
the brilliant blue green patina, largely
of azuritc, that gives the surface arich
luster.

Although smiling, the Buddha
does not display the placid serenity
anenotices in the usual Buddha images
aof the Bayon period. On the contrary,
thefeaturesseem torelate more to the
faces of grinning guardian figures, and
the closest parallel I could discoveris
the Banteay Chmar Vishnu riding on
Garuda | Boisselier, 1066, pl. o,
fig. 1}).
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156, Asura Warriors
Bayon style

Early 1 gth century

Beige sandstane

In Indian mythology, the gods are

known as decdgs or suras and therr

Antaponists &S iirds. The Sanskrit

WO erit 18 commaonly translated inlo

English as “demon,” which is only a

close approximation. Since the walls

of Camba L temples were freeky

embellished with stories and motifs

from Indian mythology, representa-
tions of arrar are frequently encoun-

tered in reliefsculpture. Khmer artists

particularly fond of depicting

and rendered them with grear

imagir in and whimsy, as weseein

these engaging, though fragmentary,
examples.
Both sculptures are in the style of

those decorating the temple of Bayon,

the last preat monument raised during

long history of the Khmer empire.

As demonstrated by the more
impressive bust (a), the sculptural
styleof Ban ill bold and vi

although not quite as dynamic as that

13 51

of Angkor Wat. A general carelessness
can be noted in the Bavon-soyle
sculptures; but the faces, asin these
-"\-L:_I|'|".|_I|-'1__.':!|-'|‘.|Il':‘ll'.I.l.'.!'.i'\x'-"LI.':"..J.i.:.i
are often rendered with admirable

sensitivity. Comparable soulptures

can also beseen on the Roval Terrac
at Angkor Thom (see Kalman and
Cohen, pl. 126

~




157. A Heraldic Lion

South Viemam, Mison Lsiyle
1oth century

Beige sandsione

h: goin. (76.2.cm.)

Between the fifth and fifteenth
centuries, partsof central and southern
Viemam comprised the ancient
kingdom of Champa, Forms of
Hinduism and Buddhism were the
predominant religions and much of the
culture wassirongly influenced by
Indian civilization, Mison was the
capital of the kingdom, and the name
is used to designate the style in which
thesculplures of this period were
rendered. This lion very likely once
formed the cornersione of a pedestal
within asanctuary at the site of
Tra-kicu.

Lions have served as supparts or
brackers for thrones, pedestals, and
buildings from ancient times in India
{seemos, 52, 55), and the motifwas
transferred 1 most countries of South-
east Asin as well. A Cambodian lien,
serving a related funcrion, also forms
part of this collection [no, 144). A
comparison with both the Cambodian
and an Indian lion (no. 54) clearly
reveals how different the Cham lion is,
both conceptually and stylistically.
While the slender form of the Indian
lion is more expressive of feline grace
and agility, the stout shape of the
Cambodian lion announces the
animal’s unguestionable majesty, The
Cham lion is more fierce and ani-
mated, and although stylized, itis
astonishingly expresive of the
physical energy and strength ol the
animal. An almost identical lionisin
the Musée Guimet, Paris (see Monod,
p. 181, no, Bo).
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158. A Tympanum

Vietnam, Mison Latyle
jath century
Buffsandstone
h:agin. (65.8cm.

This semicircular tympanum, quite
typical of Cham architecture, once
graced a Saiva temple. Altogether five
figures and a bull are represented and
the divine status of three of the iigures
isindicated by their placement on
three lotuses. The crowned male

258

seated ina relaxed manner on the bull
is Siva. His left hand holds a rident
and his right, placed against his knee,
may once have held a rosary. The two
females Face the central hgure,
sheltered by vwo parasols held by two
diminutive male figures. Normally the
rwo wornen would represent the wives
of the central god, but Siva is generally
given only one wile, Umit. Howeyer,
the river goddess Gangd issometimes
also regarded as his wife and perhaps
the two figures here do depict Uma
and Ganga. Tt is also possible that the
grouprepresents portrais of a Cham

king and his two queens deified as
Siva and his consorts.

Although worn, the reliefis a fine
example of Cham sculpeure of the
tenth century. Typical of Cham sculp-
tures, the fiigures are slight but clegant
and have soft, tender expressions. The
figure of Siva is remarkably close to
another from Khu'o'ng-my nowin
the Tourane Museum (sec Boiselicr,
1ghs, fig. 1o2), At the same time, how-
ever, the design of the crown and the
slim, graceful figures are more analo-
gous to those from the site of Tra-kifu
(ibicl., fgs. 112, 177, 121).
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