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DIRECTOR’S NOTE

The opening in April of the Florence and Herbert
Irving Galleries for South and Southeast Asian Art
is a major step toward attaining our goal of fully
representing Asian art at the Metropolitan. Begin-
ning in the 1970s, we made building our Asian col-
lections a top priority, redressing the imbalance of
poor representation of the arts of China, Japan, and
South and Southeast Asia. We have accomplished a
great deal, opening new galleries for Chinese and
Japanese art within ten years of each other and
completing the much-needed Irving Galleries.

In the years of ambitious collecting at the
Metropolitan, mostly during the first half of this
century, what should have been one of our objec-
tives, to build our Asian holdings, was impeded
by uncharacteristic passivity. Priorities favored
Western traditions. From 1891, when the New York
Herald gave the Museumn an eleventh-century
Indian Pala-period stone sculpture, up to 1957,
when we received as a bequest from Cora Timken
Burnett four important Indian sculptures, including
the splendid Parvati (fig. 38), we were able to ex-
hibit only about twenty Indian sculptures. Only
a dozen more were acquired in the next fifteen
years. Our record of Southeast Asian collecting was
equally anemic, after a promising start in 1935 with
the purchase of six Cambodian Angkor-period
sculptures. Tibet and Nepal were barely repre-
sented. By early 1972 the collection included fewer
than fifty works from South and Southeast Asia.
With Consultative Chairman Wen Fong’s appoint-
ment of Curator Martin Lerner in 1972, we entered
a new era of commitment to this area. Lerner’s
strong advocacy of the field, in which this director
has a keen interest, received enthusiastic support
from a small band of collectors, connoisseurs, and,
most importantly for us, donors. We are deeply in-
debted to Enid A. Haupt, Lita Annenberg Hazen,
and Walter Annenberg, whose remarkable gen-
erosity has made it possible to exhibit works such
as the large fifth-century standing Buddha from
Mathura (fig. 15), the tender Yashoda and Krishna
(fig. 43), and the regal, golden, deified king (fig. 85),
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which represents the essence of royal classical
Cambodian sculpture. To Samuel Eilenberg

we owe the gift of more than 400 sculptures, a
group strong in Southeast Asian bronzes, particu-
larly those of Indonesia. We are also most grateful
to Jeffrey B. Soref, whose continuing generosity
through gifts of works of art is exemplified by his
donation of the Shunga-period yaksha from Madhya
Pradesh (fig. 3). To Steven Kossak we owe a double
debt of gratitude. Not only have The Kronos Col-
lections, formed by him and his family, been respon-
sible for significant gifts of objects over the last
fifteen years, but he, himself, as assistant curator of
Asian art, has worked tirelessly as manager and
coordinator of the new Irving Galleries.

Florence and Herbert Irving have not only
provided the funds for these galleries, which bear
their names, but they have donated a number of
remarkable works of art from the many cultures
represented as well as numerous promised gifts,
including the dancing devata, whose portrait graces
the cover of this publication. Thanks to the magnif-
icent generosity of these donors and that of many
others, who for lack of space cannot be mentioned
here, our collection today ranks among the most
comprehensive of those devoted to these cultures—
nearly 1300 works, from archaeological material
from about 3000 B.c. to sculptures, paintings, and
decorative arts dating to the mid-nineteenth
century.

It is our hope that the Irving Galleries will open
up a new world to our visitors. The eighteen rooms
provide a wide-ranging survey of art from the vast
region extending from the ancient boundaries of
India to Vietnam. Arranged in geographical and
chronological sequence, they lead from South
Asia—India, Pakistan, Afghanistan, and Sri
Lanka—to later Indian, Nepali, and Tibetan art, to
Southeast Asia—Thailand, Cambodia, Vietnam,
Indonesia, and Burma. Each gallery evokes in size,
colors, architectural detail, and materials the con-
text and culture of the art. In the first seven, de-
voted to South Asia, Hindu-sanctuary interiors
provided the inspiration for the pillars, and temple
interiors influenced the axial orientation of Indian

Pala- and Sena-period sculptures as well as of the
monumental Pandya-dynasty figures. A courtyard
for medieval sculpture serves as a transition to the
later arts of India, including paintings and the dec-
orative arts. Behind a Mughal-style facade built of
red Indian sandstone is a late-sixteenth-century
carved wooden dome and its supports from a Jain
meeting hall in Patan, Gujarat, discarded during
the temple’s renovation in the early part of this
century. The main feature of the Southeast Asian
galleries is a large hall housing Angkor-period
sculpture. Its beige sandstone floor and post-and-
lintel motifs suggest buildings found at Angkor,
the great Khmer capital from the beginning of the
ninth through the thirteenth century. The galleries
were carried out by Jeffrey L. Daly, chief designer,
who worked closely with the curatorial staff. He
was assisted by Sue Koch, senior graphics designer,
and Zack Zanolli, Museum lighting designer.
Daniel Enbohm, assistant professor in the McIntire
Department of Art at the University of Virginia,
should be thanked for his critical evaluation of this
Bulletin’s manuscript, and Helen Cook, administra-
tive assistant in the Department of Asian Art, for
her diligence as aide-de-camp to Steven Kossak
during this complex project. Once again, it was a
project that called upon a great number of staff
members at the Metropolitan for an extraordinary
effort. I thank them all, and together with all of
them and the Board of Trustees, I dedicate this
publication to our most gracious donors,

Florence and Herbert Irving.

Philippe de Montebello

Director



Standing Buddha. Sri Lanka (Polonnaruva), iith-12th century. Gilt bronze, h. 23 in. (59.7 cm).
Gift of Enid A. Haupt, 1993 (1993.387.8)
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* INTRODUCTION

Acommon heritage of religious experience clearly dominates South and Southeast Asian
art. A prime motivation for artistic creation on the subcontinent has been the inspira-
tion of the three early major formalized religions—Hinduism, Buddhism, and Jainism.
(Indo-Islamic art generally dates to the late twelfth century and after and will not be dis-
cussed here. The Islamic traditions of India are comprehensively exhibited in the Museum’s
Islamic galleries.)

Hinduism is a relatively recent name for an ancient system of belief. The first tangible
evidence of its precedents occurs in artifacts from the protohistoric civilizations of India,
commonly referred to as Harappan or Indus Valley: highly developed urban cultures of great
achievement and luxury that flourished from about 2500 to 1700 B.c. It is not yet possible to
understand clearly the religious traditions of those enigmatic people; however, it is probable
that a few of the rare extant figural representations from this period are precursors or prim-
itive forms of deities who later became essential to Indian religious practices.

A rich and complex body of literature was composed by the Indo-Aryan migrants who
descended from the north onto the Indian subcontinent in the second millennium s.c. The
oldest are the Vedas, four collections of hymns (the earliest portion of which dates from about
1400 B.c.) that are the fundamental scriptures of Hinduism. The Brahmanas and Aranyakas
(ca. 1000-500 B.C.) continue the liturgical concerns of the Vedas, while the Upanishads
(ca. 700-500 B.c.) engage in profound philosophical speculation. This literary richness is not
reflected in the very meager corpus of religious artifacts from that period.

By the middle of the first millennium B.c. many of the basic elements of later Hindu wor-
ship were in place. These include some gods, nature deities among them, inherited from the
Vedic pantheon; vestiges of early worship of primordial Mother Goddess fertility images; an-
imistic worship of local tutelary and cosmic deities; Upanishadic philosophical systems, in-
cluding belief in karma, the cosmic law of cause and effect; and transmigration of the soul
(samsara). The attempt to find release (moksha) from the continuous birth-death-trans-
migration cycles by attaining a reintegration into the Absolute, the impersonal limitless
source of all, became the orthodox Hindu’s goal.



Hinduism, building upon the repertory of local
cultic and early nature deities of the Vedic period,
amassed a huge, extended pantheon and complex
iconography, evolving eventually into one of the
most elaborate of all religious and philosophic sys-
tems. About the beginning of the Common Era, two
main theistic strains were combined with earlier
beliefs, resulting in a growing emphasis on worship
of Shiva and Vishnu; Brahma, the most benign of
the major deities, never enjoyed the devotional
popularity of the other two (fig. 28). The three
gods share functions of creation, preservation, and
destruction, but worshipers generally consider
either Shiva or Vishnu as supreme.

Shiva (fig. 41) is called Mahadeva (Great God)
or Parameshvara (Greatest of Gods) by his follow-
ers, and thus for them he is the totality controlling
the triple forces of creation, preservation, and de-
struction. He is probably the most ancient member
of the Hindu triad. To Shaivites, Shiva is the
supreme being. Emphasis on his great generative
powers is evident wherever he is worshiped in
India—in the sanctuaries of his temples, at road-
side shrines, and in homes—in the form of a phallus-
shaped stone, the linga (fig. 29). Worship of the
phallic emblem of Shiva goes back to remote
antiquity. In India and other countries where
Hinduism is practiced, veneration of the linga is
understood to be worship of the generative prin-
ciple of the cosmos, the source of universal energy
conceptualized as Lord Shiva. The linga, the most
sacred object of a Shaivite temple, housed in the
innermost sanctum, can be plain or carved with
one to four faces; the presence of an invisible fifth,
facing upward, is usually assumed. Shiva is often
accompanied by his consort, the goddess Parvati
(fig. 38), and his vehicle, the great bull, Nandin,
which echoes his awesome powers.

Vishnu, the Sustainer, keeps the world safe
from natural calamities and protects the righteous.
He is a martial deity who, in his role as preserver
of the universe, conquers various personifications
of evil. The attributes held by Vishnu are mainly
weapons or objects related to battle: a mace, a war
discus, and a battle trumpet in the shape of a

conch shell (fig. 69). To Vaishnavites Vishnu is the
supreme lord and he assumes twenty-four major
forms, some of them with his favorite consort,
Lakshmi, the goddess of beauty and fortune. Indeed,
some believe that Vishnu alone is insufficient to
protect the universe and that such protection re-
quires the complementing divine consort. Vishnu is
often depicted surrounded by his various avatars,
the incarnations he assumes to combat the forces of
destruction and evil.

In addition to those who worship Shiva or
Vishnu as the supreme deity, many Hindus worship
Shakti, the universal female principle. The philoso-
phies of the Shakta cults evolved from ancient con-
cepts of the primordial Mother Goddess. Devotees
believe the union of male and female principles is
essential for creation and the orderly working of
the universe. On one level Shakti can be considered
the female energy or counterpart of the male gods,
personified as their consorts. On a higher level
Shakti is the female force necessary to activate the
powers of male gods or may even be considered the
source from which they originate. In that context
Shakti can be understood to be the personification
of universal energy. Shaktas believe that all divine
power flows from one dominant female—the
Supreme Devi, or Great Goddess. All other female
deities and consorts, whether they belong to the
Shaiva or Vaishnava cults, are manifestations of
this divine power. For example, Parvati, the God-
dess of the Mountain (i.e., the Himalayas), is con-
sidered wife and consort to Shiva and also the
female complement of his powers and energies.
Parvati can be the destroyer of life as well as its
creator. She manifests her most ferocious and
terrible forms as Kali.

For the Hindu there is no conflict or contradic-
tion in worshiping many gods, and one can also be
a practitioner of bhakti, intense personal devotion
to a single god that leads to attainment of mystic
union with that deity.

Buddhism and Jainism are popular reformula-
tions of beliefs expressed in the Vedas. Both origi-
nated in the northeast-Indian kingdom of Magadha
during the sixth century B.c. as reformist move-
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Reliquary(?) with Scenes from the Life of the Buddha
(The Birth of the Buddha). India or Pakistan (Kashmir
region), ca. 10th century. Bone with traces of colors and
gold paint, h. 534 in. (13.7 cm). Gift of The Kronos Col-
lections, 1985 (1985.392.1). See also page 35.

ments in reaction to the religious autocracy of the
priestly classes and to the severe personal austeri-
ties practiced by those who, opposing the control
of the Brahman priests, used strict asceticism as
the way to personal salvation and unification with
the Absolute. The Buddhists and Jains were also
opposed to the well-established caste system,
headed by priests. Buddhism in various forms was
eventually exported throughout South and South-
east Asia and the Far East, dramatically altering
the civilizations of those areas.

The dates most frequently cited for the life of
the historical Buddha are 563483 B.c. He was
born into the warrior caste as a prince. His father
was the ruler of a minor tribe, the Shakyas of
Kapilavastu, who resided in the area that today
lies along the southern border of Nepal. He is said
to have been miraculously conceived and born; the
conception via a white, six-tusked elephant and
the birth from his mother’s side at the Lumbini
Grove, not far from Kapilavastu (above). As a
prince he was known as Siddhartha Gautama.
Later, after attaining enlightenment at Bodhgaya

in present-day Bihar and becoming the Buddha
(the Enlightened One), he was called Shakyamuni
(the Sage of the Shakyas). Renouncing his worldly
possessions and transitory, mundane aspirations at
the age of twenty-nine, he spent the remainder of
his life as an ascetic mendicant, preaching and
meditating in northeastern India, in what is now
Bihar and eastern Uttar Pradesh.

In his sermons the Buddha taught that personal
salvation could be achieved without the intercession
of priests and without practicing severe austerities.
Through recognition of the illusory nature of the
phenomenal world and through the transcendence
of ego one could escape from human suffering and
be released from the endless cycle of birth and
rebirth.

By the third century B.c. the Buddha’s transfor-
mation from a great spiritual teacher into a god as
timeless as any in the Hindu pantheon was com-
plete. Moralizing and didactic stories about his his-
torical life and previous existences appeared, carved
in relief, on Buddhist monuments of the second cen-
tury B.c. and later, and images of the Buddha him-
self were created during the first century B.c.

The early form of Buddhism, stressing Shakya-
muni Buddha’s teachings and his moral code,
held that through individual effort a human
being could attain enlightenment. This form of
Buddhism is called Hinayana (the Lesser Way), or,
following the Pali tradition, Theravada (the Way
of the Elders), and today it is practiced primarily
in Burma (Myanmar), Sri Lanka, Thailand, Cam-
bodia, and Laos. The newer form of Buddhism,
Mahayana (the Greater Way), appealed more to
the masses since it was believed to provide salva-
tion for everyone. In this form, Buddha, an eternal
god, was provided with bodhisattvas, whose func-
tion was to assist in salvation. These compassion-
ate helpers, already present in Theravada
Buddhism but more developed in Mahayana, had
accrued enough merit in previous existences to be-
come Buddhas themselves but postponed entering
nirvana (the final state of extinction) in order to
save mankind from the cycle of rebirth and to di-
rect it to enlightenment.

Hinayanist Buddhists believe that Shakyamuni
was one of twenty-four past Buddhas, of whom the



final seven were put in a separate category called
the Manushi, or Mortal, Buddhas. Shakyamuni,
the only incarnation whose historicity is unim-
peachable, was the last of the Manushi Buddhas.
Mahayanists, using a slightly different numbering
system, also accept the concept of a series of
Buddhas before Shakyamuni.

Major innovations by about the seventh cen-
tury prompted significant theological changes, in-
cluding the establishment of a new system of
esoteric dogma far removed from the original
teachings of Shakyamuni Buddha. These doctrines
were part of a syncretic theology that further elab-
orated on already complex systems, combining ele-
ments from both Buddhist and Hindu beliefs and
adding necromancy, mystical symbolism, magical
rites (including belief in the efficacy of charms and
spells), and ritualistic eroticism. This development
is alternately referred to as Tantrism, after the
scriptures (the Tantra), or as Vajrayana Buddhism,
which is very closely associated with Tantrism but
is not its precise equivalent. Vajrayana translates
as the “Diamond Way.” The diamond represents
indestructibility and the eternal and immutable
body of the Buddha.

The central concept of this reconceived
Buddhist cosmology maintained that there are four
cosmic or transcendental Buddhas of the cardinal
directions, presided over by the central supreme
transcendental Buddha, Vairochana. This univer-
sal quintet ruled over countless numbers of
Buddhas and bodhisattvas—past, present, and
future—and all of the lesser deities. In turn, five
special bodhisattvas were considered spiritual
emanations of these five transcendental meditat-
ing, or Dhyani, Buddhas. The bodhisattvas were
provided with specific female consorts, resulting in
hierarchical changes and a new amplification of
the Buddhist pantheon. Later, perhaps in the tenth
century, a new doctrine was formulated that estab-
lished Adibuddha as the primordial ultimate real-
ity, from whom emanated even the five Dhyani
Buddhas. These new cosmological systems helped
in the development of the mandalic concepts so
important in later Nepali and Tibetan art.

Buddhism’s evolution into an esoteric phase
around the seventh century had its counterpart in

Hinduism, with a reformulation of the roles of the
gods’ consorts in the development of the idea of
Shakti.

Jainism is traditionally believed to have been
formulated in the sixth century B.c. by Mahavira
(ca. 599-527 B.C.), a contemporary of Buddha, but
most probably it was founded earlier. (Mahavira’s
predecessor, Parshvanatha, lived about 250
years earlier.) Similar to Hinayanist belief
about Shakyamuni, Jain theologians considered
Mahavira the last in a series of twenty-four identi-
fied Tirthankaras (Crossers of the Ford; fig. 47) or
Jinas (Victorious Ones, that is, conquerors of de-
sire). Most of the Tirthankaras are separated from
each other by an unimaginable period of time,
allowing adherents to accept the religion as
being virtually eternal. Jainism, which rejected
Brahmanism, offered a release from endless birth
and rebirth through purification of the mind and
body. It is in many ways a pacific religion, stress-
ing nonviolence; one must not bring harm to any
form of life. Jainism incorporates a metaphysical
system in which discipline, concepts of renuncia-
tion and asceticism, and high moral values are em-
phasized. It includes, in common with Hinduism
and Buddhism, meditative yogic practices and the
goal of suppressing and ultimately extinguishing
all desire in order to attain final release and reinte-
gration with the Absolute. The two main sects are
the Shvetambara, whose monks wear white robes,
and the Digambara, whose monks are “sky-clad,”
that is, naked. Unlike Buddhism, Jainism did not
play a major role outside India.

* 4 4 L 4

The movements and rhythms in South Asian
sculpture are inextricably related to dance. The
moods of the dance and the mechanics of its story-
telling are conveyed through rich and intricate pre-
scribed motions of body and limbs, facial
expressions, and hand gestures. The various modes
of dance seem to have been codified quite early,
providing a virtual encyclopedia of human move-
ment and a complete vocabulary of signs and ges-
tures for sculptors. Out of the highly developed
Indian system of aesthetics evolved a unique and



powerful sculptural tradition pulsating with ki-
netic vigor and radiating great energy. In viewing
relief sculpture in particular, our eye, rather than
penetrating the composition and piercing the depth
of the stone through a series of planes, has to react
to forms coming forward out of the stone in a dy-
namic eruption of boldly modeled masses and vol-
umes. For sculptures in the round, the cognate to
this dynamism is the energetic expansiveness of the
forms and the sense of there being inner forces
subtly exerting themselves in all directions, seem-
ing to dilate the human figure. This singular treat-
ment of the body may perhaps be curious to the
Western viewer raised on very different canons of
form and proportion, but it is characteristic of
most South and Southeast Asian sculpture.

South Asian sculptors were acutely aware of
human anatomy. Except in rare instances, how-
ever, indicating musculature is avoided. The con-
cern of the artist was not anatomical correctness or
the creation of a portrait but rather the conception
of either the human form or the godly image as a
container for the sacred life breath, or prana: an
envelope for the sap of the divine. Radiating from
deep within, the expansion of prana makes the
flesh and skin taut, thus concealing any indication
of bone or muscle. In terms of plasticity, this mild
distension often resulted in uninterrupted, rhyth-
mic, flowing volumes; an easy fluidity of forms;
and consistently rounded contours.

The striking physical peculiarities of many
South and Southeast Asian images have references
distinct from Western traditions. In Buddhist sculp-
tures such characteristics, called lakshanas, express
the divine and superhuman qualities of those born
to be rulers either of the spiritual or the earthly
world. The lakshanas are fixed by Buddhist texts as
thirty-two major and eighty minor signs and in-
clude, for example, a cranial protuberance, attest-
ing to transcendent wisdom; hands and feet like a
net, represented by webbed fingers and toes; a tuft
of hair between the eyebrows; and forty dazzling
white teeth of perfectly uniform size. Other stan-
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dardized indications of a Buddha include elongated
pierced earlobes, resulting from wearing heavy
jeweled earrings and indicative of royalty.

Delight in visual metaphors transduced from
literature, poetry, and nature is clearly evidenced
by the injunctions on how to fashion images as set
down by various manuals or transmitted through
oral traditions and hereditary skills. The shapes of
the individual parts of the body of the Buddha, for
example, could not have mundane, human refer-
ences. His face must perfectly preserve the shape of
an egg (also the prescribed shape of the cosmos);
his lips should be full, like a ripe mango; and his
eyes must be like lotus petals. He should have
shoulders that in their bulk and solidity are remi-
niscent of the head of an elephant, and a tapering
torso that reflects the contours of a lion’s body.

In much of South Asian art we find a particu-
larly striking facial expression, whether on images
of seated Buddhas from India or Sri Lanka or on
Shaivite sculptures from Cambodia. It is an ex-
pression that can be withdrawn, impersonal, and
devoid of emotion, yet it radiates the bliss of the
attainment of perfect wisdom. It is the expression
of a being who has reached a higher plane of cos-
mic consciousness and it clearly reflects the deep
inner calm and spiritual serenity preceding absorp-
tion into the Absolute; of attaining the state of nir-
vana, or nonbeing. It is the radiant expression of
the sublime.

The elaborate pantheon and iconographic rich-
ness of South Asian art may seem daunting at first,
but it soon becomes apparent that the consistency
of iconographic type and the importance and pop-
ularity of relatively few gods and goddesses enable
easy recognition. These deities are provided with
attributes that are usually reliable guides to their
identities.

Bodhisattvas can be identified through attri-
butes they hold or emblems set in their hair.
Avalokiteshvara, the Lord of Infinite Compassion,
the most popular of the bodhisattvas, is identifi-
able by the seated Buddha Amitabha, his spiritual



father, in front of his hairdo, while Manjushri, the
Bodhisattva of Transcendent Wisdom, often holds
a bound palm-leaf manuscript of a sacred
Buddhist text. Jain Tirthankaras also have iden-
tifiable attributes.

The historical Buddha, Shakyamuni, rarely
holds anything except occasionally a part of his
monastic garment in his left hand. His hands,
however, through a system of gestures (mudras)
can be eloquent storytellers, recalling major events
in his life. For example, when seated with his right
arm lowered and the hand extended downward, he
makes reference to a precise event in a certain
place. He is at Bodhgaya in the state of Bihar, in
northeastern India, and he has not yet attained en-
lightenment. Mara, the Evil One, symbolizing the
world of passions and desire, tries to prevent this
world-changing event by tempting Siddhartha
with the wealth of the universe and with argu-
ments that he is unworthy to become the Buddha.
Temptations and threats fail, and Mara unleashes
all the forces at his command. In response,
Siddhartha reaches down and touches the ground,
calling the earth goddess to testify that through the
merit he has accumulated in earlier existences, he
has the right to become the Buddha. This earth-
touching gesture is called bhumisparshamudra.

Hindu art, in order to express visually the na-
ture of divinity and certain theological concepts
such as superhuman responsibilities, multiplicity
of powers, and cosmological functions, represents
some deities as multiarmed and multiheaded. As
noted before, Vishnu is usually depicted with four
arms, two of which hold weapons, while his other
hands may grasp a lotus or some other attribute.
When depicted in special forms he can have more
than four arms. His vehicle is the half-avian-half-
human great solar bird, Garuda.

Shiva, depending upon the legend referred to,
may hold a variety of attributes, including a tri-
dent, an ax, and a buck rearing on its hind legs. In
addition, since Shiva is the Lord of Yogis, he wears
his hair in long matted plaits, as would a wander-

ing ascetic (fig. 39), while Vishnu wears a high
crown or miter representative of royalty.

The early depictions of various fertility god-
desses establish the prime generic tvpe of sculpture
of the female form in South Asian art. Absorbed
into the service of the three major religions, these
female divinities are voluptuous youthful beauties
of flawless perfection with no suggestion of natural
aging. They are narrow waisted, with large breasts
and full hips and thighs, emphasizing fecundity
and potential motherhood. They are specifically
Indian icons; on the one hand, in their perfection
they are abstracted from reality; on the other, in
their frank depiction they are graphically natural-
istic. Their sacred purpose is the personification of
prospective fertility, the fertility of nature, upon
which this predominantly agricultural area was to-
tally dependent. Perhaps the artists of no other
culture hold as strong a claim as do the Indians to
supremacy in capturing the female form in stone.
The sense of soft, rounded volumes flowing into
each other, the weight of the parts of the body, its
suppleness, its textures, and the graceful silhouet-
ting of forms—all are brilliantly rendered in sculp-
ture throughout India.

4 ¢ ¢ 4

By the time Alexander the Great invaded northern
India in the fourth century s.c., India had estab-
lished trade relations with the countries of South-
east Asia. Initially, Indian merchants encountered
Southeast Asian tribal groups or clans in a late ne-
olithic or megalithic cultural phase. Even then
these native populations were casting metal into
sophisticated objects (fig. 64) and producing fine
decorated pottery (fig. 65).

Along with the traders came missionaries. It is
not known when Hinduism was introduced into
Southeast Asia, but the Indian emperor Ashoka
Maurya is purported to have sent Buddhist monks
there during the third century B.c. Southeast Asian
travelers to India would have brought back both
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Hindu and Buddhist icons. Accompanying the civi-
lizing forces of Hinduism and Buddhism were
Indian social and political concepts, the Sanskrit
language, and Indian alphabets. Through continu-
ous contact, the well-developed art styles, picto-
rial language, cosmology, and iconographies of
Hinduism and Buddhism were absorbed into the
Southeast Asian cultures. Local genius then trans-
formed the Indian models into stylistically distinc-
tive artistic traditions of great originality and
accomplishment.

Building on Indian foundations, the artists of
Southeast Asia created formal aesthetic types spe-
cific to their own cultures. In the empire of Funan,
centered in what today are the southern parts of
Cambodia and Vietnam—at the height of its
power, from the fourth to the first half of the sixth
century, it extended from the Gulf of Thailand to
the China Sea—a sculptural type evolved that had
no counterpart in Indian traditions. Naturalistic
and carved in the round, in contrast to most
Indian sculptures, which are mostly high relief,
these representations of Hindu deities, some of
them quite large, employed a unique support sys-
tem that was part of the original stone block. Since
thin sculpted ankles would be incapable of sup-
porting massive weight, an open arch starting at
the pedestal was created, to which heads, arms, at-
tributes, and sometimes parts of the garment were
attached. This distinctive support was used into
the ninth century. Another feature, standard for
virtually all Cambodian sculpture, was the highly
polished surface of the stone, which enhances the
impression of taut, smooth skin and imparts a sen-
sual feeling to the surface.

In very general terms the sculptures of sixth-
century Funan, and, during the seventh and eighth
centuries, of its successor state, Chenla, are well
modeled, with volumes flowing gently into each
other, and large masses harmoniously arranged and
integrated in carefully ordered relationships. The
forms of the body swell with prana. In addition, the
sculptures often radiate an aura of great authority,
dignity, and majesty. In particular, many sculptures

of the seventh century are gracefully attenuated
and elegant. This style, well established by the first
half of the sixth century, provided the framework
for Cambodian and Vietnamese sculpture for the
next 250 years, a time span usually referred to as
the Pre-Angkor period, which ended with the es-
tablishment of the Khmer capital around Angkor
early in the ninth century.

Hinduism and Buddhism usually coexisted
peacefully in Southeast Asia, employing as part of
their artistic repertory many Indian iconographic
types. Some Indian images, however, were virtually
never used, such as the Chola-period Nataraja
form of Shiva (as Lord of Dance), while others,
such as Hari- Hara, a syncretic cult image combin-
ing aspects of Shiva and Vishnu, attained greater
importance than in India (fig. 67). This icono-
graphic type was particularly popular in Southeast
Asia from the sixth to the end of the ninth century.

The concept of the Chakravartin (literally,
wheel turner), the universal monarch, goes back to
ancient India, where a Chakravartin was consid-
ered to be born to rule either the spiritual or the
temporal world. Indian kings often ruled by divine
right, considering themselves Chakravartins
through merit accrued in previous existences. In
many cases royal lineages were also claimed to
have descended from one of the deities. Through
the claim of direct descent, the concept of divine
kingship was reinforced and the principle of the
devaraja (god-king) established. In Cambodian
statecraft the cult of the devaraja was essential.
The ruler was not only the head of state but was
also Shiva’s, Vishnu’s, or Buddha’s representative
on earth. Cambodian kings usually associated
themselves with Shiva.

With the establishment of the Khmer capital
around Angkor in 802, Cambodian sculpture
underwent a stylistic transition from Pre-Angkor-
ian naturalism to hieratic abstraction centering on
the cult of the devaraja. By the beginning of the
tenth century many male deities were depicted as
very broad chested, with powerful shoulders, full
stomachs, wide hips, and heavy legs (see page 14).
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Kneeling Male Figure. Cambodia, Angkor
period, Koh Ker style, ca. 921—45. Stone,
h. approx. 467 in. (117 cm). Head: Gift of
Spink & Son Ltd. and Douglas Latchford,
in honor of Martin Lerner, 1987 (1987.410).
Body: Gift of Douglas Latchford, in
honor of Martin Lerner, 1992 (1992.390.1)

Even their garments are quite thick. The same
heaviness is apparent in female figures. The faces
of the males are abstract and hieratic, with a ten-
dency toward a diagrammatic treatment of the
features. Many of the sculptures are large,
particularly those in Koh Ker style (921—ca. 945).
Variations in methods of wearing and arranging
sampots and sarongs, the garments of males and
females, help to date the different styles and prob-
ably reflect fashions current at court.

In Cambodian sculptures, particularly of the
eleventh century, one is aware of visual tension

created by the contrast between the large expanses

of bare flesh, molded into smooth volumes, and the
linear patterning of the garments crisp, vertical,
narrow pleats, the accessories, facial features, and
decorative hairdos (fig. 87).

Maritime trade between India and the Indone-
sian archipelago, which must have begun prior to
the first century, fostered the export of culture
from various Indian ports to the Indonesian is-
lands. However, the points of contact remain un-
clear. For example, we are only beginning to
understand the scope and significance of the trans-



fer of certain elements of Buddhist styles from the
southeast Indian state of Andhra Pradesh to
Buddhist centers in eastern Kalimantan (Borneo).
The Buddha illustrated on page 76 (fig. 75) was
discovered in eastern Kalimantan, but rather than
reflecting the style of the major art-producing is-
land of Java, it displays specific Andhran and Sri
Lankan stylistic elements, especially in the style of
drapery folds.

To judge from meager historical evidence, it is
very possible two royal dynasties coexisted in cen-
tral Java during the eighth century—one Hindu,
with strong Shaivite affiliations, and the other,
probably the more important, composed of
Mahayana Buddhists adhering to Vajrayana (Eso-
teric) concepts. By the second half of the eighth
century, if not earlier, Vajrayana Buddhism was
the dominant religious inspiration for royal archi-
tectural commissions. The greatest tangible expres-
sion of Vajrayana’s importance occurred in the
following century at Borobudur, the enormous and
complex three-dimensional architectural mandala.

Under the aegis of Vajrayana Buddhism,
Javanese workshops created another kind of three-
dimensional mandala, composed of many small
bronze Esoteric Buddhist figures. The most famous
and important group of sculptures from a mandala
was excavated in 1913 in the Ngandjuk district of
eastern Java. Scholars eventually identified the text
upon which the mandala was based, thereby help-
ing to establish chronological parameters for the
Ngandjuk bronzes and the iconography of its
many deities. Since their discovery in 1913 the
Ngandjuk bronzes have been dispersed throughout
the world; ten have entered the collections of the
Metropolitan (fig. 81).

Javanese artists, sometimes referred to as
Southeast Asia’s great miniaturists, occupy a
unique position because of the gold jewelry and
the number of small, superb bronze, silver, and
gold sculptures created in central and eastern Java
from the seventh through the fifteenth century. Be-
cause of the small size of many of the surviving
Hindu and Buddhist bronzes and the artists’ em-
phasis on elaborate jewelry, rich garment arrange-

ments, and complex hairdos, surface decoration
sometimes seems to overwhelm the body.

The rich tin deposits found in peninsular
Thailand and Malaysia were mined in ancient
times and exported to India. This trade was part of
the great interconnected commercial routing
formed by the Southeast Asian countries between
India and China. The relationships of early South-
east Asian art styles also form a complex network
extending in many directions.

Early Hindu and Buddbhist art in Thailand
owes a strong stylistic debt to fourth- and fifth-
century styles of Andhra Pradesh and eastern
Uttar Pradesh. One early seventh-century sculp-
ture in the collection (fig. 70) from peninsular
Thailand is a refined and more elegant variant of
late fifth-century Gupta-period styles.

From around the fifth to the tenth century,
large parts of central Thailand, southern Thailand
(particularly around the head of the Gulf of
Thailand), and lower Burma were populated by
the Mon peoples. The height of Mon artistic activ-
ity was from the seventh to the ninth century,
and their sculpture reflects the supremacy of
Theravada Buddhism.

Mon art in Thailand at this time is surprisingly
homogeneous in both style and iconography. The
single most popular Mon icon is the Buddha
standing in a frontal, symmetrical pose with both
hands raised in the teaching or expository gesture
(vitarkamudra). His robe is arranged to cover both
shoulders, and the hems and outlines of his gar-
ment are carefully articulated (fig. 73).

Large parts of Thailand were under Khmer
hegemony from the tenth through the thirteenth
century. At times Khmer stylistic influence is so
complete that one cannot tell if some sculptures
were created in Thailand or Cambodia.

During the second half of the thirteenth
century new styles started to evolve in Thailand
that were specific to the Thai people. Initially
Mon and Khmer stylistic influences lingered, but
by the end of the fourteenth century distinctly
Thai schools of sculpture existed throughout much

of the country.
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Our brief survey ends with a Thai Buddhist
sculpture created at a time when Buddhism had
virtually disappeared from its country of origin.
The sculpture is easily recognizable as a Buddha,
seated in a cross-legged yogic posture on a lotus
throne and making the earth-touching gesture,
bhumisparshamudra (see page 17). The elegant
proportions and modeling, the style of the gar-
ments, the physiognomy, and the high flame finial
all combine to localize the style to northern
Thailand about the late fifteenth or early sixteenth
century.

By this time the great sculptural statements of
South Asia had long been made, and those of
Southeast Asia were coming to an end. Religious
motivation for icon making remained, but the very
long artistic traditions seemed unable to renew
their aesthetic vision and generate fresh styles. The
sculptural conservatism that set in has prevailed
for many centuries. The glorious history of South
and Southeast Asian sculpture seemed to have
come to an end by the seventeenth century, and,
with very few exceptions, so do the Metropolitan’s
sculptural representations. It is through painting
and decorative arts that we are brought into the
nineteenth century and the end of the scope of our
collections.
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Seated Buddha. Thailand, Chieng Sen style, late 15th-16th century. Bronze, h. 19% in. (49.5 cm). Gift of Mr. and Mrs.
A.Richard Benedek, 1981 (1981.463)
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1. Plaque with a Proto-Durga and Attendants. India (West Bengal, Chandraketugarh), Shunga period, 1st century B.C. Terracotta, h. 107 in.
(26 cm). Purchase, Florence and Herbert Irving Gift, 1990 (1990.281)




* ANCIENT INDIA -

THE EARLY PERIOD (3rp CENTURY B.c.-Ist CENTURY A.p.)

The sensuality that characterizes the art of India can already be found in the first millen-
nium B.C. There is a focus on imagery of fertility and abundance and, hence, on organic
forms. Plant imagery—trees, vines, and lotuses—is common, as are representations of fe-
cund goddesses with large breasts and hips, small waists, and exposed genitalia. These ele-
ments can be seen on the ring stone (fig. 2), which in its shape symbolizes the female
pudendum and in its carving depicts nude goddesses and luxuriant stylized palms. This ring
stone is one of an enigmatic group of objects that may have been used for meditation. The
theme of nature’s abundance is equally apparent in an extraordinary pair of royal earrings
(fig. 4). Perhaps the finest early Indian gold jewelry extant, they are conceived as abstracted
plants: a curling vine terminating in two flaring buds.

Most of the statues from this earliest period represent nature deities. The principal gods
known today in Hinduism, Buddhism, and Jainism had not yet developed. One exception is
the goddess Durga. Originally a tribal goddess associated with fertility and war, she was
eventually elevated to the top ranks of the Hindu pantheon. Durga is frequently portrayed
on early terracotta votive plaques, but this plaque (fig. 1) is the largest, most elaborate, and
perhaps finest known. Prominent during the early period are representations of dwarflike
yakshas (male guardians of the earth’s riches)
and beautiful yakshis (fertility goddesses). These
deities, who began as the focus of local cults, were
later incorporated into all the major religions. The
superbly modeled yaksha (fig. 3) probably func-
tioned as a Buddhist protective deity and may
have supported a bowl for ritual ablution. The or-
ganic, sensual character of the early art can be
discerned here in the emphasis on the intercon-
nection of the body’s parts rather than on partic-
ularized anatomical features such as muscle
and bone.

2. Ring Stone with Four Goddesses and Four Date Palms. India,
Mauryan period, 3rd-2nd century B.c. Stone, diam. 2%sin. (5.9 cm).
Samuel Eilenberg Collection, Lent by Samuel Eilenberg
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3. Yaksha. India (Madhya Pradesh), Shunga period, ca. 50 B.c.
Stone, h. 35 in. (88.9 cm). Gift of Jeffrey B. Soref, in honor of
Martin Lerner, 1988 (1988.354)

4. One from a Pair of Royal Earrings. India (perhaps Andhra
Pradesh), ca. 1st century B.c. Gold, w. 3/8in. (7.9 cm).
Gift of The Kronos Collections, 1981 (1981.398.3)




THE KUSHAN PERIOD (Ist-3rp CENTURY)

In the first century the Kushans, nomadic warriors
from the central Asian steppes, conquered the an-
cient region of Gandhara (located within what is
now Pakistan) and much of northwestern India.
The Kushans consolidated control of the important
trade route from the Mediterranean world to
China. They also established an immense trade
with Rome in Indian cotton. Buddhism, which had
begun in the fifth century B.C., was the dominant
religion. Its principal monument—the stupa, a
building containing sacred relics—was supple-
mented during the Kushan period with images of
the Buddha and the bodhisattvas (highly evolved
beings who renounced buddhahood in order to de-
vote their energies to saving mankind). The basic
repertoire of Buddhist iconography was formu-
lated in the Kushan period. Two styles of sculp-
ture emerged: the one in Gandhara was deeply
indebted to the classical world. Its statues were
carved in gray schist. The other style, found in
modern-day North India, grew out of indigenous
traditions and made use of the local mottled red
sandstone.

KUSHAN ART IN THE ANCIENT REGION
OF GANDHARA

This lifesize statue of Maitreya (fig. 5), the Buddha
of the Future, exemplifies the Mediterranean influ-
ence in Gandhara. His features and body type are
classically inspired, as are his togalike garb and
the topknot reminiscent of that worn by Apollo.
Similar influence is clear in the superbly modeled
clay head (fig. 6), which may represent the
Buddha before his enlightenment. The idealized
features and the startling reality lent by its garnet
eyes evince non-Indian styles.

In Gandharan art individual scenes of a story
are typically illustrated (rather than the early
Indian practice of showing multiple scenes in a
single work). Many reliefs were carved to decorate
stupas. Often they portrayed important episodes
from the life of the Buddha, such as the merchant
Anathapindada’s gift of money to buy land for a

5. Standing Bodhisattva Maitreya. Pakistan (ancient region of
Gandhara), Kushan period, ca. late 2nd—early grd century.
Gray schist, h. 64%in. (163.2 cm). Purchase, Lita Annenberg
Hazen Charitable Trust Gift, 1991 (1991.75)
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7. The Gift of Anathapindada. Pakistan (ancient region of
Gandhara), Kushan period, 2nd-3rd century. Schist with traces
of gilding, h. 9%8in. (24.5 cm). Samuel Eilenberg

Collection, Gift of Samuel Eilenberg, 1987 (1987.142.1)

6. Head of a Bodhisattva. Afghanistan (Hadda), ca. 2nd—3rd century.
Clay or terracotta with inset garnets, h. 12/, in. (3.1 cm). Purchase,
Lita Annenberg Hazen Charitable Trust Gift, 1986 (1986.2)

8. Garuda Abducting Queen Kakati. Pakistan (ancient region
of Gandhara), Kushan period, ca. 3rd century. Gray schist,

h. 13 in. (33.3 cm). Purchase, Bernice Richard Gift, 1980
(1980.325)




monastery (fig. 7). Occasionally sculptures illus-
trated myths or jatakas (stories from the former
lives of the Buddha), as does the statue of the solar
bird Garuda carrying off the queen of Benares

(fig. 8). She is later released in a selfless act of
kindness by the king (a bodhisattva). Garuda

also appears in several non-Buddhist myths of
abduction.

The relics deposited at the heart of the stupa
were usually in reliquaries. The Indravarman
casket (fig. 9), named after the king mentioned in
its inscription, is particularly important because its
rare incised dedication can be precisely dated and
thereby establishes the sequence of one of the early
Indian dating systems. Occasionally reliquaries
were more elaborate, as illustrated by the bronze
example in the form of a stupa surrounded by four
columns and set on a lotus base supported by ram-
pant winged lions (fig. 10).

10. Model of a Stupa. Pakistan (ancient region of Gandhara),
Kushan period, ca. 4th century. Bronze, h. 22% in. (57.8 cm). Gift of
Mr. and Mrs. Donald J. Bruckmann, 1985 (1985.387)

9. The Indravarman Casket. Pakistan (ancient region of
Gandhara), Bajaur, A.D. 5-6. Schist, diam. 2/8in.

(5.4 cm). Samuel Eilenberg Collection, Gift of Samuel
Eilenberg, 1987 (1987.142.71)



KUSHAN ART FROM MATHURA

Mathura, in North India, was the second capital of
the Kushans and a center of art production. The
fragmentary statue of the god Indra (fig. 11), with
its clear blocklike forms, has a directness that is
characteristic of the Mathura style. The modeling
gives little suggestion of muscle and bone. Instead
the body seems to be expanded by prana (breath),
life-giving air, which is the most sublime of the ele-

ments. The idea of prana derives from yoga, an
ancient method of self-realization in which control
of the body could lead the practitioner to extraor-
dinary powers. It had a pervasive influence on
Indian art, and many figures are shown in yogic
postures. The unique early bronze statue of Agni
(fig. 12), the god of fire, portrays him as a yogi
with a belt used for meditation wrapped around
his legs. His posture is reminiscent of images of
seated yakshas.

11a,b. Standing Indra. India (Uttar Pradesh, Mathura or Ahic-
chatra), Kushan period, 2nd century. Mottled red sandstone,
head h. 3% in. (9.5 cm); lower body h. 4 in. (29.2 cm).
Samuel Eilenberg Collection, Purchase, Rogers Fund, 1987
(1987.218.12a,b)

12. Seated Agni. India (Bihar or Uttar Pradesh), Kushan

period, ca. 3rd century. Bronze, 14¥in. (36.4 cm).

Gift of Frank Weinstein, 1984 (1984.499)



IKSHVAKU KINGDOM (Ist-3rp CENTURY)

Contemporaneously with the Kushan culture, the
Ikshvaku kingdom in Andhra (in central eastern
India) developed an independent style of sculp-
ture, executed in a white limestone that resembles
marble. The style may have been influenced by
Mediterranean art, as this coastal region was a port
on the trade routes with Rome. Andhran reliefs are
renowned for their complex and subtle depictions
and their spatial intricacy. The figures are slim and
elongated. The Buddha in this relief (fig. 13),
which decorated the drum of a stupa, wears his
robe in a distinctive fashion, with one shoulder
bare. Narrative reliefs, as in Gandhara, are usually
confined to a series of individual incidents, such as
the example from a long frieze (fig. 14). Buddha is
showing the Heaven of Sakra to his boyhood com-
panion Nanda, who was one of his early converts.

The style of the Ikshvakus influenced the later
art of South India and the early sculptural tradi-
tion of the island kingdom of Sri Lanka.

13. Buddha’s Descent from the Tushita Heaven. India (Andhra
Pradesh, Nagarjunakonda), Ikshvaku period, 2nd half of the
3rd century. White limestone, h. 48 in. (121.9 cm).

Rogers Fund, 1928 (28.31)

14. Conversion and Ordination of Nanda. India (Andhra
Pradesh, Goli), Ikshvaku period, 3rd century. White limestone,
1. 897 in. (227.3 cm). Rogers Fund, 1930 (30.29)




15. Standing Buddha. India (Mathura), Gupta period, 5th century. Mottled red sandstone, h. 33% in. (85.5 cm). Purchase, Enid A. Haupt
Gift, 1979 (1979.6)



GUPTA PERIOD (41H-6TH CENTURY)

The Gupta emperors conquered and unified a large
portion of North India. Scholars consider the
Gupta period to be India’s classical age of litera-
ture, theater, and visual arts. The artistic formulas
that came to dominate all the arts of later India
were codified during this period. In sculpture and
painting the Gupta period is characterized by
suave, sensual, and refined images with flowing
volumes. Artists strove to convey the inner spirit.
The standard of beauty derived from literary
metaphors. Thus, the Buddha (fig. 15) has a head
like an egg, eyes like fish, lips like lotus petals, and
a chin like a mango stone. His robe stems from

Gandharan models, but the folds have been re-
duced to a stringlike surface pattern, a style typical
of Mathura, which continued to be an important
artistic center. The treatment of the robe serves to
dematerialize both the cloth and the body beneath
and therefore to convey the insubstantiality of the
world as viewed by Buddhists. The aesthetic solu-
tions reached in this type of image had enormous
impact on the Buddhist art of Asia.

The great religions of India—Hinduism,
Buddhism, and Jainism—flourished during the
Gupta period. Nature deities were enlisted as sym-
bolic guardians by all of them. The serpent king
and queen (fig. 16) can be identified by their pos-
tures and garb and especially by the multiheaded

16a, b. Serpent King and Queen (Nagaraja and Nagini). India (Madhya Pradesh), Gupta period, ca. 2nd quarter of the 5th century. Stone,
h. (a) 38%in. (98.7 cm); (b) 34%in. (87.6 cm). Gift of The Kronos Collections, 1987 (1987.415.1,2)
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cobras behind them. These early examples typify
the subtle shift from Kushan to Gupta style. In the
Gupta period for the first time there was a great
outpouring of Hindu sculpture and architecture.
The forms in which the great gods of Hinduism

were portrayed began to be standardized. Many
Hindu temples were made of brick and decorated
with terracotta plaques. Figure 17 shows Krishna,
one of the earthly incarnations of Vishnu, the Pre-
server, fighting a demon who has taken the form of

17. Krishna Battling the Horse Demon, Keshi. India (Uttar Pradesh), Gupta period, 5th century. Terracotta, h. 21 in. (53.3 cm).
Purchase, Florence and Herbert Irving Gift, 1991 (1991.300)
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a horse. It exemplifies the fluid modeling and over-
all harmony of form that are hallmarks of the
Gupta style.

Because of the extent of the Gupta empire, its
culture left an indelible mark on many smaller
kingdoms that followed. Two Buddhas in the
Museum’s collection are typical of the post-Gupta
traditions. The large standing Buddha (fig. 18) was
taken to Nepal in antiquity. It is precisely the kind
of image that influenced the early sculptures of
that kingdom. The lean seated Buddha with
closely clinging robe (fig. 19) is in the style of
Sarnath, the city in Uttar Pradesh in which the
Buddha preached his first sermon. Sarnath was a
major center of art production throughout the
Gupta period, and the style developed there was
extremely influential on later Indian art.

18. Standing Buddha. India, post-Gupta period, late 6th—early 7th
century. Bronze, h. 197 in. (49.5 cm). Purchase, Florance Waterbury
Bequest, 1969 (69.222)

19. Seated Buddha. India, post-Gupta period, late Sarnath style, late
6th-1st half of the 7th century. Bronze inlaid with silver and copper,
h. 7in. (17.8 cm). Samuel Eilenberg Collection, Purchase, Rogers
Fund, 1987 (1987.218.2)
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20. Standing Buddha.
Pakistan, Gandhara style, ca.
6th century. Bronze, h. 137 in.
(33.7 cm). Purchase, Rogers,
Fletcher, Pfeiffer and Harris
Brisbane Dick Funds and
Joseph Pulitzer Bequest, 1981
(1981.188)



GANDHARA (3rp-6TH CENTURY)

The third and fourth centuries saw the weakening
of the Kushan empire and the destabilization of
much of the Buddhist community in Gandhara. By
the fourth century the Kushans had lost all their
territory north of the Hindu Kush to invading no-
mads from central Asia. The White Huns, the most
important of the invaders, destroyed most of the
Buddhist monuments and religious institutions in
what is now Pakistan. Nevertheless, Buddhism
continued to flourish in Afghanistan and to a lesser
extent in Udayana (Swat Valley). From the sixth
through the ninth century a few small bronze stat-
ues—mainly standing Buddhas and bodhisattvas—
were produced. Some of them were carried by
foreign pilgrims and traders along the Silk Road
and became important in the transmission of
Indian styles to central Asia, China, and Japan.
The drapery of this superb example (fig. 20) is
closely related to that of Kushan-period sculptures
from the ancient region of Gandhara. The fleshi-
ness of the face and the scrolling motifs on the
inner edge of the halo, however, show Gupta influ-
ence. Also important in the spread of Buddhist
styles were small portable shrines, carved from
schist and perhaps based on Roman ivory folding
tablets. One such shrine (fig. 21) shows on its exte-
rior a squatting man with a child in the basket
strapped to his back and on its interior the birth
and death of the Buddha.

21a, b. Section of a Portable Shrine with Two Scenes from the
Life of the Buddha. Pakistan (ancient region of Gandhara),
ca. 5th century. Stone, h. 3%¢in. (8.7 cm). Samuel Eilenberg
Collection, Gift of Samuel Eilenberg, 1987 (1987.142.53)
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22. Vishnu as Vaikuntha Chatur-
murti. India (Kashmir), ca. 2nd
half of the 8th century. Stone,

h. 41781in. (104.5 cm). Purchase,
Florence and Herbert Irving Gift,

1991 (1991.301)




* MEDIEVAL INDIA -

KINGDOMS OF THE NORTHWEST: KASHMIR, SHAHI, AND SWAT VALLEY
(8TH-I3TH CENTURY)

he artistic traditions of the northwest grew out of the Greco-Buddhist art of Gandhara,

fertilized by the styles of North India, Iran, and central Asia. Artists continued to be in-
fluenced by the classically inspired, naturalistic representation of the human body that had
been favored in Gandhara during the Kushan period. This tendency was tempered, how-
ever, by the more conceptualized ideal favored by Indian sculptors. In the art of Kashmir
the result can be seen in the harmoniously integrated forms and muscular chest of a stand-
ing stone figure of Vishnu (fig. 22). This image conflates several of Vishnu’s cults. For ex-
ample, the face of a boar on his left and a lion on his right allude to two of his ten incarna-
tions. His two right arms are missing but he retains two of the original attributes: a shell
(war trumpet) and the dwarf Chakraparusha (the human personification of his war discus).
The multiple arms and hands seen in representations of Indian gods display attributes or
gestures that allude to their many powers. Thus Durga (fig. 24), a militant form of the Great
Goddess, holds a sword, a bell, and a rhyton in the shape of a ram’s head, perhaps alluding
to her propensity for drinking blood. Her missing right hand was probably raised in ab-
hayamudra, a gesture that quiets fear. She is flanked by two acolytes holding manuscripts.

Esoteric Buddhism, a form of the religion that included secret rites and a greatly ex-
panded pantheon, was popular in Kashmir and the Swat Valley. New types of images
evolved. For example, a unique three-sided object, perhaps a reliquary, from Kashmir
(fig. 25) shows the Buddha in a special form. Seated in the center of the relief, he is being
consecrated in the Tushita (Joyful) Heaven before his birth on earth. The scene can be iden-
tified by its overall configuration, by his preaching gesture (dharmachakramudra), and by
his unusual attire, which includes elaborate jewelry and a pointed cape. This innovative, re-
splendent form of the Buddha is also seen in a large bronze (fig. 23) in which he wears the
same unusual cape.

A category of sculptures related to those of Kashmir is just beginning to be identified.
Possibly they were made in the Swat Valley during the medieval period. The facial type is
slightly different from Kashmiri norms, as are the styles of ornament. Also, the sculpture



23. Crowned and Jeweled
Buddha. India (Kashmir), gth
century. Bronze, h. 2038in.
(51.8 cm). Gift of Ben Heller,

1970 (1970.297)



has a distinctive élan, perhaps derived from Gupta

art, that can be seen in the early statue of the
Buddhist deity Padmapani Lokeshvara (fig. 26), a
form of Avalokiteshvara, the Bodhisattva of Infi-
nite Compassion. The padma (lotus) that the deity
holds is the ultimate Indian metaphor for tran-
scendence: it grows out of the mud, blooms unsul-
lied atop the water, and opens to the sun. Another
superb Swat Valley example, with delicate model-
ing, is the statue of the bodhisattva Maitreya, the
Future Buddha (fig. 27), identified by the water
bottle that he holds. Like Kashmir, the Swat Valley
also produced Hindu sculpture, such as this rare
trinity (fig. 28), perhaps an image of Shiva as

25. Reliquary(?) with Scenes from the Life of the Buddha.

India or Pakistan (Kashmir region), ca. 1oth century. Bone
with traces of colors and gold paint, h. 5% in. (13.7 cm). Gift of
The Kronos Collections, 1985 (1985.392.1)

24. Standing Four-Armed Durga. India (Kashmir), gth century.
Stone, h. 12%1n. (31.4 cm). Gift of Mr. and Mrs. Perry J. Lewis,
1984 (1984.488)

Mahesha, the Manifest Supreme God, who gave
birth to Brahma (to his left) and Vishnu (to his
right).

Another major art-producing kingdom of the
period was that of the Hindu Shahis in Afghan-
istan. They are best known for a small corpus of
sculptures carved in white marble. The linga (phal-
lus) is an important symbol that represents the cre-
ative potential of Shiva, one of the principal gods
of the Hindu pantheon. The ekhamukhalinga
(fig. 29) shows the face of the god as he begins to
manifest himself out of the linga. In this example

Shiva’s features derive from prototypes developed
in Kashmir.
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26. Padmapani Lokeshvara Seated in Meditation. Pakistan
(North-West Frontier Province, probably Swat Valley or
Kashmir), 7th century. Bronze inlaid with silver and copper,
h. 8% in. (22.2 cm). Harris Brisbane Dick and Fletcher

Funds, 1974 (1974.273)

27. Bodhisattva Maitreya. Pakistan (North-West Frontier
Province, probably Swat Valley), ca. 7th century. Bronze inlaid
with silver, h. 7/8in. (18.1 cm). Gift of Mr. and Mrs. A. Richard
Benedek, 1978 (1978.536)

28. Brahma, Shiva, and Vishnu. Pakistan (North-West Frontier Province, probably Swat Valley), gth century. Bronze
inlaid with silver, h. 5% in. (13.3 cm). Edith Perry Chapman and Rogers Funds, 1980 (1980.118)



29. Linga with One Face
(Ekamukhalinga). Afghanistan,
Shahi period, gth century. White
marble, h. 2238 in. (57 cm).
Rogers Fund, 1980 (1980.415)
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30. Standing Buddha. India (Bihar), Pala period, 2nd half of the 8th century. Stone, h. 5% in.
(130.8 cm). Purchase, Friends of Asian Art Gifts, 1990 (1990.115)



KINGDOMS OF EASTERN INDIA
(8TH-13TH CENTURY)

The Pala and Sena dynasties of northeastern India
ruled over the area of present-day Bihar, West
Bengal, and Bangladesh from the late eighth to the
early thirteenth century. The standing Buddha
(fig. 30) is an example of early Pala art. Its
elongated body and smooth robe show the
influence of the Gupta-period Sarnath style.
Mature Pala art is characterized by more baroque
ornament and an emphasis on fluid outlines rather
than on the volumes of the forms. Esoteric
Buddhism, with its secret rites and greatly

expanded pantheon of gods, became the dominant
form during this period. The Buddhist art of the
Palas was particularly influential because their

31. Seated Crowned and Jeweled Buddha. India (Bihar), Pala
period, Kurkihar style, late 10th century. Bronze inlaid with sil-
ver, lapis lazuli, and rock crystal, h. 12%in. (32.4 cm).

Gift of Miriam and Ira D. Wallach Foundation, 1993
(1993-311a,b)

territories included most of the major Buddhist
pilgrimage sites, which attracted visitors and
students from all over Asia. Through these
contacts, Pala bronzes and paintings were widely
disseminated throughout South and Southeast
Asia, where they had a tremendous impact. The
Crowned and Jeweled Buddha (fig. 31) was
purportedly found in Burma (Myanmar). The
Metropolitan Museum of Art owns another, similar
statue that is known to have arrived in Thailand no
later than the twelfth century because its halo was
replaced at that time by one of Thai manufacture.
As was typical during most periods in India,
Hinduism and Buddhism flourished side by side,
and the same styles of art were used in both. The
small sculpture of Umamaheshvara (Maheshvara

[Shiva] and his wife, Uma [Parvati]) portrays the

32. Shiva Seated with Uma ( Umamaheshvara). India, Pala period,
gth-10th century. Bronze, h. 8 in. (20.3 cm). Rogers Fund, 1978

(1978.253)

39



33. Seated Six-Armed Male Deity. India (Bengal), Pala period, 12th
century. Black stone, h. 39 in. (99.1 cm). Gift of Florence and
Herbert Irving, in memory of Alice Boney, 1991 (1991.421)

34. Durga as the Slayer of the Demon Buffalo (Mahishasura-
mardini). India, Pala period, 12th century. Argilite, h. 5% in.
(13.5 cm). Purchase, Diana and Arthur G. Altschul Gift, 1993
(1993-7)



35. Cover from an Ashtasahasrika Prajnaparamita Manuscript (detail). India, late gth century. Ink and colors on wood, with metal
insets, 27 x 22%1n. (5.7 x 56.8 cm). Gift of The Kronos Collections and Mr. and Mrs. Peter Findlay, 1979 (1979.511)

couple in an intimate embrace that suggests the
complete union of their opposite natures (fig. 32).
The base of the sculpture shows their two sons, the
warrior Skanda and the elephant-headed god of
good fortune, Ganesha, on either side with a devo-
tee carrying a trisula (trident) in the center. Below
Shiva’s foot is his vehicle, the bull Nandin. An
unidentified syncretic Hindu god (fig. 33) combines
aspects of Shiva, Brahma, and Vishnu. Shiva
seems to be predominant, as indicated by the
vertical third eye in the god’s forehead and by the
presence of Nandin in the lotus scroll on the base.
The style is typical of the late Pala period. Like
most Indian sculpture, this statue is carved in high
relief, not in the round. An extraordinary minia-
ture stela (fig. 34) shows Durga in her most char-
acteristic pose, as the slayer of the demon
Mahisha, disguised as a buffalo. The astonishing
plasticity and subtlety of the sculpture put it on a
par with the finest large-scale Pala statues, while
its small size affords the viewer the delight of inti-
mate discovery of its fine details. This icon, despite
its extraordinary power, has a playfulness and sen-
suality that make it readily accessible.

Painting is known to have existed in India at
least as early as the Kushan period. Little early

work survives, however. The great frescoes at
Ajanta, in central India, are the most important
exceptions. They date from the Gupta period. Most
large-scale Pala paintings were destroyed during
the Muslim invasions of North India, beginning in
the tenth century. However, paintings on palm-leaf
manuscript pages, together with the painted wood
covers that protected them, have survived in great
numbers from the Pala period. One such manu-
script cover (fig. 35) shows Prajnaparamita, the
Goddess of Transcendental Wisdom in the Esoteric
Buddhist tradition. She is surrounded by four
scenes from the life of the Buddha. This is one of
the earliest portable paintings from India and
seems to be intermediary between the Gupta and
Pala styles. The fluid drawing and choice of colors
are close to Gupta prototypes, whereas the format
and overall approach are akin to Pala examples.

KINGDOMS OF SOUTH INDIA: PANDYAS
(6TH-10TH CENTURY)

At the same time that new states began to emerge
from the former Gupta empire of North India,
royal families in the south, which had never been
under Gupta authority, began to create powerful

4
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36. Seated Four-Armed Vishnu. India (Tamil Nadu), Pandya dynasty, 2nd half of the 8th—early gth century. Granite, h. g ft. 9 in. (2.97 m).
Purchase, The Charles Englehard Foundation Gift, in memory of Charles Englehard, 1984 (1984.296)




polities. The most important of these families were
the Pallavas, Cholas, and Pandyas. The art of
South India grew out of the artistic traditions of its
northern neighbor Andhra. The sculpture of the
Pandyas, who ruled in Tamil Nadu, south of the
Vellar River, has been little studied. It is typified by
lithe, naturalistic poses; surfaces largely uninter-
rupted by decoration; and an unusual grace and
natural elegance. The gigantic seated image of
Vishnu (fig. 36) is the largest sculpture in the col-

37. Garuda Seated in Royal Ease. India
(Tamil Nadu), Pandya dynasty, 2nd half
of the 8th—early gth century. Granite,

h. 54%in. (137.8 cm). Gift of Alice and
Nasli M. Heeramaneck, 1983 (1983.518)

lection and gives some sense of the monumental
scale that Indian sculpture can achieve. Most
Indian gods have mounts—beasts or mythological
creatures on which to ride—such as Garuda

(fig. 37), the man-bird vehicle of Vishnu. Garuda’s
wings, the tips of which have broken off, can be
seen behind his upper arms. Originally, as in our

installation, he probably attended a statue of
Vishnu.
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KINGDOMS OF SOUTH INDIA: CHOLAS,
HOYSALAS AND VIJAYANAGARS
(9TH-15TH CENTURY)

From the ninth to the thirteenth century, the
Cholas, centered around Thanjavur, were the pre-
eminent dynasty in Tamil Nadu. They originated a
tradition of large-scale, cast, copper-alloy Hindu
sculpture in the round. These metal statues were
used as icons and processional images, augmenting
the stone ones permanently ensconced in temples.
The superb statue of the goddess Parvati (fig. 38),
the wife of Shiva, exemplifies both the Indian
conception of the female and the best of Chola
sculpture. The contours are lithe and harmonious,
her ample forms are seamlessly integrated into a
balanced whole, and the beautifully realized deco-
rative elements are subordinated to the overall
volumes. There is an almost perfect balance of
realism and abstraction.

Ritual dance was practiced as an integral part
of the ceremonies of the Hindu temple, and many
of the postures found in Indian sculpture derive
from it. Perhaps the most famous image in all of
Indian art is the Nataraja—Shiva in the midst of
his cosmic dance (fig. 39). It was under the Cholas
that the Nataraja found its most brilliant realiza-
tion. The concept combines in a single image
Shiva’s roles as the creator, preserver, and de-
stroyer of the universe. It also conveys the Indian
idea of the never-ending cycles of time. Shiva
dances on a dwarf, the symbol of ignorance, and
raises his lower right hand in a gesture of re-
assurance. For devotees, the statue suggests that,
through belief in Shiva, salvation from the perpet-
ual cycle of rebirth can be achieved.

In South India cults often developed around
saints whose devotion to the Hindu gods was par-
ticularly admired. One of these was a woman,
Ammaiyar (fig. 40), who came from the village of
Karaikkal. She was renowned for her severe aus-
terities as well as her habit of singing to conjure up
visions of Shiva dancing. She holds a pair of small
cymbals, which she may have just struck, for she
appears to be listening and her gaze is rapturous.

38. Standing Parvati. India (Tamil Nadu), Chola period,
ca. 1st quarter of the 1oth century. Copper alloy, h. 27%in.
(69.5 cm). Bequest of Cora Timken Burnett, 1956 (57.51.3)



39. Shiva as Lord of the Dance (Nataraja). India (Tamil Nadu), Chola period, ca. late 1th century. Copper alloy, h. 267 in.
(68.3 cm). Gift of R. H. Ellsworth Ltd., in honor of Susan Dillon, 1987 (1987.80.1)




by the artists who created them. Keshava (fig. 42),
one of the twenty-four names for Vishnu in this
region, is flanked by his consorts, Shridevi and
Bhudevi. Surrounding his head are his ten avatars
(earthly appearances). The inscription on the base
records the image as one by Dasoja of Balligrama,
a sculptor known to us from other inscribed im-
ages at Belur, where he and his son Chavana
worked.

In India, probably as early as the Gupta period,
bhakti, a form of direct worship that did not re-
quire the intercession of a priest, became popular.
Darshan, seeing and being seen by the image of

the god, became a spiritual act. Indian gods, there-

40. Seated Saint, Karaikkal Ammaiyar. India (Tamil Nadu), late Chola
or early Vijayanagar period, 14th century. Copper alloy, h. 9/ in.

(23.2 em). Purchase, Edward J. Gallagher Jr. Bequest, in memory of his
father, Edward Joseph Gallagher, his mother, Ann Hay Gallagher, and
his son, Edward Joseph Gallagher III, 1982 (1982.220.11)

Although most Chola temples are carved from
granite and decorated on the outside with numer-
ous reliefs, stone sculpture in the round is unusual.
However, there exists a small group of large,
seated, fully carved figures that were once identi-
fied as Brahma. They are now thought to represent
Mahesha, a form of<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>