




Buddha and worshippers
• Schist
• Gandhara
• 2nd - 3rd century
• Height: 18,5 cm
• Provenance: Private collection

This fragment of sculpture is a powerful piece, filled with expressions of both East

and West, whose mixing created the incredible wealth of 
Gandhara art.
While scenes of Buddha’s life are aniconic in the first 
period of Buddhist art, they have always played a 
primordial role in the iconographic programs of religious 
sites. With the Jataka - episodes of the previous births of 
Buddha - they make up the essence of decoration related 
to the main figures, whether for steles or lintels, columns 
or other architectural elements.
Here Buddha is shown in the center during a sermon, 
sitting or kneeling on a pedestal and facing right. His right 
hand seems to be motioning to have no fear, or else he is 
teaching, while his other hand holds a fold of his robe. 
He can also be recognized by the circular halo 
around his head, and by his distended earlobes and

cranial knob disguised as a bun. The square pedestal is also a recurrent element in 
Buddhist art, symbolizing Buddha in aniconic representations.

Facing him are three men, one kneeling on the ground, his hands clasped in the prayer 
position. The two others stand, one presenting an offering, the other carrying a basket. 
Behind Buddha are two other men with a tree between them. The man closest to The 
Happy One is looking toward the other man, who seems to be moving off, hands joined 
in adoration. All wear turbans typical of the Gandhara region.

It is interesting to underline the special way fabrics are depicted in this sculpture. The 
clothing bears the indelible mark of classical Mediterranean sculpture, composed of 
tunics tied at the waist and reminiscent of Greek togas. The same is true of the hair of 
the various figures, represented by graciously curving lines.

In terms of draping, the work is surprising in its vigor, with the folds of the clothing close-
set and deep. Note in particular the clothes of the man with the basket, whose sleeve 
falls in a series of tucks. The same motif is repeated in the fabric that covers his legs.
As for the bodies, their shape reveals an Indian influence, with powerful volume and 
bodies rounded and soft.

The dual Greek and Indian influence lends this work charm by giving it a strong aesthetic 
feeling and immense historic value.

It was under the reign of Ashoka (273 - 232 B.C.E.) of the Maurya Dynasty that 
Buddhism established itself in this region of Gandhara and the first iconic representations 
of Buddha were introduced shortly thereafter under the Kushans.

This is a beautiful example of Gandhara - Greco-Buddhist - art, which was centered in 
present-day Afghanistan and northwestern Pakistan, and provided a center for 
commercial and cultural exchange between Asia, India and the West.





Frieze with vegetal decoration
• Schist
• Gandhara
• 2nd - 3rd century
• Height: 12 cm
• Provenance: Private collection

This frieze fragment, finely sculpted in grey-blue schist, probably came from an

architectural element.
The exclusively vegetal motifs are chiseled and 
organized in series on two panels. The top panel 
alternates stylized trees and oblique lines probably 
representing another form of vegetation.
The lower, larger panel depicts foliage made up of 
interlocking curves of vines. Within each curve, one 
of the vines forks, the shorter branch ending in a 
bunch of three fruits. The other branch curves in the 
opposite direction and fans out into six heart-shaped 
leaves.
The three motifs on this fragment are an incredible 
blend of delicateness and balance. Their detailed 
shaping is naturalist and shows great precision. The

sinusoidal arrangement of the whole is also very dynamic and makes this frieze 
highly decorative. In addition, it is remarkably well preserved.

This work is a wonderful example of Gandhara art, which is called Greco-
Buddhist. Its main zone lies in present-day Afghanistan and northwest Pakistan, a 
region which provided a center for commercial and cultural exchange between 
Asia, India and the West.





Birth and first bath of the Buddha
• Schist
• Gandhara
• 2nd - 3rd century
• Height: 21 cm
• Provenance: Private collection

While scenes of Buddha’s life are aniconic in the first period of Buddhist art, they

have always played a primordial role in the iconographic 
programs of religious sites. With the Jataka - episodes of 
the previous births of Buddha - they make up the essence 
of decoration related to the main figures, whether for 
steles or lintels, columns or other architectural elements.
This large fragment of frieze probably came from an 
architectural ensemble, or a large stele. It would have 
depicted historic episodes from the life of Buddha in 
addition to a larger figure of The Happy One.
Shown here are two major moments from that life: his 
birth and his first bath. They are separated by a central 
column topped by a capital in a somewhat Corinthian 
style, with its vegetal motifs of acanthus leaves.
The scene on the right shows the birth of Buddha, with 
Queen Maya in the center. She was probably lifting her

right arm, below which the future Buddha, prince Siddharta Gautama, is born. 
She is escorted by a figure who wraps the child in a cloth. Judging by the halo 
around this figure’s head, it may be a deity, and probably Indra. Behind is another 
masculine deity, praying. Finally, on the right section of the scene are secondary 
figures, probably servants.
The bath scene is organized in a similar manner, with the principle figure, 
Buddha, in the center. He is standing, naked, on a pedestal borne by lion feet. 
Two kneeling servants hold both his forearms and one leg, probably washing him. 
Two masculine deities bear jars from which the bath water flows. The one on the 
right holds a vajra in his left hand. Another figure looks on, his back against the
central column.
Overall, the frieze is finely carved, with precision and naturalism. It is interesting 
to note the particular treatment of fabrics in this sculpture. The clothing was 
obviously influenced by classical Mediterranean sculpture, with broad Greek-style 
togas. The same is true of the hair of the various figures, represented by 
graciously curving lines. Yet note the tucks of the two deities in the birth scene, 
which reflect a certain stylistic freedom. In terms of draping, the work is 
surprisingly strong, with the folds of the clothing very close and deep. This 
dynamic effect is reinforced further by supple, flowing poses typical of Indian 
statuary.
All the male figures are wearing a turban, typical of the region, while the women 
wear crowns of braided fabric.
The shaping of the bodies reveals an Indian influence however, with powerful 
volume and full bodies rounded and soft.
The dual Greek and Indian influence lends this work charm by giving it a strong 
aesthetic feeling and immense historic value.





witnessed by this feminine bust, lifelike in shape yet not exuberant, measured yet 
shapely, and the highly characteristic representation of a face, wide-eyed with 
pronounced features, that expresses a sentiment.
Our imagination is stirred by such a highly "eloquent" fragment which exudes vitality 
and emotion.

Provenance: Collection Bunzo Nakanishi, Japan, acquired in the 80’s. 

Bunzo Nakanishi (1922-2004) was a connoisseur of the art of Japan and was 
regarded as a most discrete and honourable dealer and collector in antiquities. 

Art Loss Register Certificate, Reference S00017511. 

Report on Thermoluminescense Authenticity Test, c/o Department of Physics & 
Materials Science, City University of Hong Kong, Ref. 02447 is consistent with the 
above claimed period. 

To see a similar piece, refer to : A. Goswami, Indian Terra-cotta Art, New York, 
1959, pl. 5. or  The Golden Age of Classical India, The Gupta Empire, catalogue, 
Grand Palais, Paris, 2007, p. 84 and p. 233.

This fragment of sculpture depicts a woman’s bust turned toward a hand. The hand 
(which must have belonged to a larger figure) is touching her right cheek, suggesting 
a carnal relationship between the woman and the missing figure, perhaps a divinity. 
The partial oval cloud decorated with lotus petals would tend to confirm this 
hypothesis.

Lady and hand
• Terra cotta
• India
• Gupta period, 5th century
• Height: 46 cm
• Provenance: Bunzo Nakanishi collection, Japan

Its divine nature is also underlined by the 
rich garments and by the sophisticated 
styling of the hair, from which a lotus flower 
springs. The expression on the woman’s 
face and the gesture of the right hand 
(vitarka mudra) reflect a spontaneous 
moment rich in emotion. Gupta art is known 
for its subtleness and refined 
expressiveness. The sculptors of this period 
knew how to achieve an aesthetic union 
between the carnal and the spiritual, as





Buste de Devî
• Terra cotta
• India, Uttar Pradesh
• Gupta period, 5th century
• Height: 22 cm
• Provenance: Private collection

Characteristic of Gupta terra cotta sculpture, this fragment is remarkably

naturalistic, full of supple, gracious curves. The 
female, whose round, generous breasts are a perfect 
illustration of India's code of beauty, probably is in the 
triple-bend pose, the tribhanga.
Her divine, or noble, character can be seen in the 
impressive jewelry she wears on her ears and around 
her neck. Her almond-shaped eyes and full lips are 
more evidence of the Gupta style. And her hairstyle is 
also remarkable; the hair of the divinity is held on top 
of her head by a diadem, then cascades elegantly to 
her shoulders.
This Devi is the incarnation of one of the multiple 
manifestations of the original Great Goddess, still 
called Mahadevi. A secondary divinity of Shiva and

mother of the Trimurti, she is the origin of all creation.

The origins of the Gupta era date back to the 3rd century A.D., when the Kushan
Empire died. The Guptas grew in power, becoming an influential empire in the 5th 
century throughout Northern India, from Sarnath and Mathura, bastions of 
creation, to eastern India and present-day Bangladesh. Considered one of the 
greatest artistic periods of all times, and defined as the "golden age of Indian art", 
this ancient era drew up new criteria for beauty which brought change throughout 
both Central and Southeast Asia.

For comparable pieces, consult: A. Goswami, Indian Terra-cotta Art, New York, 
1959, pl. 5 and L'âge d'or de l'Inde classique?: L'empire des Gupta, catalogue of 
the exposition, Grand Palais, Paris, 2007, p. 84 and p. 233.





Yamuna
• Sandstone
• India
• 10th century
• Height: 31cm
• Provenance: Private collection

This sandstone sculpture depicts the four-armed goddess Yamuna seated in the 
lotus position on her steed Kurma, the tortoise, and flanked by two servants, both

under the protection of a three-headed 
Naga.
This sculpture is a typical representation of 
Yamuna (or Jumna), with a parasol 
protecting all three figures. Thanks to the 
pink of its sandstone and the flowing, 
generous forms found at the Khajuraho site, 
this gentle sculpture is characteristic of the 
works of northern India in medieval times.
These features are the perfect reflection of

the code of beauty that reigned at that time, especially as seen in the curves of the 
models and the wealth and abundance of the jewellery, perfectly rendered here by 
the artist. The divine aspect of this piece is found in the meditative expression on the 
faces and in the gestures.

Like Ganga, Yamuna, the daughter of Surya, the sun god, is depicted as one of the 
greatest river goddesses of Indian tradition. She protects anyone bathing in her 
waters, from Yamunotri in the western Himalayas to Allahabad in Uttar Pradesh.

In Hindu mythology, the divinities are represented on a steed or vehicle (vahana), 
most often an animal, whose role was to strengthen the powers of the divinity, with 
the god intended to dominate their weaknesses. From an iconographic viewpoint, 
these animals make it easy to identify a divinity if his or her attributes are missing.

This sculpture was originally on a partition to one side of a temple door, with Ganga
on the opposite side.





Stele of Surya
• Sandstone
• India, Rajasthan or Madhya Pradesh
• 10th – 11th century
• Height: 35 cm
• Provenance: Private collection, Europe

This stele depicts Surya, the sun god of the Vedic pantheon. The divinity wears a
tall, finely carved crown called karandamukuta. 
He holds a solar symbol in each hand and is 
kneeling.

The god is wearing sumptuous earrings and a 
wide necklace. He is depicted in a chariot drawn 
by seven horses driven across the sky by the 
charioteer Aruna. Surya is surrounded by his four 
wives: Dawn and Dusk, Light and Darkness. 
There are also two Apsara with flower garlands 
at the top of the stele.

Surya is a Vedic god. Vedaism refers to the 
aryan civilization, a people organized into castes 
who imposed their power throughout ancient

India through on complex rites based on magic words and gestures. The Vedas 
are the texts that codify these rites. Their teachings are transmitted from 
Brahman to Brahman and are considered to be the knowledge revealed to the 
wise. They are of capital importance in the development of religious and 
philosophical movements in India.

The temple of Konarak in Orissa is dedicated to Surya.

The Bhaja Caves are also one of the oldest representations of the sun god, 
dating from the 2nd century B.C.E.





Stele of Shiva
• Red sandstone
• India
• 11th century
• Height: 42 cm
• Provenance: Private collection

This partial stele shows the god of destruction of the Hindu trimurti in an architec-

tural decor. The god is depicted in the tribhanga
position, between two columns.

This gives an interesting impression of perspective 
while increasing the importance of Shiva by lending 
him great verticality.

The god wears heavy earrings as well as a heavy 
necklace and bracelets. He is dressed in a short 
loincloth and a long scarf decorated with a lotus bud 
in its center. In his right hand he holds a baton with 
a snake seemingly wrapped around it, its head 
visible near his right ankle, a symbol very frequently 
used for Shiva. His left hand is resting on his thigh.

His hair seems to form an aura on the top of his head and is held in place by a 
tiara. On either side of the columns are two lions rearing up on their hind legs.





Stele of Vishnu
• Grey Schist
• India
• Pala period, 11th century
• Height : 51cm
• Provenance : Private collectio, Germany

royal tiara (kirita) with a three-faced diadem. The god's 
four arms still have their attributes: the mace in the 
raised right hand, the chakra in the raised left hand, 
the lotus in the lowered right hand and the conch in 
the lowered left hand.
To the right of Vishnu is Lakshmi, his wife, holding a 
fly-whisk in her hand, the symbol of royalty and 
happiness. At his left is Sarasvati, recognizable by her 
vina. Vishnu is standing on a pedestal decorated with 
lotus flowers.
On the lower part of the stele, worshipers surround 
Garuda, the half-human, half-animal steed of the god 
Vishnu. At the top of the stele is the kirtimukha, the 
mask whose role is to provide magical protection. On 
coifféeither side of this mask are two Apsara with flower garlands.

Sumptuous ornaments decorate the dhotî of the second god of the trimurti. Of note 
are the richness and detail of the unspeakably beautiful jewelry on the torso, arms 
and ears.
From the 8th to the 12th century, the states of Bengal and Bihar produced black 
and grey stone sculptures, essentially Buddhist, under the Pala sovereigns (8th to 
11th century), then Hinduist under the Sena rulers or Brahman origin (11th and 12th 
centuries).
For a similar piece, see the Vishnu Vasudeva, 11-12th century, Pâla era, J.W. 
Alsdorf collection. Also consult the work by Susan Huntington, Leaves from the 
Bodhi Tree: The Art of P la India (8th-12th Centuries) and its International Legacy, 
Hong Kong, 1969.

A very interesting depiction of Vishnu Vasudeva, the supreme god. He wears the





Rastrakuta, Chola and Hoysala reigned in intervals between the 9th and 12th 
centuries. The piece seems to bear the mark of the late Calukya and so we date it from 
the late 11th century. It is remarkable in its languid pose and athletic feeling, as well as 
its full thighs and round stomach. The theme of Shiva cutting off the head of Brahmâ
was a favorite with sculptors of Shiva’s Kapalika and Kalamukha sects, whose 
depictions are not only varied by grandiose.
This soapstone sculpture is remarkably well preserved, thanks to the material, which 
stands up perfectly over time.

Similar artwork can be found in the Collection Edward Binney 3rd, San Diego, 
Kramrisch, fig 4, 1981: cat 82, which shows one piece dated from the mid-12th century, 
and the Sculptures indiennes du musée Guimet, Trésors du Musée Guimet, catalogue, 
p.189-191 for a 13th century Bhairava.

For the iconography of Shiva Bhiksatana, consult Loth, Anne-Marie, Védisme et 
hindouisme, images du divin et des dieux, 2007.

This piece has been exhibited in 2005 in Barcelona during the exhibition : « Arte 
sagrado de las tradiciones índicas: hinduismo, budismo y jainismo », and was 
published in the exhibition book.

Shiva Bhiksatana
• Steatite
• India, Karnataka region
• Late 11th century
• Height : 82 cm
• Provenance : Private collection, Spain

This is a rare and exceptional depiction of Shiva as a mendicant, wandering the world 
for twelve years to atone for the sin of cutting off the fifth head of Brahmâ.
Standing in the three-bend pose, or tribhanga, the god has his back to the stele, 

which is finely decorated with a kirtimukha at the top, and 
also floral motifs. He has four arms; the top right hand 
holds a trident (trisula), the left a drum with striker pellets 
(damaru). The bottom hands, now broken off, probably 
held a sword in the right and in the left the bearded head 
of Brahmâ, which he used as a beggar’s bowl. His face, of 
near-perfect features, is crowned by an imposing mass of 
curls. His divine look is underlined by the fineness and 
profusion of ornamentation: majestic earrings, epaulettes, 
an abundance of sinuous necklaces, bracelets and 
armbands. Instead of a dhoti, he seems to wear a wide 
belt made of beads.
This work comes from the Karnataka region, with its 
complex history where the dynasties of Pallava, Calukya,





The god Shiva in his Dakshinamurtri aspect (the term Dakshina comes from the 
Sanskrit word for south) is associated with the direction adopted by the god when

Shiva Dakshinamurti
• Chlorite
• India
• Chola period, 11th – 12th century
• Height : 55 cm
• Provenance : Private collection, Mexico

he is teaching. Here, Shiva is venerated as 
the supreme master of knowledge, shastras
(literally the art of ornamentation), arts and 
sciences. Recognizable by a third eye in his 
forehead, he has four arms. The upper right 
holds a rosary and a serpent, the left makes 
a gesture of teaching (vyakhyana vasta); the 
lower left hand may have held a book and 
the right, now missing, perhaps a lighted 
torch. His thick, braided hair seems to form a

cloud around his head, and a crescent moon can be seen. His gentle face is 
characterized by almond-shaped eyes and expressive eyebrows.

The god is in full regalia, wearing a necklace of rudra (or rudraksha) seeds, among 
others, and the Brahman cord that falls from his left shoulder. His ears are adorned 
with impressive earrings.

This sculpture once graced the south facade of a Hindu temple. We can presume 
that the God was seated under a banyan tree and was surrounded by sages to 
whom he was teaching the shastras. With his right foot, he would be crushing 
Apasmarapurusa, a dwarf symbolizing human ignorance and darkness, while his 
left leg, folded, would have rested on his right thigh.

This representation, with its supple, flowing lines, is filled with immense gentleness, 
the perfect reflection of the artistic demands of the Chola period.





Bust of celestial nymph
• Sandstone
• India
• 11th - 12th century
• Height : 18 cm
• Provenance : Private collection

This fragment probably was part of a much bigger sculptural ensemble, perhaps a 
stele. It depicts a woman whose status, if not divine then at least of nobility, can be

seen in the heavy jewelry on her earlobes as well as 
the necklaces that are still partially visible around her 
neck. Her hair is held in a bun by a tiara and stands out 
against an aura of lotus flowers. The presence of the 
aura is an important indication of the divinity of this 
person. With her raised right hand, she is making a 
mudrâ that is unfortunately hard to define.

It is interesting to note that, while this is only a 
fragment, this piece nonetheless projects a deep 
feeling of serenity. This invites us to admire the master 
craftsmanship of the Indian sculptors and their 
incredible knack for revealing the divine in their works.





god.  At the top of the stele is the kirtimukha, the mask whose role is to provide 
magical protection.  On either side of this mask are two Apsara with flower garlands.
Vishnu is wearing a long dhoti which falls in parallel folds to his ankles. It is held at 
the waist by a decorated belt.  We can also see the richness and finery of jewellery 
of unspeakable beauty on his chest, arms and ears.  This magnificent stele, still in 
excellent condition, is admirable for its flowing and elegant composition.

From the 8th to the 12th century, the states of Bengal and Bihar produced sculpture 
in black and grey stone, essentially Buddhist under the Pala sovereigns (8th to 11th 
century), then Hindu under the reign of the Sena, of Brahman origin (11th and 12th 
centuries).  It was specifically under the Pala and Sena reigns that the great 
university of Nalanda reached its peak of glory, attracting thousands of students from 
numerous countries to the largest religious and scientific teaching complex of its 
time.

For a similar piece, see the Vishnu Vasudeva, 11th-12th century, Pala period, J.W. 
Alsdorf collection.

Stele of Vishnu
• Schist
• India
• Pala era, circa 11th – 12th century
• Height: 94 cm
• Provenance: Private collection, Europe

A magnificent representation of Vishnu Vasudeva, supreme god, wearing the royal 
tiara (kirita).  Vishnu can be identified by the symbols he holds in his four hands: the 
mace in the raised right hand, the chakra in the raised left hand, the lotus in the

lowered right hand and the conch in the lowered left 
hand.  The head of the god is surrounded by an oval 
halo decorated with lotus petals.
To the right of Vishnu is Lakshmi, his wife and the 
goddess of good fortune, holding a fly-whisk, the 
symbol of royalty and happiness.  To his left is 
Sarasvati, goddess of knowledge, wisdom and the 
arts, who can be recognized by the vina.
Vishnu is standing on a pedestal decorated with lotus 
flowers.  On either side of the god are two lions, 
standing on their hind legs and on the back of a 
crouching elephant.  On the lower part of the stele are 
Garuda - the half-human, half-bird steed of the god 
Vishnu - and a female divinity, both worshipping the





Lakshmi
• Schist
• India
• Pala period, 12th century
• Height : 34 cm
• Provenance : Private collection

In the center of this fragment of a stele is the goddess of wealth and fortune, 

Lakshmi, recognizable by the fly-swatter or 
châmara in her right hand. She is standing on 
a base decorated with lotus flowers in an 
undulating three-bend position called 
tribhanga, which accentuates the shape of her 
waist and thighs. 

Particularly detailed, the goddess meets all the 
dicates of Indian beauty: generous breasts, a 
thin waist, pronounced hips, abundant jewelry
and baubles, and a sophisticated hairstyle. At 
her right, a dancer in a dainty dance posture. 

This fragment was part of a stele with, at its

center, Vishnu, her consort and the second god of the trimurti.

From the 8th to the 12th century, the states of Bengal and Bihar produced 
black and grey stone sculptures, essentially Buddhist, under the Pala
sovereigns (8th to 11th century), then Hinduist under the Sena rulers or 
Brahman origin (11th and 12th centuries).

For other Pala pieces, consult the work by Susan Huntington, Leaves from 
the Bodhi Tree: The Art of P la India (8th-12th Centuries) and its International 
Legacy, Hong Kong, 1969.





While the gods Brahma, Vishnu and Shiva are widely depicted throughout Hindu art,

Vishnu Padmanabha
• Phyllithe  
• India
• Pala period, 11th - 12th century
• Height : 32 cm
• Provenance : Private collection, Italy

they appear in a wide variety of shapes, 
some more rare than others.  Here we 
have a somewhat unusual depiction of 
the god of the sustaining principle.

This fragment of a stele depicts the god 
Vishnu in the reclining position.  From his 
navel springs a lotus bud on which 
appears a four-headed Brahma, the 
creation god of the Hindu Trimurti.

Here Vishnu has four arms and holds his usual attributes: the chakra in his upper left 
hand, the conch in his lower left hand and the mace in his upper left hand. He rests his 
head in his other right hand. His legs are in a peculiar position, with his foot being 
massaged by Bhumi, the goddess of the earth.

The god is depicted in his supreme incarnation, crowned with the royal tiara.  He is 
wearing jewellery made up of bracelets, necklaces and earrings, among others, and 
has on a richly decorated dhoti.  We can also see the strands of the Brahman cord 
across his chest.

To the left of Vishnu, we see his wife Lakshmi, goddess of good fortune, recognizable 
by her fly-whisk, and on the right, Sarasvati, goddess of the arts, playing the vina.  
Perched on his lotus bud in the posture of royal ease, Brahma appears in his supreme 
incarnation.  With three heads visible and four arms, he is a full-bodied figure with a 
protruding stomach and a round face.

The shape of the bodies is typical of Indian art, with powerful volumes yet flesh that 
would appear to be soft to the touch.  Vishnu is represented as a svelte young man, 
with a bit of a stomach. His arms and legs are a balanced blend of delicacy, strength 
and suppleness.  He is wearing a short dhoti held at the waist by a jewelled belt with a 
buckle shaped like a kirtimukha, the mask of protection.

The unusual iconography of this piece lies in its incarnation as the god Narayana, 
where Vishnu is venerated as the lord of the formless universe, resting on the coiled 
serpent, Shesha. He is present at the appearance of Brahma, who will preside over 
the new manifestation of the universe.

From the 8th to the 12th century, the states of Bengal and Bihar produced sculpture in 
black and grey stone, essentially Buddhist under the Pala sovereigns (8th to 11th 
century), then Hindu under the reign of the Sena, of Brahman origin (11th and 12th 
centuries). It was specifically under the Pala and Sena reigns that the great university 
of Nalanda reached its peak of glory, attracting thousands of students from numerous 
countries to the largest religious and scientific teaching complex of its time.





Padmapani
• Grey schist
• India
• Pala period, 12th century
• Height : 8 cm
• Provenance : Private collection

This little stele depicts Padmapani, one of the incarnations of the Bodhisattva 
Avalokitesvara, the Bodhisattva of compassion, with two hands. The divinity can be

recognized by the two lotus flowers, one on either side 
of his head. Seated on a throne in a graceful attitude, 
he is in the relaxed lalîtâsana position with his left leg 
folded on the pedestal while his right leg is slightly 
bent to the left. He is wearing a dhoti and a pectoral 
adornment. One worshiper is visible on the lower 
portion of the stele.
His left hand holds a lotus flower and he is making the 
gesture of giving, or varadamudra, with his right hand. 
He is wearing a dhoti and a pectoral plate. A 
worshiper can be seen on the lower part of the stele.
Avalokitesvara is a major bodhisattva in the Buddhist 
doctrine. It is hard to determine the exact number of 
his manifestations and forms. He often appears as the 
secondary divinity of Buddha Shakyamuni, but can

also take on an angry form.
He is generally identified thanks to the effigy of Buddha Amitabha, absent here, 
shown on his tiara. His Padmapani form may be one of the oldest and signifies 
"lotus bearer".

From the 8th to the 12th century, the states of Bengal and Bihar produced sculpture 
in black and grey stone, essentially Buddhist under the Pala sovereigns (8th to 11th 
century), then Hindu under the reign of the Sena, of Brahman origin (11th and 12th 
centuries).

For other Pala pieces, consult the work by Susan Huntington, Leaves from the 
Bodhi Tree: The Art of P la India (8th-12th Centuries) and its International Legacy, 
Hong Kong, 1969.





Stèle de Vishnu
• Sandstone
• North India
• 12th century
• Height : 61 cm
• Provenance : Gordon Rollins collection, United States

This richly decorated stele depicts Vishnu, the second god of the Hindu trimurti, 
surrounded by servants and worshipers. The god is standing in the samapada

position. He once had four arms, but only three remain. 
In his raised right hand, Vishnu holds a mace, 
remarkably carved and richly decorated. With his 
lowered right hand, he is making the gesture of giving, 
or varadamudra. Finally, his lowered left hand holds a 
conch shell, the symbol of creation and the ritual 
attribute of the god.
This representation follows the Indian code of beauty, 
with a strong but supple chest, wide shoulders and a 
narrow waist. His body is covered with heavy jewelry
carved with delicacy, including the Brahma knot. His 
head is crowned with a royal hairdo, or kirita, also richly 
decorated and standing out against a lotus-shaped 
aura.

At the right of Vishnu, at the top of the stele, are Brahma and Sarasvati seated. 
Brahma is depicted with a round stomach below the primordial three heads of the 
god.

The rounded shape, the supple positions and angular hips, along with the refined, 
intricate sense of detail, are all characteristic of the period. The mastery of the 
craftsmanship makes this stele an exceptional piece that underlines the power of 
this god.





Standing in an elegant tribhanga, Bhairava, the wrathful form of Shiva, is wearing a

Bhairava
• Sandstone 
• India, Rajasthan or Uttar Pradesh
• 12th century
• Height: 81 cm
• Provenance : Private collection, England

long dhoti secured with a beaded festooned belt, 
the sacred thread about his torso. 

The god is adorned with multiple necklaces, 
armlets and earrings. His bearded face shows 
almond-shaped eyes and his hair is pulled into a 
high chignon secured by a jeweled tiara, backed 
by a flaming halo. 

The stele is decorated with multiple deities on 
either side, flanked by mythical beasts and with 
flying celestial beings above. The front of the base 
presents animals and two devotees with hands 
folded in adoration flanking Shiva's mount, Nandi.





Lakshmi
• Granite
• India
• Chola period, 13th century
• Height : 81 cm
• Provenance : Private collection

This sculpture of Lakshmi, wife of Vishnu, is a perfect example of Chola art. 
Standing in a subtle tribangha pose, she wears a long pleated dhoti covering her 
legs to the ankles and elegantly tied at the waist.

Her left hand is raised and holds a lotus blossom. The 
right rests gracefully against her body. With her round, 
generous breasts, her narrow waist, pronounced hips 
and long legs, Lakshmi fits the description of perfect 
Indian beauty. Her divinity is accented by the heavy 
jewelry she wears on her ears and around her neck. 
She wears a royal tiara from which her hair drifts in 
waves to form an aura around her head.
This use of hair to symbolize the aura of the gods is 
recurrent in Chola art.
From the second half of the 9th century to the start of 
the 13th, the builder sovereigns of southern India were 
known for their almost exclusive devotion to the god 
Shiva. The mastery of the iconography and the supple

shapes of Chola sculpture make them especially esthetic pieces, in addition to 
being of vital historic importance. The fluidity of this depiction is filled with a great 
gentleness that perfectly meets the artistic code of the Chola period. Although the 
most famous pieces are made of bronze, stone statues are more rare and closely 
linked with religious sites.





Symbol of the sustaining principle in the Hindu trimurti, the god Vishnu is

Vishnu
• Granite 
• India
•Chola period, 13th century
• Height : 102 cm
• Provenance : Private collection, Mexico

represented here in particularly high relief.  Presented 
full front, this piece reflects both great charisma and 
remarkable serenity.
Crowned with the royal tiara, or kirita, Vishnu can be 
identified by the shrivasta on his right breast.  This is 
a sign, a symbol of luck, whose shape evokes the 
silhouette of Lakshmi, also known as Shri, goddess of 
good fortune and wife of the god.
The god wears the usual jewellery, especially heavy 
pendant earrings, necklaces, bracelets and arm 
bands, all richly decorated.
His hips are wrapped in a dhoti whose folds cascade 
down to his ankles in parallel waves.  The vestment is 
held at the waist by an ornate belt tied in the shape of

a kirtimuka.  The god’s chest is crossed by a Brahmanic cord of three strands and 
his torso is that of a well-fed young man.  The form of his body is full, his shoulders 
are large and the flesh appears soft and firm. 

The fact that his four arms are all intact makes it easier to identify him as Vishnu.  
The chakra is held in his upper right hand and the conch in his raised left hand. He 
is making the gesture of safeguard with his lower right hand. His lowered left hand 
rests on his hip.  This last pose is often completed by a mace on which the god 
rests his left hand.

The excellent state of conservation of this work makes it exceptional, as does the 
magnificent quality of the sculpture, whose style is typical of the late Chola era.
From the second half of the 9th century to the start of the 13th, the builder 
sovereigns of southern India were known for their almost exclusive worship of the 
god Shiva.  The perfectly executed iconography and the supple shapes of Chola
sculptures make these pieces especially aesthetic, as well affording excellent 
historic references.  The fluid lines lend this depiction a great gentleness, a perfect 
reflection of the artistic dictates of the Chola period.  While the most famous pieces 
are in bronze, stone statues are rarer and are closely linked to places of worship.





swords came from archaeological digs in the Lang Vac region and were on display 
in the collections of the Huong Lang Museum. They were intended as presents for 
kings.
Among the funerary objects unearthed by the archeologists were intricately 
decorated arms, and their iconography tells us much. They probably never were 
used in combat, but do evoke the importance of nature and the animal world to this 
river people we call the Dông Son.

Identified in 1924, the Dông Son culture was named after a site on the banks of the 
Red River where its first traces were discovered at least 600 years BCE. Highly 
sophisticated bronze casting skills were developed, mostly for the creation of 
drums, recipients, arms and ornaments. People of the Dông Son culture placed 
great importance in rites and ceremonies, and most burial objects had both a 
practical function and a ritualistic symbolism. Clear proof of cultural and economic 
exchanges, Dông Son art not only influenced the Chinese provinces on which it 
bordered, but also a wide geographic zone that included Cambodia, Thailand and 
Indonesia up to the eastern Sunda Islands.

This Dông Son culture progressively morphed into Vietnamese art with Chinese 
tendencies, called Giao-Chi (or Han-Viet) as of the 1st century A.D.

For a similar object, consult Viêt Nam, collection vietnamienne du musée
Cernuschi, under the supervision of Monique CRICK, p. 36, Suilly-La-Tour, 2006, or 
the catalogue of the Baur collection, Art ancien du Viêt Nam, bronzes et 
céramiques, Milan, 2008.

Sword
• Bronze
• Vietnam
• Dông Son Culture, 5th - 1st centuries BC. 
• Length: 66 cm
• Provenance : Private collection, France

This long sword has a straight blade and a fancy handle with complex line-and-
rope motifs, with a circle on the top. One of its edges is decorated with a

magnificent ronde-bosse animal figure. 
Could it be a stylized crocodile or a tiger? On 
the other edge are square hollows that once 
held small bells.
Given its size, this sword is one of the 
longest in the Dông Son style. There are two 
similar pieces in the Dông Son culture of 
Vietnam - one decorated with a rooster head 
- that have bells on their handles and bear 
the same line-and-rope motifs. These





This square plate shows a remarkable symmetrical and stylised pattern of the 
typical Dong Son’s boats. On each of these boats, feathered men, probably

Pectoral plate 
• Bronze
• Vietnam
• Dông Son Culture, 5th - 1st centuries BC.
• Height : 15,5 cm
• Provenance : Private collection, France

warriors can be found. This type of plate 
may have been used as a chest protection 
for warriors, or to indicate the social rank of 
the holder. 
This plate was cast with the lose-wax 
technique and has been found with other 
ones in some graves from the 
neighbourhood of Dong Son village, in 
Thanh Hoa province. The fact that they

were discovered near weapons allows us to think that they were male attributes for 
war. The holes on each corner should have been used to pin the plate on a war 
cloth, which was whether a prestige symbol or a prophylactic item.

Identified in 1924, the Dông Son culture was named after a site on the banks of the 
Red River where its first traces were discovered at least 600 years BCE. Highly 
sophisticated bronze casting skills were developed, mostly for the creation of 
drums, recipients, arms and ornaments. People of the Dông Son culture placed 
great importance in rites and ceremonies, and most burial objects had both a 
practical function and a ritualistic symbolism. Clear proof of cultural and economic 
exchanges, Dông Son art not only influenced the Chinese provinces on which it 
bordered, but also a wide geographic zone that included Cambodia, Thailand and 
Indonesia up to the eastern Sunda Islands.

This Dông Son culture progressively morphed into Vietnamese art with Chinese 
tendencies, called Giao-Chi (or Han-Viet) as of the 1st century A.D.

A similar model is illustrated and described in BARBIER-MUELLER, 2003, p.72. 
Another pectoral plate is presented in our catalogue *Bronzes du Vietnam, la 
symbolique de l'émotion*, which is from the Lan Huong Pham collection.





The handle of this straight-edged knife is round and pierced with two rows of slits. 

Dagger
• Bronze
• Vietnam
• Dông Son Culture, 5th - 1st centuries BC.
• Length : 19 cm
• Provenance : Private collection, France

The hilt flairs out and coils on either side of the 
blade.
This arm stands out in its excellent state of 
conservation and its beautiful archeological patina 
of green. Such daggers were often discovered 
during digs at sites along the Red River.
Certain archeologists have suggested that the 
open design on the handle could have been meant 
to contain marble-sized balls, so that any 
movement of the arm would have caused a ringing 
sound. This detail might suggest a ritualistic use.
Identified in 1924, the Dông Son culture was 
named after a site on the banks of the Red River 
where its first traces were discovered at least 600

years BCE. Highly sophisticated bronze casting skills were developed, mostly 
for the creation of drums, recipients, arms and ornaments. People of the Dông
Son culture placed great importance in rites and ceremonies, and most burial 
objects had both a practical function and a ritualistic symbolism. Clear proof of 
cultural and economic exchanges, Dông Son art not only influenced the 
Chinese provinces on which it bordered, but also a wide geographic zone that 
included Cambodia, Thailand and Indonesia up to the eastern Sunda Islands.

This Dông Son culture progressively morphed into Vietnamese art with Chinese 
tendencies, called Giao-Chi (or Han-Viet) as of the 1st century A.D.

For a similar object, consult Vi t Nam, collection vietnamienne du musée 
Cernuschi, under the supervision of Monique CRICK, p. 36, Suilly-La-Tour, 
2006.





This superb drum with its magnificent green patina is without a doubt the most

Rain drum
• Bronze
• Vietnam
• Dông Son Culture, 5th - 1st centuries BC.
• Height : 35 cm
• Provenance : previous collection of Mr. Tham Mayor of Hanoi. 

outstanding object of the Dong Son culture. The centre 
of its plateau bears a seven-point star, in relief, which 
corresponds to the area which the drummer struck and 
also symbolised the sun. Chevrons and dotted circles 
ornament the plateau. On wider concentric bands 
stylised birds are found, as well as stylised feathered 
warriors. The outer edge of the plateau is composed of 
geometrical motifs that are typical of Dong Son culture.
The body of the drum presents three sections, 
including a flaring base, a median zone with straight 
sides and a convex upper section called a torus. 
Traditional geometrical ornaments decorate the body 
of the object except for the foot, that has no 
decoration. Four handles are attached to the torus and

the middle section of the drum.

Identified in 1924, the Dông Son culture was named after a site on the banks of the 
Red River where its first traces were discovered at least 600 years BCE. Highly 
sophisticated bronze casting skills were developed, mostly for the creation of 
drums, recipients, arms and ornaments. People of the Dông Son culture placed 
great importance in rites and ceremonies, and most burial objects had both a 
practical function and a ritualistic symbolism. Clear proof of cultural and economic 
exchanges, Dông Son art not only influenced the Chinese provinces on which it 
bordered, but also a wide geographic zone that included Cambodia, Thailand and 
Indonesia up to the eastern Sunda Islands.

This Dông Son culture progressively morphed into Vietnamese art with Chinese 
tendencies, called Giao-Chi (or Han-Viet) as of the 1st century A.D.





It is fairly rare to find oil lamps that unite such well-figured anthropomorphic

Oil lamp
• Bronze
• Vietnam
• Dông Son Culture, 5th - 1st centuries BC 
• Height :  cm
• Provenance : Private collection, France

representations and animals. Here, kneeling 
figures with facial traits that are characteristic of 
the Dong Sonian aesthetic alternated with stylised 
birds that seem to be perched on a branch.
Identified in 1924, the Dông Son culture was 
named after a site on the banks of the Red River 
where its first traces were discovered at least 600 
years BCE. Highly sophisticated bronze casting 
skills were developed, mostly for the creation of 
drums, recipients, arms and ornaments. People of 
the Dông Son culture placed great importance in 
rites and ceremonies, and most burial objects had 
both a practical function and a ritualistic 
symbolism. Clear proof of cultural and economic

exchanges, Dông Son art not only influenced the Chinese provinces on which it 
bordered, but also a wide geographic zone that included Cambodia, Thailand 
and Indonesia up to the eastern Sunda Islands.

This Dông Son culture progressively morphed into Vietnamese art with Chinese 
tendencies, called Giao-Chi (or Han-Viet) as of the 1st century A.D.

For a similar model though of very different composition, from the Lan Huong
Pham collection, exposed at the Royal Museum of Mariemont, see Hubert, 
Noppe, 2002 (1) p. 27, n°2.06.





Louche
• Bronze
• Vietnam
• Dông Son Culture, 5th - 1st centuries BC.
• Length: 16 cm
• Provenance: Private collection, France

This remarkable ladle with a beautiful patina is from the Dông Son civilization of 
Vietnam, and an aquatic symbol for two reasons. First by its mere function: as a

container for liquids. Secondly, the figure on 
the end of the handle is a man crouching in 
the traditional position of men on a boat. This 
lends the object its ritual dimension, 
representing a boat slipping through the 
waters of a river. Its pure design, its dating 
and irreproachable state of conservation 
make it of major historic significance and 
demonstrate the vast artistic sensitivity and

technical craftsmanship of Dông Son bronze artisans.

The archeological objects linked to the Dông Son culture all have a point in 
common: their symbolic reference to water. Life for these people along the banks of 
the Red River was linked to the water, and flowed with the same rhythm, which is 
why it's not surprising that water, as well as river creatures and riparian human 
activities, are omnipresent in their art and in the extremely rich iconographic 
vocabulary that evolved. For example, the dotted circle motif frequently found on the 
situlas or the famous rain drums. Animals such as fish, turtles or wading birds are 
recurrent water references which, when combined with the boats and their crew of 
plumed warriors, remind us how important that element was for this civilization.

Identified in 1924, the Dông Son culture was named after a site on the banks of the 
Red River where its first traces were discovered at least 600 years BCE. Highly 
sophisticated bronze casting skills were developed, mostly for the creation of drums, 
recipients, arms and ornaments. People of the Dông Son culture placed great 
importance in rites and ceremonies, and most burial objects had both a practical 
function and a ritualistic symbolism. Clear proof of cultural and economic 
exchanges, Dông Son art not only influenced the Chinese provinces on which it 
bordered, but also a wide geographic zone that included Cambodia, Thailand and 
Indonesia up to the eastern Sunda Islands.

This Dông Son culture progressively morphed into Vietnamese art with Chinese 
tendencies, called Giao-Chi (or Han-Viet) as of the 1st century A.D.

Consult the work of Monique Crick, Viêt Nam, collections vietnamiennes du musée
Cernuschi, Suilly-la-Tour, 2006, or the catalogue of the Baur collection, Ancient Art 
of Viêt Nam, bronzes and ceramics, Milan, 2008.





This recipient with an openwork base is composed of a rounded middle that narrows

Vase à base ajourée 
• Bronze
• Vietnam
• Giao Chi period, 1st century BC. - 3rd century AD. 
• Height : 34 cm
• Provenance : Private collection, Belgium

toward the top and is crowned with a cover. 
The neck has two rings to anchor the 
handle, which is made up of two short chains 
and a rigid part with a zoomorphic figure at 
either end. On the upper part of the neck are 
vertical triangles, called yué, that are typical 
of the Dông Son culture.
The base of the recipient is lace-like with 
hook motifs. It offers an admirable contrast 
with the pot-belly above it and accentuates

the delicacy of this base. A magnificent effect, thanks to the excellent 
craftsmanship of the Vietnamese bronze workers and their mastery of the cire
perdue -or lost wax - technique.

Identified in 1924, the Dông Son culture was named after a site on the banks of 
the Red River where its first traces were discovered at least 600 years BCE. Highly 
sophisticated bronze casting skills were developed, mostly for the creation of 
drums, recipients, arms and ornaments. People of the Dông Son culture placed 
great importance in rites and ceremonies, and most burial objects had both a 
practical function and a ritualistic symbolism. Clear proof of cultural and economic 
exchanges, Dông Son art not only influenced the Chinese provinces on which it 
bordered, but also a wide geographic zone that included Cambodia, Thailand and 
Indonesia up to the eastern Sunda Islands.

This Dông Son culture progressively morphed into Vietnamese art with Chinese 
tendencies, called Giao-Chi (or Han-Viet) as of the 1st century A.D.

A similar piece is the pot with tall, lacework legs that imitate the clouds, mentioned 
in our previous catalogue Bronzes du Vietnam, la symbolique de l'émotion, p.52, 
which comes from the Lan Huong Pham collection and the urn from the National 
Museum of Vietnamese History in de Hano featured in Arts of Ancient Vet Nam 
From River Plain to Open Sea from the Asia Society pages 76-77.





The Giao Chi period synthesizes Vietnamese bronze-crafting traditions and

Mirror
• Bronze
• Vietnam
• 13th - 14th century
• Diameter : 17 cm
• Provenance : Private collection, France

Chinese iconographic influences. This mirror is a 
good example of this phenomenon and is very 
attractive considering its really good conservation 
state. The Chinese influence appears with the 
Dragon (symbol for the Emperor). This kind of 
mirror belongs to the toilet items category, mostly 
used by women, but also offered as a gift to the 
dead for funerals.





It is rare to find materials this varied in one piece of jewelry. And it is very 
interesting that it includes both local stones and glass - probably imported from 
India.

Rings, less well-known than sandstone statuary, bear witness to the exceptional 
quality of execution of Cham jewellers. They have often been found, buried 
(hidden or foundation deposit?) around the towers themselves. A makara face, 
finely incised and highly stylised, can be identified on this one.

For similar models, see Le Xuan Diem, Vu Kim Loc, 1996, p. 72-73 and Hubert, 
Noppe, 2002 (1) p. 146-151.

Bague 

• Gold, chalcedony, amethyst, garnet and glass
• Art of Champa
• 10th - 12th century
• Height: 3 cm
• Provenance : Private collection, England





This piece is characteristic of the U Thong Type C style, with its flame-shaped 
ushnisha and the V-shaped band that separates the forehead from the hair. The 
delicate, gentle expression of this face is in sharp contrast with the more severe, 

U-Thong Buddha Head 
• Bronze
• Thailand
• 14th - 15th century
• Height : 25 cm
• Provenance : Private collection

angular faces of the preceding U Thong Type B style.
The bronze has acquired a magnificent brown patina 
over time, lending it authenticity and an aesthetic 
presence.
This representation of Buddha is moving for several 
reasons. It is the fruit of local artistic influences and 
reflects the religious fervor of the sculptor at a period 
when Theravada Buddhism was spreading across 
Thailand.
Prince U Thong founded the city of Ayutthaya in the 
Chao Praya river valley, as well as the kingdom of the 
same name in 1350, calling himself Ramathibodi I. This 
kingdom located to the south of Sukhothai, its rival, 

prospered up to 1767, when the city was destroyed by the Burmese.

Subsequently, the term U Thong became used to designate the artistic school 
developed in this region. It is divided up into three styles - A (12th-13th century), B 
(13th-14th century) and C (13th-15th century) - although they share some technical 
characteristics.

Mainly associated with Maravijaya (Buddha vanquisher of Mara), sculptures of bronze, 
stucco or sandstone are represented sitting in the virasana position on a full, concave 
base. The head is characterized by small curls with a band separating the hair from 
the face, a symbol that was already used in the Lop Buri school. The monastic robe 
covers the left shoulder while the right is left bare. The flap of the cloth drops straight 
to the navel and the hands have a natural shape.

The progression of Style A toward Style C is visible more in the shape of the face -
square and of Khmer inspiration in the former style, fine and oval influenced by the 
Sukhothai style in the latter - but also in the shape of the ushnisha, Buddha’s cranial 
protuberance, which is first epitomized by a lotus bud and later replaced by a flame 
typical of the Sukhothai style and often associated with the walking Buddha.

For a similar piece, see The Sacred Sculpture of Thailand – A.B. Griswald collection –
W. Woodward – Thames and Husdon, 1997 plates 181 and 194. 





head is a jewel-incrusted tiara. The majesty of this image, with its detailed, serene 
features, is reinforced in the background by a mandorla formed by a richly carved 
arch.

The art of the Newars bronze craftsmen, a minority living in the Katmandu Valley, 
was greatly inspired by Indian and Tibetan art. Their creations were characterized, 
among other things, by the use of semi-precious stones to decorate crowns and 
jewelry. The apogee of Newars art fell between 1200 and 1482 A.D., during the 
ancient Malla period.

Executed with the repoussé technique, this work was made from pure copper plate 
which was then gilded using mercury. The gilding is still in excellent condition, with a 
slight patina in places, which lends the piece character and authenticity.

For similar pieces, see the catalogue created for Art of Nepal: A catalogue of the Los 
Angeles County Museum of Art collection, 1985.

Bodhisattva
• Gilded copper with inlaid jewels
• Nepal, Kathmandu region
• 15th - 16th century
• Height : 43 cm
• Provenance : Private collection, United States

Creatures of enlightenment, the bodhisattvas renounce nirvana and dedicate 
themselves to becoming Buddhas by working for the good of all. They symbolize 
the height of renunciation and compassion, and have gifts they use to guide people

along the path of enlightenment. They have held a 
major place in Buddhist art since their advent in the 
pantheon with the Mahayana and exist in a multitude 
of forms.
This bodhisattva is seated in the position of royal ease 
(rajalilasana) generally connected with a royal figure. 
His right hand, expressing the gesture of discussion 
and transmission (vatarka mudra) and with a lotus 
flower, is raised to shoulder height and the thumb 
touches the index fingers with the other fingers lifted. 
He is wearing a long dhoti embroidered with floral 
motifs and around his shoulders a scarf moves 
elegantly. The divinity is covered with elaborate 
jewelry (pectoral necklace, bracelets, belt) and on his






