Lichchhavi Art Of Nepé_.l

—'?{e/;ana %GHMZ -

(CONTINUED)
CHAPTER II1

SCULPTURAL S1UDY

-

The art in Nepal reached its zenith in the
Lichchhavi pericd. Lichchhavi sculptures are
mainly represented by many stone icons of
Vishnu, his diverse forms and incarnations;
the Uma-Maheshvara panels, images of the
Buddha and the Avalokitesvara Padmapani
and Vajrapani. Some of these are made of co-
pper bronze, but in a few cases only. For inst-
ance, Tara or Gauri (copper, 7th century) (1)
Devi (copper, 7th century) {2) Vajrapni (Guilt
copper, 7th century) (3) Buddha Maitreya (cop-

per, 7th-8th century) (4) Nimbate -figure and" -

Attendant (copper plate 8th century) (5)Garuda
Bronze (7th-9th century) (6) Uma-Mahesvara
(Bronze, 8th-9th century) (7).

The early art does not seem to have sprung
from an early established local school, but pr-
oduced under the influence of the Ikshavaku,
Gupta schools and the Pala school in different
periods. The sculptural art of the Licl havis is
comparable with similar works fiom India
carried out during golden age of Gupta
djnasty. L

As Stella Kramﬁsch writes, ‘It is Newar
who created the art of Nepal, in close touch
with that of India, preserving the traditions-
while evolving their own in relative seclusion
of the mountains and separateress of their
race’. :

Though the art of Nepal owes its origin to:
India, the local artisxs"gave it different effects.-
from those of the Gupta sculptures, but the
faces of the icons reflect a native style.

“We can study the sculptures of the Lichc-
hhavi period on the basis of style and chrono-
logy.

The Lichcbhavi sculptures contain a magn-~
ificient grandeur in their representation. R.N..
Pandey mentions that the ornat¢ly elaborate:
hair’ style, proportionate limbs, plastic and
mobile body, sler derness of waist, moderately
cxaggeratéd hips, restraincd ornaments, not
too plump breasts and decoritéd and diaphan
ous drz pery are scme cftte typical character-
istics of the Lichchhavi sculpture (&).




{a) STYLE
(i) Head -dr_ess

The head—'resses played an important role

in making the images beautiful, especially in .
Teflecting the chirms and personality of the

face.

Much attention was paid by the Lichchhavi
artists in the execution of the head—dresses
of their images. Most of the deities represented
during this period are the Hindu and Buddhist
ones. Among the Hin‘lu deities Vishnu, Laksh-
mi, Siva-Parvati, Garuda Mavacevi and Krsna
in the child form are found. In the Buddhist
dcons the figures of standing Buddha, Padma-
pati, Avalokitesvara ard Tara are available.
‘Taking into consideration the head—dress of
these images we find that either the crowns are
put on their heads or there is matted lock of

hair. In case of the female the hair is thrown.

on the back or on the sides and teautiful curls
touch on the shoulders. The Garuda figures
bave a mail of coat with a bun in the centre.
The Buddha figure shows a shaven head with
a protuberance in the middle. Then there are
individual variations also as we find the repres-

-entations of the smaller divinities or the ‘figures
-of different panel--

The earliest image of the Lichchhavi period
is of Trivikran Vaman Visnu dated 467 A. D.
(Pasupati, pl. No. I, fig. ¢), because the face
is defaced and the head gear is not very clearly
nioticeable. But it Jooks as if the crown was an
inverted basket type huving a flap in the front
and there are reminiscences to such flaps on the
{ateral sides. Then thric 1s fan like decoration
with incised designs. But as regards the designs
on it, it is not manifest in the relief.

The Vishnu of Changunarayana (pl. No.
11, fig, 3), which is about three hundred years
later has' pointed crown having the facade
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“expanded and is executed with floral desj-

gns, In the Visvarupa furm of Changy
Narayana (pl. No. 1V, fig. no. 4), there are
two panels, one inthe shape of the collosal
form. The Sesksayi form containing the same
type of crown as we find in-1he Visnu Vikranta
relief of the temple. But from this we can not-
ice big rayed star carved out on the lateral

wings of the crown. About the fore-head itis

executed with circles and irc'sicns that give
the semblances of huge diamond embedded
in the front. The hair of Balrama (9) is actually
Jied in a bun with a fillet like that of South
Indian Bionzes.

The head-dress of Sivais always chown in
the shape.of matted lock, ajata. The National
Museum Uma—sahita—mahesvara murti dated
8th—9ih century A. D. (pl. No. VII, fig. 1)
shows the hair in the centre on the top and.
piled high in characteristic style of an ascetic
apd -then wrapped in seven horizontal coils
and then tied with a band of cloth which shows
three vertical lines in the front There is indi- .
cation of annther knotted braide with the hair
incised on the sides we notice the flower susp-
ended. A crescent on the left and a skull on
the right also appears.

There are three important S ivité pane's at
Kathsimbhu executed in the lines of Kumarsa-
mbhav. In these one belongs to ‘Siva in the
disguise of a ycung Brahmachari before Par-
vati (10.) In this his hair has been shown falling
on the shoulders with short curls at their znds.
In case of the ‘Siva and Parvati with infant
kumar, celebrating his birth (11) their hair is
thrown on the back and there is evidence of
combing also. We find curls here also specially
above the right shoulders. In the armour relief

of Siva and Parvati (12), the hair is again tbr-
own on the back and there are four-wams rai-
sed in the centre. They fall on the right earin
the in'ersecting curls which enhances the gran-
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deur of his face to a great extent. The comb
marks are visible here also, ’

The Pasupa'i Buddha (half buried, pl. No.
IX? FIG.no G.), shows short curls hairs with

. a protuberarce (Usanisha). This protuberance.

shows four horizontal disc of beaded-lins. The
‘head is constrictéd and the ushanisha becpmes
slender as it goes to _the top..

The Dhuaka Baha. padmapani’ (pl. no X,
fig. no. 2), figure shows three-peaked crown
with a big diamond _in the central pit within
the floral frame-work. At the base of this
.crown there is three string bands of which the
.cential one shows the head mark.

Utmost care was taken in the representa.
tion of female hair dress during the Lichchhavi
‘period. In Visnu Vikranta murti of Pasupati
(Pl. No. IIl fg. no, 2) the consort of Bali
shows an ornate head decoration. The same
‘women in case of Ch'a'ngunarayana Vishnu Vik-
ranta image (pl. No. III, fig. 3) is shown with a
bulbus braid and there is a band of studded
_jewels tied at the base of this braid. Seme curis
of the head, sensitively folicate in the periphery
of the fore-head. In the Uma-mahesvara relief
as in Archaeological garden image (pi. no. VIII,
‘fig. no. 1) the goddess executed with a big bun
-of incised line and a crown on the forehead
‘with flops above the ear.

. Tn the case of Mara’s Temptation (pl. no.

X1, fig. no. 1) of museum daughter of Kama

. shows a mayurpriksa‘ (feather of pea-cock) tied

-on the forehead. The Camunda of this sculpt-

ure shows her hair carved like the burning
flame in the vertical fashion.

In case of Kathesimbhu relief Parvati and
.her friend (Parvati in pepance as Aparna (pl.
No. VIL fig. 2) are shown as in the Brahmach-

“ari panel of the same group (13) that is their
hairs fall from the mang (the line running

above” the forehead. where vermillian is taken

- after marf'rage) on the sides and reach upto the
" shoulders in the curly fashion.

La_xmi, (Padmahasta) of Museum (pl. No.
X1, fig. no. 3), shows an elaborate head-dress.
The hairs are tied on the right above the ear
like the wet cloth tied after squeezing the water
from it. Above the forehead we noticed the
execution of triangular peak carved with floral
designs. The design stand with mavurpriksha_
and diamond tvpe. The hair band "and a few
curls which bang on the fore~head like the
leaves are also seen.

The Yamuna figure of Pasupéti (pl. No.
XI1I, fig no. 1) has u'nique type of head-dress
mostly marked with beaded designs. The shape
of the crown with round pendant is similar to
one worn by Visnu Visnarupa image (pl. No.
1V, fig. No. 4) and few curls hang on the
forehead. '

{(ii) Ear~-Ornaments

The ear orpaments on the images of ihe
deities and the mortal beings is a very- old trad-
ition. The terracotta figurines and the stone
images of the cultures belonging to the proto—
historic period also attest to this fact. -In the
realm of Hindu and Buddhist séulpt}ires and
fine arts we find their ornaments very vividly
and exuberantly portrayed. This being the
fact and the Lichchhavi sculptures being{Hindu
and Buddhist they executed their art on the
imitation of the Indo-Gangetic plastic styles,
have been beautified by the ear ornaments in
the tradition of the former relief.

The earliest sculpture belong to Lichchbhavi
period js of Visnu Vikranta dated in A. D. 467.
In this relief (pl. No. 111), fig. no.2) and the .
Vishnu Vikranta of Lajimpat (pl. No. III, fig.
no. 1) both the faces are worn out but we can




still see the pendants of ear-oranments hanging

from the perforated lobes.

The Brahma image of Pasupati (pl. no. 'V,
fig. no. 1), which has been dated to the fourth
century by Krsnamurti (14) shows perforated

lobes with ornaments in all the faces.

In case of Siva and Parvati relief Siva has
‘the snake éar—orrnament whichis eye-shaped
and executed with floral design and centre
looks embedded with gem. The Laxmi (Padma-
hasta) of Museum (pl. no. XI, figno. 3) hasa
rosette shaped ear-ornament as we find in cne
of the daughters of Kama in Mara’s Tempta-
tion (pl. No. XI, fig. no. 1) But the other dau-
ghter puts on the lotus shaped ear-ornaments.
"The Camunda of the same panel contains a
circuit kept one upon the another in the vertical
fashion.

In the relief of amourisity (pl. No. VII, fig,

no. 4) Siva puts on a eight petalled lotus flow-
.er hang by a stem from the lohes. The blossom

of the lotus is represented by a big circle in the

cenire. In the Nagal Kumar Sambhav relic)
(15), he wears lotus buds. This design became
common later on and is found in the seventh
century Tara also (16).

The Vaisnavite images of 8th and 9th cent-
uries have been decorated with varjous types
of ear—ornaments. The Visnu Vikranta of Cha-
pgu (pl. no. I1J, fig. no. 3), contains the ear-

ornaments executed with bead designs. In case

of Rahu inright ear this orpament exists but
in the left the ear-ornament is quite peculiar.
The Yamuna (pl. no.XI]I, fig. no. 1) and
the Mangla Gauri (Bachchhalesvari) panels of
Pasupati. (pl. no. XlI, fig. no. 2) also show
eight petalled lotus shaped ornaments like the
Parvati’s lotus shaped ornaments of Siva and
Parvati with infant Kumar cclebrating his bir-
th (pl. no. VII, fig. no. 3). Butthryare crude
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and marked by heaviness whereas in the for-.

mer fhey are beautifully shaped.

Of the three reliefs of Padmapani coming
from Dhuaka Baha (pl X, fig no. 2) Yampi

Baha (pl.no. X, fig no. 3) and Ghatavihar |

Kathesimbhu (pl. X, fig. no. 1) the Dhuaka
Baha Padmapani contains \the ear-ornaments
as we see it In the Changu Narayana relief of
late Lichchhavi period. But this image isan
earlier spcimen. The Siga Baba Avalokitesy.
ara’s (pl X, fig. no. 1) ear-ornament is like the
ear-ornament of the right ear of Laxmi (Pad-

mahasta) while the Avalokitesvara and the

devotees of Yampi Baha (pl. no. X, fig. no. 3).
relief contain the ear-ornament is shown with
a discoidal ring. The centre shows big gem.

(iii) Necklace

Like the ear—-ornaments necklaces were giv-
en to both the male and female figures of the:
Lichchhavi sculptures.

The Vishnu Vikranta of Pashupati (pl. No.
111, fig. no. 2) and Lajimpat (pl. no. 111, fig.
no I), both contain the necklaces. But tl ey are-
worn out and their details instinct from the
garments. But we can see the broad strip in the

_ crescentric form running fiom the base of the

neck. It seems that it was executed with floral
designs and a gem in the centre on the chest.
All the males and females of these reliefs wore-
necklaces. But nothing is seen clearly in the
panels. The wife of Bali shows a big gem held
in string between the breasts.

In the Kumar Sambhav.relicf in the carving
of the *Siva’ and Parvati with infant Kumar,
celebrating his birth ‘reliet’ (pi. no. VII, fig..
no. 3) all tke figures have been shown with ne-
cklaces. [n each case it consists of two rings of
gems. At the place of pendant we find four
petals of lotuses fil'ed with {he gems. The
Brahmachari (1), Siva in the disguise of a.

&
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young Brahmachari before Parvati’, puts on a
thick band of SUTRA with a massive circular
pendant on the chest.

Of the three Padmapani reliefs the first one
Dhuaka Baha (pl. no. X, fig. no. 2), showsa
heavy necklace executed with bead designs.
The third one Srighata Vikara (pl. no. X, fig
mo. 1), is not very different from it. The only
difference that exists here is its thinness and
short locket hanging in the centre

The Brahma and Parvati reliefs (pl. no. v,

fig. no. 1. pl. No, XII, fig no.2) of Pashupati '

show a thin band of bead string on the back
neck. Itisshort and close to the neck. The
cenfral portion of jewelis embedded with nu-
merous gems in the shape of rosette.

The Uma-Mahesvara relief of Museum (pl.
No VII, fig. no. 1) shows a necklace which
has formed a triangular shape in the front
with sinuwous outlines on the sides. This fact
exists in the necklaces of both the portraiture
-vividly The Garuda relief whether from Chan-
gu Warayana (pl. no. VI, fig no.2) Hadigaon
(pl. no. VI, fig no. 3) or Boston (19) show a
snake tied around on the neck.

The Yamuna (pl. No. XII, fig.no. 1) and
Mangla Gauri (pl. no. XII, fig. no.2) both
have one type of necklaces. Both show a big
gem closely tied with gem studded strings whi-
ch encircles round the neck.

(iv) Armlets (Keyur)

The armlet is a common feature in the
Lichchhavi sculpture. Pasupati (pl. mo. 111,
fig. no. 2) possess heavy armlet which tightly
bind the arms of the deity. In the front at base
it shows a circle with which rays shoot. The
circle perhaps «tand for diamond and-rays for
its light. We find this design in all the armlets
executing in bis eight arms. The Lajimpat

Vishnu Vikranta image (pl. no. 111, fig. no, 1)
is exceptionally worn out and its Keyur are-
not visible in the arms. The Vishnu Vikranta.
of Changu (pl. no. Il fig no. 3) 1s decorated.
with Keyur in the arms which consist of three:
horizontal lines with two rows of small balls,
In the frontal there is a semi-circle zbove this.
and its centre has been decorated with diamo--
nd design. It has been border with floral motif,

In case of Budhanilkantha Vishnu image-
here the place of Keyur has been taken by
Bhojadanda. The Garuda of Chargu Narayana-
(pl. No VI, fig. no. 2) has n=gis for his-
armbandi.

As regards the Saivite images of the pericd-
the Keyur exists in them also. The armlets of
Siva and Parvati in case of Naghaltole Uma-
mahesvar murti (20) #re simp'e that is an-

~ illiptical portion s executed Lelow the armp--

itsin the facade and tied on the back with the
unitary strips.

Of the four five Kumar Sembhav relief of”
Kathesimbhu only in one that is Siva and.
Parvati with infant Kumar, celebrating Kum-
ar’s birth’ (pl. no. V'I, fig. no. 3) 1o Siva this-
ornament is given and it is of Bhojadanda-
type. :

The Buddha statues generally portray with-

.out ornaments. That is why we do wot find the

Sayambhu, or Pashupati Buddbas. Fut the-
Avalokitesvaras and female figures have these-
ornaments. The Yampi Baha Avalokitesvara:
(pl no. X, fig no. 3) has a thick band running.
around the arm with a fraingul'r pendancin
the bottom of facade ard above the band we:
can notice a huge diamond with the florap
designs.

The Mayadevi's armlet (pl.- no. 11, fig. no..
3)isin shape of thick and hcavy metallic orn-
ament carved with ‘triangles. The space of’

triangle is filled with balls. In the bottom we
see semi-circular making the cup designs.




The armlet of Laxmi Padmahasta (pl. no.
xi, fig. no. 3) shows a big diamond in the
- gentre and floral ex=cution in the périphefy.
The Yamuna's armlet (pl. no. XII, fig. no.1)
is in the shape of Bhojadanda. But the upper
part has been flourished ‘into floral execution
“‘between the Bhoiadanda and the shoulder.

(v) Yajnopavita

The Yajnopavita or the sacred thread was

worn by males and femalés both in ancient

times and after upto this ceremony that a
student started his education in those days.
"The Yajnopavita in case of a male runs from
the left shoulder upto the right thing and itis
‘known as Yajnopavita. In case of the female
it is just opposite of the male; i. e., it emerges
from right shoulder and hangs on the left thi-
ngh and is called the upaviti. .

There is no trace of Yajnopavita in the
Vishnu Vikranta image, Garuda of the time of
Manacdeva and Garuda of the time of Amsuv-
arma. In case of the
‘Dhumbarah
‘this in single broad iine seen runaning from the
1eft shoulder and reaches upto the upper thigh
-of the right leg. But it does not divide the
bust into two halms. Actually from the shoul-
-der it comes parallel to the outline of his chest
and belly on the left and then from the waist-
band it twists on the right thigh on the facade
through pelvic and vanishes after showing
semi cresentic form at the place whe'e his

" right arm placed on the hip. In case of sleep-
ing Vishnu in Vizvarupa (pl. no. IV, fig. no. 4)
and Garuda san Vishnua (pl. no. IV, fig. no.
2) it does not extend upto the lower thigh.

Varaha image from
(pl. no. V, fig. no. 3) we find

In case of Uma-Maheshvara images this
Yajnopavita exists on the bedy of Siva only.
In the Uma-Mahesvara murti of Museum (pl.
no. VIII, fig. no 1) the god shows his sacred
thread of thin outline running from the left
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shoulder and teminationg at the base of the
right thigh. The Y«joopavita of Uma-Mahes-
vara relief (21) emerges from between the ear
ornaments and the shouldér and is terminated
at the base of right thigh. In the Sivain the
disguise of young Brahmachari Lefore Parvati
image relief (22) Parvati has been shown
putting on this upaviti. It has four thick bands
and runsin a broad strip on the bust; it cover
the left breast.

There was no tradition of giving this Yajn-
opavira to the Buddha images. Butin case of
Avalokitesvaras this has frequently shown.
The Dhuaka Baha Bodhisattava (pl. no. X, flg.
no. 2) has his sacred thread in a single thin
line and it vanishes in the carvings of the dhoti
below the waist band. Ia case of the Yampi
Baha (pl. no. X, fig. no. 4) the figure shows
aloog Ydjnopavita which is almost straight
between the left shoulder and the cloth band
tying the hips. In the facade on this band it
loosely hangs and from the inside it possess
down to the knee of right leg. In the portion
of bust it aimost runs from the peripherial
outline of the bndy.

The oniy image which shows the ornament
inits fullest reality is of Brahma from Pashu-
pati (pl. no. V, fig. no. 1) dated to 4th century
by Y. G. Krsnamurti (23). Here it is in three
lines and runs as we find it worn by people
today. The other Brahma of the site also has

Yajnopavita but it is not clearly marked as in
the previous image.

(vi) Bangles and Anklets

Bangles and anklets regularly appear on
the images of the Lichchhavj period.

Tn the Vishnu Vikranta image, (pl. no. I11,
fig. no. 2) the bangles are given in all the ¢ight
hands. But there is no trace of anklets here. In
Vishau’s hands, - the bangles consist of a
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thick metallic sheet wrapped at the bases of
palms. The other figures of this relief also
have put onthe banglesand anklets both. In
‘the images of Changu Narayana belonging to
this period we do not see the bangles but there
is no trace of anklets in the main figure. The
-anklets are-seen in the legs of Bali’s wife, They
are very artistitcally cxecuted. As regards the
bangles of these images they are thinner than
the Vishuu Vikranta image of Pasupati and
“this shows knots also. Bali’s wife and a female
figure standing on lotus (Laxmi) put on Very
‘heavy bangles which covers about half of the
lower arms above the palms. In Vishnu Sridhar
(pl. no. VI fig. no. 1) and Yogasana Vishou
also the bangles are executed as in the Vishnu
“Vikranta image. But there is no trace of
anklets '

In the ¢Parvati in penance as Apérna’ relief
from Nagal tole (pl. no. VII, fig. no. 2) neith-
er she wears the bangler nos her friend. In the
“Siva inthe disguise of a young Brahmachari
before Parvati {24) the hands of Parvati are
mutilated and there is notrace of anklets in
“the legs. Brahmachari hasa very heavy: bang-
le and it is of a rounded shape. In the ‘Siva
and Parvati in armour, (pl. VII, fig. no. 4)
"Siva has neither bangles nor any anklets. Parvati
has justthe bangles and the central head is
~executed with floral design.

As regards the Buddhist images, there is
no trace of bangles or anklets in case of the
‘Buddha images But in the Bodhisattva images
the bangles exist. In the Dhuaka Baha (pl. no.
IX, fig. no. 2) this ornament is shown like
small beads. The Yampi Babha Bodhisattava is
-(pl. mo. X; fig mo. 3) has Horal execution on it

and: Siga Baha Bodhisattava (pl. no. X, fig. no.

1) 'has a solid band -only.

In the Mayadevi's wrist (pl. no. 11, fig. no.
2} there is a very broad bangles covering the

half of the lower ornaments and it has been -
executed with criss-cross linés creating small
squares with ball like elevation in between. At
the base of palm there is a line of bead design.
also. Her anklets is of the type worn by a
tharu lady in the Tarai region of Nepal i.e.
it is in the shape of a Kada.

Yamuna's hand (pl. no. XII, fig. vo. 1) is
broken from the wrist but the left hand shows
four lines representing perhaps four bangles. -
There isfloral ornamentation also in the front -
above this ornament. The best anklet belong-

ing to Lichchhavi period is found in this

image. The anklets consist of a single broad
band of metal executed with intricate floral
design, as in the waistband and this has exce-
ptionally illuminated the pedestal.

(b) COSTUME

DHOTI

One of the most distincive features of the
Lichchhavi sculptures is their ‘dhoti’, the long
ctoth, The dhoti appears on the sculptures
from the very beginning. It is shown worn by
the deities covering the thighs covering one
end hanging between the legs in an artistic
fashion. The dhoti is always tied with a waist-
band on the upper portion of the hips of these
figures. The body of this costume ts shown with
horizontal bands. Which appears in the obli-
que form on the thighs.

The Pasupati Vishnu Vikranta murti (pl.
no 111, fig. no.2) shows a thick dhoti and its
body -decorated with horizontal line cursing
his sturdy :thighs. It is held by a waistband
carved with oblique lines below the navel. The
end of dhoti after tightly incirclinvg the 1ight
thigh emerges from the back and again takes

acircle on the right side from the front and
goes tothe back to falls on the head of Bali,




who had grapted three steps on the lord
Vishnu. The border of the dhoti is clearly seen
¥alling above the head of Bali.

The Lajimpat Trivikram image (pl. no. I1I,
tig. no. 1) hasa very faint trace of dhoti and
only itsend is scen falling on the right thigh
in.a fan shaped manper. It is executed with
ihorizohtal lines in bold relief. In case of the
sculptures of Changu Narayana belonging to
“Trivikram Vishnu (pl. ne.. III, fig. mo. 3)
Vishou Sridhar (pl. no. 1V, fig, no 3), Vishnu
as Seshsayi and Visnurupa (pl. no. 1V, fig. no.
4)y Garudasana Vishnu (pl. no. 1V, fig. no. 2)
all of them show fine dhotis tightly wrapped
round theleg and fold (muja) in the front is
shown falling up to the kneesin the artistic
manner. Then there is a vertically incised flap
as we see in the case of the Léjimpat image.
Here below the right knee of the deity is a
fernale pouring down some fruits from a “Thali’
like utensil. Here we can see the anchal of her
saree banging from the back in a slanting
manner and covering the ‘left breast’. This has
“been shown falling upto the-ankie of left leg
in case of the Bali. The dhoti of Anantasayi in
the Visvarupa (pl. no. IV, fig. no. 4) shows the
same features. But here the borders are not so
ornate as in case of Vamana murti. The Srid=
har image of the site (pl. no. 1V, fig. no. 3)
stiows a little crudeness in the execution of
dhoti. But its end between the thighs falling
upto the feet are very artistic. Garuda shows
the same features. But Laxmi’s ‘muja’ and
sanchal’, both are simple in appearance.

The Saivite images exist during this period
either in the shape of the Siva—linga or the
‘Uma-Mahesvara relief like those of Kathesi-
mhu area. As regards their dhotis they are
similar to the dhoti carvings of the Vaisnavite

_male and female panels that we have seen
above.

. The only difference we {ind in the case of
the ‘Parvati in.penance ai Aparna’ (pl. no. VIL
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vfitg. no. 2) is that Parvati and her friends wear-
sarees very low below their hips (as some of

the modern lady do). The bodies of their-
sarees show the flower of four petals. We see.
this in their upper garments also. The Brahm--
achari Siva in the disguise of a young Brahm--
achari before Parvati (25) bave also been.
shown wearing a dhoti which is short. 1t cont--
ains a thin border of parallel lines and shows a-

beautiful end folds. In this case there is no
waistband. But a thick of dhoti itself is serving-
as waistband. The saree of Parvati in this scul-
pture is tied with Kush rope as waistband.
Here her saree shows beautiful flowers at places.
on the thighs within the broad bhorizontal
band executed with short balls. Here the ‘muja™

artistically runs paralle] to the flashy left thigh.

of the goddess, the ends over the knee are of a
foliated form. )

The Buddhist sculptures of the pefiod are-

far less im number as compared to the Vaisna.-
vite ones. In case of the Buddha images of the
period which comes from Sryambhu we sce
them wearing the long Sanghati (long saffron

coloured costume of the Buddhists harging:

frem the shoulder) and their hems have been
he!d bv the left raised arm. The Pashupati

"Buddha (pl. no. fig.no. ) hasa finer Sangh-

ati on his body. The Avalokitesvaras and their-
devoiees represented in the bottom of the
Dhuaka Baha, Yampi Baha and Siga Baba
show their dhotis represented uniformlv, i.e.
they are incised with horizontal lines and tied

with waistbard at the base of the hips. Further-

there are foliated tails falling up to the ank'es.

between the legs and we see another tail emerge
from the waistband on their left sides and
terminate in foliated forms. In front with the:
folded palms are the female devotees sitting.

on their left sides. Then thereisa cloth running.

in three bands. In case of Siga Baba (pl. no.
X, fig. no. 1) it is shown in four bands. They
tie the bulging hips to makec them slender and-

-
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this bas straightened the flexious. These have
been held by left arms and from here the
stems of lotus flower proceed on the top:

The Nativity scene of Buddha (pl. no. 11,
fig. no. 3) shows Mayadevi putting on a simple
saree with wavy lines on the tight and ordinary
folds between the legs. '

The dhoti of Laxmi Padmabasta of Museum
{p!l. No. XI, fig. no.3) shows shrinks on the
thigh and the ‘muja’ from the waistband, falls
down to the ankles. The circle of the saree's
sbread\v below the ankle has been marked with
vertical lines which ‘indicate the fold which
generally emerges in case of fine sarees. The
same featuresin little crude form we see in
Yamuna figure of Pashupati (pl no. X1I, no. 1)
Here the anchal extends on the back in stress

band of Sridhar, Garuda and Laxuii, all have
double lines of Chain design with eight peta-
lled flower in the centre below navel. The
‘muja’ of their dhotis fall fr. m. this p ace:
only. :

As regards the Saivite images we have wa--
istbands in them as in the Vaisnavite images.

The ‘Siva Parivar’ of Patan shows Siva and-
Parvati, both wearing this orpament and in-
both- case it has a line of beads in the centre:
running horizontallys The Parvati’s waistband,.
because it has gone loose, has shruvk on the
‘'side of the right hip and there can be seen a-
pendant. In Parvati’s penance as Apaina (pl-
no. VIII, fig. no. 2) Paivati bas w:isttand of
six lines with knots at places and perhaps tieds
Eelow the navel asin other specimens.

form and has created a ripple in the bottom

because of the intervention of the left form
placed on the left thighs:

(ii) K«tibandha (Waistband)

The waistbandis often found in the scul-
ptures.” Generally it holds the lower garment
tied from the portion of the hips.

Trivikram Vishnu image has a thick waist
band incised with thin oblique lines and tied
at the back of the navel. Its end is seen below
the right arm p't in the shape of fap.

Trivikram Vishou image of Chapgu Nara-
yana (pl. no. I1I, fig. no: 1) has its Katibandha
of three lines executed witha big lotus in the
region of pelvic. The same type of waistband
is seen in case of man we see holding his legs
planted on the earth The most remarkable
in tbis relief of the waistband of Laxmi and
the wife of Bali. These consist of three bands,
eich executed with a small bead inits string:
The front shows a beautiful flower., In the
Sridh'ar(_ image (pl: no. IV, figno. 4) the waist-

As regards the Buddha images, in case of
_the representation of Lord Buddha, ihe waist~
band does not exist, at the place of this orna-
_ment there is a deep incised line anly.

The Yampi Baha (pl. no. X, fig. no. 3)
specimen of the deity has a very thick bandi
with a lotus carved in front.

Mayadevi’s waistband (p! no. 11, fig. no.
3) takes its origin from the waistband of’
Laxmi and Bali’s wife in the Chapgu Vishnu
~ Vikranta jmage. But at the place of the hocks:
in the front where it joins the two ends it is-
not so artistic as in the previous specimen.

The Laxmi Padmahasta of Museum (pl.
no. XT, fig. no.3) las a four stringed bead—
laced v aistband with a lotus fiower above the
pelvic. Here the petals and the blossoms both:
are shcwn emerge, not sunken.

Yamuna’s waistband is quite unique, Beca-
use it contains lotus as within the bead lined
borders and ornate flower with square execu-




dion at the place of its blossom on the lcwer
belly.

(iii) Udarbandha and scarf

We do not find Udarbandba in the Liche- -

shhavi sculptures except in Visnu images.

Vishnu Vikranta of Pashupati (pl. no. fig.
0. ?) has used a Udarbandha tassel and knot
.at the waist left wide in Vishnu Vikraota of
“Lajimpat  (pl: no. IIL, fig no. 1), Tiiganga (pl.
no. 14, fig. no. 2) the sash tied round the
waist-knots and its loop suspending over the
‘thighs. The scarf and Udarbandha of Jalasay-
ana Visnu (pl no. VI, fig.no. 1) falls across

" «the thighs in a loop:

(C) Asana

The Vaispavite sculptures of Lichchhavi
period are mostly represented in. a standing
fashion. Trivikram Vishou from Pashupati

(ph. no. III, fig. no.2) Lajimpat (pl: no: I1I, .

fig. nos 1) Vishnu Sridhar (pl. No. IV, fig:
no 3) Trivikram of Changu (pl: no. Il fig:
no. 3) all are 'n a standing fashion:

Even the secondary figures of these -reliefs
are shown in ¢pe standing orinan inclining
fashion. Only Garudais found seated during
this period and his seats on his knees and toes:

There is one Varah image at Hadigaon (pl: .

no. VL fig. no. 3) shown seated on Pamasana.
The Vishnu of Changu is astride the back of
‘Garudamount—Garudasana (pl. no. IV, fig.
no. 2).

As rtegards the Saivite images in case of
Umamahesvara relief from Nepal (26), Hadiga-
on (p'.no. VI, fig no.4) and from National Mus-
cum (pl. No. VI], fig. no. 1) we see him sitting
in Sukhasana in which the left leg rests on the
seat and the right one dangles below on the

10 Ancient Nepal

carved mountain pedestal. In case of Hadigaon
relief we have four figures in Padmasapna ip
meditation and one in Sukhasana (Ardhapary-
arikasana).

‘The Kumarsambhava relief of Kathesimbhy

- have no tradittonal asanas. They are peculiarly

seated in different fashions. In Parvati in pen-
ance as Aparna (pl. no. VI, fig. no. 2) Parvati
has been shown seated which resembles Iral.
ambha padasana posture. Her attendart is
facing her below a tree sitting on hauhches
with the bent knees near the feet of the
goddcss: In ‘Siva in the disguise of a young
Brahmachari !efore Parvati’, Parvati is citting
on haunches with legs apartand Yer lent
knees indicate that she had turned her face
away from the abusive language sbout Siva
spoken by the Brahmachari.

Mangla Gauri of Pashupati (pl. no, XII, ~

fig. no. 2) is shown seated on Ardhapanyan-
kasana. In this her left leg is bent as in Padm-
asana on the lotus seat and the dangling right
rests on a small lotus flower carved on the
base of the pedestal on the right flank.

(D) Ayudhas and Mudras

Ayudhas and mudrasare seen in the Hindu
and Buddhist sculpturesifrom the time of the
Lichchhavi with define limbs and iconogra-
phic features—came into existence. There are
sculptures with more thanfone arm and they
are lashed with different types of objects which
indicate some feeings of the deity which he
wants to express on his followers when he is

pleased. Thus we find fsometimes the hands

held in Varada or Abhayan, which means
giving something to the devotees—booon of
protection.

The ayudhas are of different types. Some of
the ayudhas indicate the great power of deity
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and the -ather show the great proficieacy of-
'lo,rd -in the art of learning, music and dancing
and some indicate his vicotorious qualities.
Sometimes there are ayudhas and objects in
the hands which indicate the great serenity the
god-is pb‘ssesSed of and some are indicative of
great horrors.

The Vishnu Vikranta image of Pashupati
{pl.no. III, fig. no. 2) has eight arms =nd
holds different ayudbas and objects like shield
<club, discuss, etc, which show his great power
-of his eternal kingship.

After eight century A, D. when Vishnu is
tepresented as Yogasana (pl. no. 1V, fig. no. 2)
-or Sridhar (pl. no. IV, fig, no. 3} or as Kewal
(as Boston) Vishou (27) he is shown with

. .couch, shell, shield and discus and lotus flower

in his hands. The club and discus stand for
his migh't, the couch shell for the idealism and
the lotus flower for the purity and this is what,
€.g., power idealism and purity a devotee wants
to seek from his gods.

In Varah image (pl. no.V, fig. no. 3) we
find the boar faced deity with two arms only.
Here he does not hold any special objects in
‘his hand but his very act of subduing the king .
of snake was a source of inspiration to his
‘benefactors. In the Chapgu Trivikram murti
(pl. no. M1, fig. no. 3) we find a sword also in
-one of the right hands of the god. This weapon
is found in one of the main right arms of Vis-
marupa form (p! no. IV, fig no. 4) also. This
attribute is indicative of great power only.

As regards the Saivite images in case of
the Siva—lingas we find four faces. The expr-
ession of ‘the faces might vary but in their
short hands each cases are shown a . water
vessel Kamandalu and a rosary (Pashupati,
Deopatan) Inthe Uma-Mahesvara relief the
deity is shown holding the varadmudra, trid-
ent. the garland of rosary and either the left

breast or the'waist or'below the breast of the
goddess. As regards goddess, who seats on the
lefc tlhigh of the deity with her face turned
towards the god keeps her left arm on the left
bent knee while the right hand possesses the
base of the left thigh of the god.

Of -the five Kumarsambhav panels of Kat-

hesimbhu ‘Siva in the disguise of a young’

Brahmachari before Parvati (28) shows Siva
holding a flower in his right hand. In the sculs
pture of Siva and Parvati in amour (pl. no.
VIL, fig. no. 4) Siva holds Abhayamudra in the
right ‘tand while the left one is empty. His
coasort here holds a cloth which has been
thrown and wavers on her face and back and
in her right hand she is holding a snake.

As regards the hand gestures of Buddhist
divinities during the Lichchhavi period they
are quite simple. The figures from Soyambhu
(pl. no. IX, fig. no. 1), Pashupati (pl.no. IX,
fig. no. 4) and one in the possession of Mr. K.
P. Bbandari in Putalisadak, all display varada
mudra in their right hands and hold the hem
of Sanghati in their left hands near the left arm

pit.

The Dhuaka Baha (pl. no. X, fig. no.2)
Bodhisattva holds the varadmudra in his right
palm and his Katistha left hand car ies a lotus
flower by its stem. '

The Garud: from Hadigaon (pl no. VI, fig.
no. 3) and Changu Narayapa (pl. no. VI, fig.
no. 2) are seated either on the capital of a
pillar or on the ground with folded palms in
the hand. This mudra always stands for dedi-

catiop and devotion.

The Brahma of Pashupati (pl. no.V, fig.

no. 1) has three faces and only two of his arms

are carved in the sculpture. In these arms he
holds the Yaksamala apnd Kamandalu; both




are indicative of his qualities ‘of meditation
and asterties.

The Manglagauri scene of Pashupati (pl.
no. XI1, fig no.2)is slightly defaced but the
attributes of her right hands are not s0 diffi-
cult to recognise. These ar- varads the bell, the
sword, the discuss, the blue lotus flower, the
shield, the manuscript and the lotus flower in
the hand held by stem resung on the left
thigh. These attributes indicate that she mot
only possessed great power but had serenity
and learning also,

(E) Facial Expression

The Lichchbavi art starts in the fifth cent-
ury A. D, with Mandeva. The history before
this is hidden in the well of darkmess. By the
fifth century the School of Mathura and
Sarnath had started reaching here and influenc-
ing images which were highly conducive to
Dbyana yoga essential items for the spiritual
marnifestation. As the Licl}cbhavi sculptures
derived their inspiration frcm the Gupta art
of Northern India here also we find the reliefs
imbued with the spirit of dhyana yoga. The
heaviness of the faces had dwindled from the

third century A. D. itself and in the fourth
century they possess a natural serenity. Beca-
use of the high ? under the poetic development
of Sanskrit literature these weré brought in
the realm of art. The artists bave tried to give
a sober countenance to the faces as enjoincd
in the Classical Sanskrit works. Nose, mouth,
eyes, cheeks etc. were drawn from actual
objects and the rative was portrayed in the
icons. Therefore we see in this period the nose
Jikely parrot’s be ik, the eye lashes curved like a
highly drawn bow, the eyes like the restless
fishes, the lLips red like the bimbafal. Itisin
the light of these facts that we have to analyse

the facial expression available in the case of
the female figures. As regards the male one
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they are imbued with different expression.
Sometimes they are serene, sometimes robust
and sometimes the faces look quite pensive
and meditative. ' :

The Brahma sculpture of sixth century (pl.no.
V, fig. no. 2) although executed with open eye
and slightly flesby lips but its cheek of differ-
ent faces been so ar.istically slopes toward the
chin that it had led a meditative import in the
face. The same fact is attested 'bv eye-lashes
also. The face of the Sivain the relief of the
pilgrims in tke mountain as Stella called it
(28), (Banerjee identified with the worship by
the divine couple after the birth of Skanda)
(29) is exceptionally devotional. The Uma—
Mahesvara images of this pericd always show

Siva in meditation with drooping eye-lids. In

case of other deities of this relief we find them
either of merry-making and piay.

We have a few Buddba or Bodbisattva
figures of this period and these are very sens-
ively portrayed. The 7th century Padmapani
of Dhuaka Baba (pl. no. X, fig no.ro 2) has

highly meditative eyes and the face on the whie
is so built that it reflects the trips of Dhyana
y. ga in all its totality, The Siga Baha Bodhbi-
sattva (pl. no. X, fig. no. 1) .executed about a
century later has the same cheerfulness and
spirituality but the degrees are less. The
Yampi Baha Bodhisattvas (pl. no. X. fig. no-
3) stands in between the sbove mentioned
Bodhisattvas. It has been fo trayed with great
skill and its face reflects a sober serenity
environment.

Utmost care was taken in the facial expre-
ssion of female sculptures not because in the
classical phase a bzautiful figure of a deity
should be must there but because a l2dy is it-
self an embodiment of beauty ard foster of
romance in the world. The classical works pre-
scrile that a woman's fece should be like the
moons or the waist should be slender like lions:
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‘and lips bedvy anid legs should very artistically
should be fight and rhythmetic If wé see the
faces of $culptures in case of females they are
feally like the face - of moon with simplitades
of patufe imbibed in them. The Parvati idol
of Pashupati carved out in the body of a Siva
linga (p). no X1,-fig no. 2) is a quite sensitive
and filled with a highten religions for bearefs.
Sensitively droped eye-lids apd drawn eye-br-
ows iand cheerful smile ifidicate that she is
absoibhed in st e great quéstion and the ans-
wer is in her hand. The plastic carving of
checks and mose a bunof hair on the head
further add to the grace of female sculptures.
Taking the plastic dictions into consideratior
1 can boldiy say that the theéme of the ‘Parv-
ati’s penancé as Aparna’ (pl. mo. VI, fig. no.

2) was executed immediately after the above.

mentioned Parvati’s head on Siva-linga. Alth-
ough here the face is completely mutiliated
but the right—hand held in Vitarka wudra
speaks of an arguing face with great determi-
nation in the mind. '

The daughters of Mara in the relief of
Mara's Temptation (pl. no. XI, fig. no. 1) are
highly equipped after the failure in the task
of alluring the exalted saints Hence they look

verv thowghtful.

The Yamuna (pl. no. XII, fig. no. 1) and
Mangla Geauri (pl. no. XII, fig. no. 2y images
of Pashupati show a décline in the plasticity.
These are marked with heaviness which over-
whelmed the realm of sculptures in the whole

" of Indo-Pak subcontinent.

Now fhe eyes have opened slightly, tbe
cheek have trrnel fleshy and the chin does
ook supple and artistic and there is a marked
ridge betwean the cheeks and base of noses
from the side, Still their facial exjression is
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not of a completely different tradition as we-

find in the stereotyped medieval relicfs.

(F) Modelling

The nature or the best aspects of different.
animates and inapnimates these wele Copied_
down in the bumanlimbs during this period.
by the priest artists. When we see the sculpture.

of Lichchbhavi pericd we are reminded of

thoughtfulness, grace and idealismo, including.

the amoursity of life which have ‘been copied
down with gieat elun in the artvof the Liche-

Vhavi period in Nepal. As I referred above the:

faces of the Lichchhavi period in the reliefs

are quite sensitively executed which gave the-

ghimpses of the living human face. The arms
from the shoulder fall so artistically that they

always rendered a charm in the relicf The-
flexions are so developed in case of the stand-

ing figures that they pioduce a linear thythm
on the sides. Their hand’s gestures, their
crowns, the nimbus, the ornaments, the trans-

parent garments, the seats, the ayudbas are all.

beautifully .executed by the artist The medium

sized and slender carvings cf the males and.

femalesi shown in perpetnal youth are indica-
tive of a developed plactic tradition.

~ Wheniwe see the Lichchhuvi sculpture we-
find that they have been mostly executed in

basalt. The images were chiselled, smoothened

and burnished perhaps with ‘a coat of iron:

dust and so on. The l}imbs of the deities are so

beautifully executed that not eveh in a single-
specimen  we find a chiselled mark. This has.

brought forth a Lichcbhavi sculpture to a

type of classical modelling. The limbs have-

been so artistically dfawn that the sculptures

- give the semblances of the hving humans.

In the Kathesimbhu reliefs we find very
supple carving of the limbs. They are.so beau-

tifully modelled that no real artisticity is

ramoant from anywherc. The medelling of the-




*hairs thrown on the back in the curly fashion
and the execution of the mountains both are
-quite charming

The Varah scnlpture (pl. no,V, fig. no. 3)
-is modelled divinitive but the artist has filled
unprecedent warmth and elan in his sturdy
limbs. The execution of boar face and the
'retrogate_Vasuki holding the left leg of the
-deity are lively modelled.

The Padmapani and Laxmi Padmahasta
figures of this period now standing in Ghata-
-vihar (pl. no.X, fig. no. 2) and in the National
Museum (pl. no. X, fig. no. 3) both possessed
.a sensitive modellion with their contszmplative
faces and flexions. The crown and braide of
Laxmi both are nicely modelled; the necklace
and the lotus tlower held inthe hand are not
Jess - chanting and sensitive. A sensuous flexion
.of her waist could even be visualised even in the
stone. The sunken navel and bulging hip-bone
and bana-shape thighs are (00 quite sensitively
modelled. In the whole this Laxmi carving of
Vishnu relief wrongly described as Tara by
-the scholars of the past is an exaited piece of
modelling tradition which the Lichchhavi pra-
-ctised in the past.

We have afew Garuda sculptures which
.are characterised with profound heaviness and
its rough body is indicatiee of his coat of arm-
our which presvbpose to wear. '

The modellings of the garments is always
in the transparent; hence the limbs above the
hips in case of male and female look bare. But
this is not a fact. For this visibility we should
.appreciate and thank Lichchhavi artists for the
tradition of Lichchhavi societies in which such
a developed feauure in the life and art had
-eqisted.”

(G) Stele
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The sculptares of the Lichchhavi period
have been executed either in the standing or
seated fashion without any stele orstele with
them. Because these sculptures “are carved
within the stele they show the perforations in
some cases. But most of them have no such
perforations. The steles are made in the ellip-
tical shapes containing arches on their tops,
terminated with pointed executions on the
apexss In the centre of 1he stele the cult deity
is executed as engaged in some action or medit-
ation and he may be surrounded with a host of
other male and female deities 1n different
fertures and posses. The pceriphery of the
stele are either carved with flames or the fjo-
ral desigrs and in case of a few pieces there
are inscriptions also on the pedestals, provide
some details about the idols and dapcers of
panel.

The Vishnu Vikranta of Pashupati iwage
(pl. no. Il fig. no. 2) iscarved withn the
stele and as siated above a short iuscriptions
in its base. Its periphery must have shown
s:me designs but nothingis now cxtant. lhe
Trivikram image of Changu Narayana (pl. no.
LI, fig. no. 3) shows perforation 1o the centre
around the limbs of the main deity and the
bottom is executed with a frieze of schematic
flower within rectangular horizons. The leaves
of the flowers are carved on four angles and
the blossom 1n the centre is surrounded with
small dots along the periphery. The laleral
flames of the stele are plain and filled up with
other images of the mytholopy. The arch on
the top is constricted. There are sun and moon
represented by round symbols and their rays
and beams are esxecuted by simple incision.
Then there are horn like carved lives carved

in topsyturvy which stands for cloud in the
sky. The top shows the garland holding Uidy-
adharas flying amidst the clouds in emanciated
elans. The Visvarupa image of the site (pl. no.
1V, fig. no. 4) again shows perforations. Its

«
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flength is more than its breadth unlike other
-steles of the place. Because of the large num-
ber of carved ﬁglneé in this relief we find no
other <rnamentation in this srecimen. The
~Garudasana Vishnu’s stele (pl. no, 1V, tig. no.
2) is peculiar. Here the whole background of
“the stone is executed with the stretched feather
-of Garuda.

The stones of the Uma—Mahesvar murtjs
-are alike, e. g., each of them shows the carvi-
ngs of mountains. But perforation do not exist
in them.

The steles of the Buddha figures of Soya-
mbhu (pl. no. !X, fig. no. 1, pl. no. 11, fige no. -
2) and Pashupati (pl. nor IX, fig. no. 4) show
plain backgrounds and floral desigas in the
periphery. In each case there are huge ellipti-
cal steles:

The steles of Bodhisattvas are simple: The
-stele of Yampi Baha (pl. no. X, fig. no. 3), is.
perforated 'and carved with beautiful floral
~designs. In the extreme periphery there is again
a band of the tlataes as we see in most of the

early medieval sculprures of the valley.

We have plenty of sculptures without the
~stele in the background as in Dhumbarah (pl.
no. vV, fig. no. 3), Laxmi (pl no.XI, fig. no:.
3), Brahma (pl. no: V, fig. nos. 1, 2), Garuda
(p1. no. VI, fig. no: 2, 3) imiages etc.

(H) Aureole or Nimbus

Aureole or nimbusis called the Prabha—
Mandala or Sirascakra. Au aureole is given
only to the cult deities or to some greaf relig=
ious teachers or reformsrs when portrayed in
the sculptures either in the metal or stone or
~wood are painted in the Kalash. Aureole is a
=sign of physical or intellectutal or philosophi-

calexcellence. This being.the case we find the
aureole in a Iarge number of sculptures of the

delty executed by the LlChchhaVl artists durmg

‘the fifth and tenth century A, D.

The aureole of the Trivikram image of
Chbangu Narayana (pl. No. III, fig. no. 3)is
round and in its periphery it has strips of small
dots and rising’ﬂames The Vishnu visuarupa
(pl. no. IV, fig. no 4) possesses no Prabhama-
ndala at all and the Seshsayi form in the
bottom shows a canopy of seven-snakehoods.
The Sridhar image (pl. no. IV, fig- no. 8) con-
tains the aureole not only in case of the deity
but bebind the head of flanking Laxmi and
Garuda. Here also we see the same designs as
in. the image. But they are not so artistic. The
most striking aureole is of Dhumbarah (pl. no.
V, fig. no. 3). It is massive. Itis like a heavy
rubber ring with a specious halo in the -cen-
tre and carved with straight lines at intervals.

Lo the realm of Saivite sculptures we find

"the aureoles in case of the Uma-Mahesvarali-

ngan murti of Lagan only (30). Here the
aureole iselliptical and shows perforation in
the centre. Its periphery is carved with the
balls and flames.

As Buidha was a great min, a great teac-
her and a great reformer having immense
knowiedge and a developed mind, he was given
the place of a very prominent deity in Budd-
hism. Woen he is represented in icons he is
always shown with aureole.

The Soyambhu Buddhas (pl. mo. XI, fig.
no. 1, pl. no. I, fig. no. 2) have elliptical aurs -
eole which shows the flames in oue case and
the fioral designs in other. The Pashupatj
Buddha (pl. no. IX, fig. no.4) contains the
latter type.




Among tbree Bedhisattvas cnly the Yampi
Baha Bodhisattva (pl. no. X, fig. no. 3) has an

dureole showing a strip of balls and flames

~

miniature balls,

The aureole of Laxmi Padmahata of Mus--

eum (pl. no. X[, fig. no.) is almost circular

. in the borderand an elevated liae instead of by the flames here are executed artistically.
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