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Frontisl1iec.c: Buddha preaching to a Group of Disciples. Wall painting from Shrine M. 111 at  Miran. 
Chinese Turkestan. W.  39 in. 3rd century A.U. Mu.reurn of Central Asian Antiquitiec, Nezc, Delhi. 
This is one of the few fragments of wall painting that Sir Aurel Strin w;is able to sal\,age from 
the zone of narrative scenes above the dado of Shrine M. 111. Beyond the fact that the panrl repre- 
sents Sakyamuni preaching to a congregation of monks. there is no identifying to precise episode 
from thc. Buddha's cilreer. Siikya~nuni is distinguishrd by ;I l i ~ h t  y'llow-rimmed nimbus. .A11 thr  
heads ar r  of ;I Wcstern, somewhat Semitic. type. In thr he;~ds of the cliscil~lrs. warm gray shading 
contrasts with the rosy complexion: to givr a powerful suggestion of relief. Hiphlights are applied in 
a heavy white impasto. 
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F O R E W O R D  

Although many gifted scholars have been able to combine the functiorls 
of archaeology arid art history, there are obviously basic differences in 
the functions and techniques of the two related crafts. Archaeologists, 
besides engaging in the actual work of excavating, often write acutely 
and perceptively on the subject oE their excavations; the role of the art 
historian is at once less arduous but  perhaps actually intellectually and 
aesthetically more exacting. Sir J o h n  Marshall, the distinguished exca- 
vator of Taxila, remarked in one of his running battles with contem- 
porary art historians on the chronology of Gandhira sculpture that the 
spade is mightier than the pen. T h e  art historian is obliged to accept 
the data compiled in the course of scientific excavation. He cannot 
question the archaeologist's findings. T h e  art histbrian's role is one of 
interpretation. It  remains for him to evaluate and analyze the material 
on the basis of style and iconography as a revelation of the develop- 
ment of art in a certain region and its reflection of the social, political, 
and religious milieu that produced it. Part of the art historian's func- 
tion is also the aesthetic appraisal of the work. H e  must base his juclg- 
ment on the found ol~jects as they are documented by tlie archaeologist, 
without the arcliaeologist's advantage of seeing them as they are dug u p  
from their original position in the ground. If he is fortunate, he can see 
for himself the actual site as i t  remains after tlie excavation and restora- 
tion are co~nplete. 
Obviously, everyone interested in the history ot art as an aesthetic expe- 
rience and in the study of the character ant1 evolution of styles must have 
the greatest admiration for the work of the archaeologist. But tlie art  
historian cannot be dismissed as a mere closet scholar, since his task, 
based on the training and discernment of his eye and his research into 
the historical, linguistic, and religious background on which his con- 
clusions depend, is no less exacting: it attempts to give a summation 
of the material from both tlie aesthetic and historical points of view. 
All the advantages and handicaps which confront tlie art  liistorian in 
the exl~lanation anti critique of ancic~it art for~ils are especially present 
in the study of the remote and largely inaccessil>le regions of Western 
and Eastern Turkestan. 



T h e  writer may perhaps be criticized for not inclutling separate detailed 
chapters on the arts of Kashmir, Tibet, and Nepal. Although tile 
painting and sculpture in these peripl~eral areas are related to certain 
111iases of Central Asian art, tliese regions are geographically beyond 
the established boundaries of what we describe as Central Asia, and this 
is one reason for their omission. Unquestionably the sculpture ol' 

Usl~kur ant1 Aklinur in Kashmir is a kintl of link I~etween Ganclhira 
and Serindia, but at the present time the chronological and stylistic 
evolution of art  in Kasli~nir is still so nel)rilous that it seems rnisleatlirlg 
and even dangerous to refer to it if only for purposes of comparison. 
Again, there were undoubtedly contacts between Tibet  and Kliotan at a 
relatively early period, ant1 11y the tenth century with eastern Sinkiang 
and Tun-huang. Over and I)eyond the pl-oblem of space ant1 the absence 
of a reliable chronology, the writer is personally convinced that Ti-  
betan art, as we know it, was from the outset such a mixture of elements 
of lndian ancl Chinese derivation that it should not properly he deEined 
as Central Asian either in the stylistic or  geographical sense. Although 
there were stylistic, as well as Tantric, iconograpliical intrusions from 
Tibet  to Serindia, 1 prefer to regartl Tibetan art as a quite separate 
sphere in tlie history of Asiatic art. 
Except for rare ant1 carefully selectetl examples, tlie mi~ior  art!, of Ccn- 
tral Asia cannot he tl~sc.ilssecl in our text. T o  anyone who lias seen the 
enormous collections made I>y Sir Aurel Stein in the British Museum 
and New Delhi, to say nothing of the finds 1,): German, Russian, and 
Japanese expeditions, it I,econies im~netliately apparent that tlie treat- 
ment of this great q ~ i a ~ l t i t y  ot' material fro111 every site along the trade 
routes is impossible within the limits of the present volume. Tliis un- 
questionably valuable subject can only be mentioned when the material 
has sonie specific relationship to the ~ n o n ~ ~ m e n t a l  arts that are the 
subject of this book. T h e  same omission, unfortunately, niust also be 
observed with regartl to the literally thousands of terra-cotta statuettes 
and decorative fragments that have l~een  excavated in every important 
site from Samarkantl to Turfan. Most of tliese minor figurines, Frecluent- 
ly impossible to date, represent ;in cntluring folk art, wliich on occasion 
reflects stylistic- traits I~orrowed horn ~ i i o n i ~ m e ~ ~ t i ~ l  5c1ilpti11.e. 
T h e  geographical extent oE Central Asia ant1 tlie enornlolis amount of 
~r~aterial  representing successive cultures thro~~gllotit  this region for near- 
ly fifteen hundred years must impose certain limitations on the coverage 
of the subject of Central Asian art, so that, with the exceplion oE refer- 
ences to architect~lral monunients that Iiave a specific connei.tio11 with 



the arts, tile history of archirer:ture nlust I)c. exclucled i r l  ortier to 

conc-~~trate on the tlevelop~nent of painting and sculpture. In this con- 
nection, it slloultl be liotetl that the I~asic Ce~itral Asian architectural 
forms are treated in Dr. Dietrich Seckel's Buddhist A?.! in tlie Art of 
tile \~Vorld series. 
In the present work, the I~lack-and-white illustratior~s, as well as text 

line drawings, are includecl not only for purposes of cornparison with 
subjects of the color plates but also to present material that could 

not I,e sllown in tlie collection of color illustrations. This was done 
especially in tlie case of monuments from Russian Turkestan, in order 
to give adequate coverage to the art of this vital region in the history of 
Central Asian art. This is also the case with material iron1 important 
sites such as Tumshuk: exigencies o f  space did not permit the inclusion 
of color reprocluctions in the text. For tlle l)ackgroul~d material ant1 
comparisons we have also relied very largely on line drawings in the 
text. 
In the preparation of this volume I am 11i.ilnarily indebted to the great 
pioneers whose explorations covered rlle wllole of Inner Asia - from 
the Caspian Sea to the Great Wall oE Cllina. All our knowledge of this 
region and its art depends on the indefatigable work of the Russian ar- 
chaeologists in Central Asia, the explorations and publications by the 
members of the Delegation ArchPologique Franqaise en Afghanistan, 
and, for Serindia, or Chinese Turkestan, the incredible labors of Sir 
Aurel Stein, Paul Pelliot, Albert von Le Coq, and of the Russian and 
Japanese explores of this immense desert basin. On a more personal 
note 1 must express my gratitude to my Russian colleagues, Professor G. 
A. Pugachenkova, Professor H. A. Litvinskii, and Professor Alexandr' 
Relenitskii, for their generous presentation of otherwise unobtainable 
publications, for their friendly counsel, and their gracious permission to 
publish reproductions of material from sites in Transoxiana. In this 
connection a warm word of thanks is owed to my friend GrCgoire Frum- 
kin for his sage advice and support and the benefit of his universal 
knowledge of archaeology in the USSR. I must express my gratitude to 
my colleague Professor John M. Rosenfield for his continued assistance 
in many abstruse problems in the field, for reading and improving the 
manuscript, as well as for his unfailing moral support in the task of pre- 
paring my book. Finally, my wife deserves a very special expression of 
thanks for her untiring patience in typing large portions of the manu- 
script and her steadfast encouragement toward its completion. 





1. I N ' T R O D U C T I O I K  

HISTORY, GEOGRAPHY, AND RELIGION 

The beginni~ig a~lr l  the end of tlie l~istoric civili~ations of Central Asia 
are signalizetl hy climactic events taking place far I~eyond the borders of 
this inner Asiatic continent. \t7hen Alexander the Great tlied of fever 
in Babylon in the spring of 929 KC., he left as a legacy to his captains 
the vast conquests extending from the Hellespont to the Indus. In the 
Eastern satrapies of Alexantler's world empire, the Macedonian's succes- 
sors maintained a precarious Greek civilization in Bactria for nearly two 
centuries. This legacy of Hellenism they in turn bequeathed to their 
barbarian conquerors, the Intlo-Scvthian Kushans. I t  was precisely the 
formatio~i of a Ciraeco-Bactrian art in this l~rovitlce straddling the Oxus 
and its perpetuation rrntler thc Kusllarl trnlpirc in the early ccnturies 
of our era that let1 to the exte~ision ot' classical styles of art over all of 
Turkestan. 'I'he end of classical. hlazdean, and Rudtlhist civilization in 
Central Asia was the rest~lt of no less dramatic historical circi~tnstances 
- happenings that live in tlle later histories of Iranian bards. 
In the year A.D. 628, the Byzantine enlperor Heraclius shattered the 
armies of Iran, lootetl the f a b u l o ~ ~ s  palace, the "Paraclise" of Dastgard, 
and smashetl that great wontler ot' the Eastern world, the Takht-i-Takdis, 
the Throne of Khusrau. T h e  monarch, obstinate in his refusal to make 
peace. fled to Ctesiphon. Later in that I>u~.ning hot summer, the veiled 
form of the deposed and clving Shallansliah, Khusrau 11, was borne to 
his own treasure house, there to starve a~nitlst riches and await merciless 
execution by his son Sheroe. This tragedy, so often repeated in the 
history of Iran, might seem to have little bearing on the destinies of 
Central Asia. However, with the tleatll of Khlisrau, the macllinery of 
the Sasanian empire crurnl>led, its armies dissolvetl into ill-organized 
bands of provincial militia. T h e  passing of tlie last great Sasanian em- 
peror was followetl by a series of short I-eigris usually terminating in as- 
sassinations. Within fifteen years, the followers of hiohammed, who had 
watchecl the destructive war between Heraclius and Kllusrau from the 
Arabian sands, swarmed o\.er Iran, ant1 with the Ciilal annihilation of 
Sasarlian power at Neliawand in 642, the gates of all Asia lay open to 
the lslamic hordes. 



For centuries the European impression of the distant world of Central 
Asia, or  Turkestan, was based on the romantic accounts of Marco Polo, 
who wrote at a time when the ancient c u l t ~ ~ r e s  of this center of the 
Asiatic heartland had been annihilated by the Arabs and Mongols. The 
vague knowledge of this part of the world has gradually increased with 
modern research into Chinese and Arabic sources and, most of all, with 
the progress of modern archaeological investigation, which has in turn 
made possible the study of this region in its relation to art history. 
T h e  relics of the civilization that the early expeditions of Sir Aurel Stein 
and Albert von Le Coq resurrected from their shroud of sand give the 
impression of the total death of a culture, even more so than the case of 
ancient Egypt and blesopotanlia, so deserted and totally removed do the 
poor ruins appear from any ensuing culture. It  is perhaps this complete 
extinction that makes i t  possible to regard Central Asia and its art  with 
a complete objectivity and detachment. T h e  widespread ravage of the 
Mongols and the eEEect of Islam, as well as the forces of nature, caused 
the Buddhist and Mazdean cultures to wither forever, stopping com- 
pletely the cultural life of what must have been for centuries one of the 
regions of the earth most gifted in art and religion. Before this chain of 
fertile oases became a wasteland, its arts, as Professor Bussagli has writ- 
ten, revealed an  extraordinary integration of "the aesthetic sensibil- 
ities of Asia and the Hellenistic Roman world and Byzantium, the Mid- 
dle Ages and of Islam." 1 This is the essential theme of the present 
work, which is devoted to the painting and sculpture of the Central 
Asian world. 
Central Asia, sometimes referred to as Turkestan from the domination 
of this region by predominantly Turkish peoples in the last millennium, 
can truly be referred to as the core of Asia. I t  is itself a landlocked 
continent, an area of desert wastes encroaching on fertile oases, all en- 
closed by gigantic mountains and steppes. This  vast tract extends from 
the Caspian Sea to the oasis of Tun-huang in northwestern China. It is 
convenient to speak of M'estern Central Asia meaning the parts of Rus- 
sian Turkestan, including the provinces, or Republics, of Turkmenistan, 
Uzbekistan, and Tadzhikistan, a region oE steppes and desert around the 
orchards and fields watered by the Am11 Darya ant1 Syr Darya ar~t l  their 
tributaries. Afghanistan north of the snow-covered peaks of the Hindu 
Kush and Koh-i-Baba mountain chains is geographically part of Central 
Asia. To the east, beyond the massif of the Pamirs, lies Eastern, or  Chi- 
nese, Turkestan, the province of Sinkiang, wliicli we may refer to as 
Serindia, the terrain that, in historical times, liad close cultural and po- 



litical colltacts wit11 I>otli lndia a ~ ~ t l  <;llini~. T o  tlie north of Sinkiang 
lie tile T ' ien Sllan range ant1 the steppes of Sil~eria. 'l'lle sol~tliern 
bounelary is t'ormed 1))' the Karakorulr~. K11t.n-lun, and  Altin I'agh 
mountains, tile ramparts separating Serinrlia fro111 Ir~dia  arltl lTil)et. At 

the eastern frontier of Serindia lies China, a t  the end of t l ~ e  Great 
Locked within these fortniclable natural ranlparrs i a  the great J'aklama- 
kan Desert, an alnlost unbroken expanse of shifting sarltls I>ordered at 
its rim I)y narrow stretches of loess soil and stone tlesct-IS 011 the lower 
spurs o f  the towering Ilills. Tatr~arisk tliickets anel pop la^- forests inter- 
rupt this picture of co~rlplete clesolation. Fl'itliin tliis vast closeci uliell, 
the wasteland of tlie Taklamakan was girdleel 1))' chains of flourial~ing 
oases watered by the Ta r im and  Yarkancl rivers and, before the de- 
vastation of the land by tlie Mongols in the tllirteenth ccntury, Ily elah- 
orate systems of unclergrol~nd irrigation canals. 
Despite its awesome circumvallation by some of the highest mourltains 
in the world, it must not be thought that Serindia, o r  the Ta r im basin, 
was entirely shut in Ily seemingly impenetrahle natural fortifications: 
the passes opening tlirough all of the encircling ranges were the gates 
for the trade routes which, as will be seen, were from very early times 
the vital arterial system connecting Central Asia with the farthest 
reaches of the Western and  Eastern worlds. 
Throughout the centuries during which civilizations flourished in Cen- 
tral Asia, there was little ethnic, political, linguistic, o r  historical unity 
in either the region or  its peoples. T h e  llistorical and artistic destinies of 
Central Asia were affected I,y the civilizations occi~pying 01. adjoining 
this region from the third century B.C. to the Arab invasions of the 
eighth and ninth centuries A.D. Mre have the double problem of de- 
tecting the influences of the sllrrounding cultures seeping into the closed 
Central Asian world and tlie evolution of alltononlous artistic iclioms 
throughout Turkestan. 
It is difficult to fix tlie precise moment when the ancient traclitions of 
Greece, Iran, and lndia first appear in this region. IZ'e may perhaps 
compromise with a point de dipnl-1 of ca. 250 B.c., the moment when 
the Hellenistic empire, part of Alexander's conquest, began to dis- 
integrate with the revolt and subsequent independence of the satrapies 
of Partliia and Ractria. Our  attention will he directeci to tlie art of tlie 

settled urban and monastic centers, and will not treat the ciecorative 
nonmonumental arts of the nomadic peoples of tlie Siberian steppes, 
wlio tlirot~ghout tliis span of cent~lries contint~ally tlireatenecl the cities 
of the trade routes and  their lifelines oE communication. T h e  Eurasiatic 



art  of the steppes, although on occasion influencing the cultures along 
the Silk Road, is a separate chapter in world art. In tlie same way, tlie 

civilizations of the tlinlalayan regions, Nepal and Tibet,  can only 
be mentioned for the occasional penetration of influences from these 
sources into I'urkestan. 
Tl~rougliolrt every periotl of history the art  of Central Asia has beeti 
directly tlepentlent on tlie ci\.ilizatiol~s tliat were in geographical and 
historical contact witli this region, notal~ly tile c~rltil~.e$ of tlie Graeco- 
Roman \Irest, Iran fro111 the Xchaemenicl tliroirgh tlie Sasanian period, 
Inclia from klaurya times to the period of tlie Hindu dynasties, and 
China from the Han period to thc tcntli century of our era. Ol>viously, 
it would be i~npossihle to provide even cursory summaries of this art- 
historical I~ackgrountl o i  Central Asia. Tliis material will, of course, be 
referred to in co~nparison tllroughout the text but  it must be assumed 
that tlie reader has some knowledge of these sources or can acquaint 
himself with lhem in I~ooks tlevoted to tliese areas. In the periods that 
interest us, rouglily from the tliirtl century B.C. until the tenth century 
A.D., when the entire region fell to Arab invaders from tlle West, there 
was an alniost uninterri~ptecl struggle between tlie nomatlic Iiorcles that 
moved like waves across tlie steppes ancl tlie settled agricr~ltl~ral and 
urban con~inirnities of \\'estern T'urkestan ant! tlie civilizations estall- 
lishetl in tlie oases oT Serintlia. Tliese c~rltures co~rlcl I>e clescribed as 
st;rbilized, river-valley princil,alities sl~stainccl culturally ant1 politically 
by their contacts with tlie great civilizations tliat atljoined them. Al- 
though tliror~ghout this perioti of nearly thirteen hundred years, there 
were inevitable cultural as well as military contacts with the nomadic 
tribes of the north, tlie art of these peoples who roamed the steppes 
from R4anchuria to Hungary was essentially a simple decorative form 
of expression witli no monumental traclition comparable to the creations 
of the qreat powers that bordered ant1 influenced Central Asian civili- 
zation in historical times. 
During the centuries of tlie existence of tlie pre-Islatnic civilization of 
Central Asia, the very lifeblood ol' the many kingdoms from Khwa- 
rezm ;inel Samal kand in the 0x11s region to Krrcha and Khotan on the 
edge of tlie santls c)f the Taklamakan was tlie elal~orate network of 
tlnderground irrigatio~l canals. Oncc tliese syste~us of tirnnels and 
clitclies were allowetl to fall into disrepair or were clelil)erately tlestroyed 
by Genghis Khan in tlie tliirteentli cclitirr), the sllroutl of tlesert sands 
soon coverecl the skeletons of once splenclicl cities ant1 nionasteries. Ruin 
englrlfetl what, for a brieE span of centurieb, was a precario~ls garticn of 



c.ivililation in this distant lonely world. 1-he photogral,lis taken long 
ago I)y Sir Aurel Stein aritl Albert von Le Coq of once f l o u r i ~ h i n ~  . utes ' 

like Kucht and Lou-Ian seem like lantlscapes on the moon - an endless 
sea of dunes with tile poor broken sl~ell+ of p;rlac:es alid tetnj~le\ pro- 
trl1tling like splintered bones from the e~lgulfing sands. Everr in tlie fifth 
century, the pilgrim Fa Hsien, etnl~arking on liis perilous jo~~r t lev  over 
the roof of the wosltl, tleacril)es t l ~ e  wasteland I~eyontl 'I'un-huang in 
somber wortls: "In tllis desert are many evil tlenlons and hot wintls . . . 
There are no bircl+ flying al~ove, ~ i o  ~.oaming I~east \)elow, I ~ t r t  every- 
where p i n g  as far a\  the eye can reacli in \earcl~ of the onward route, 
it would be impossible to know the way but for dead men's decaying 
bones, which show the direction." 
These corltinllous riPplacernen/.s of peoples, sometimes whole nations, 
like the I'iieli-chili, the Huns, and, l a s ~  of all, the m~rrderous ravaging 
Mongol Ilorcles, niade at once for the tlisruption l)ut also the re- 
newal and variation of cultures across the Ce~itral Asian world. Any- 
one who has witnessed the marches of modern nomadic groups, like the 
Baktiari in lran or the Hazaras ill Afghanistan, will have some small 
conception of these ancient armies of tribesmen who shaped the destinies 
of the heart of Asia. It call Ile saitl, oE course, that often these invasions 
blighted whole generations and destroyed the settled cultural centers that 
hacl I~een centuries in I~uiltling, I x ~ t ,  on occasion, as with tlie arrival ot 
the Kushans, these interruptions led to tlie birtll of empires. 
The absence of grazing lands in Serindia (lid not make this territory at- 
tractive to tlie nonlatlic tribes oE the steppes: their incursions into this 
region were always in the role ot marauders or rulers exacting tribute 
from the settled communities along the trade routes. 
The  development of what we describe as Central Asian civilization in its 
political, religious, artistic, and, of course, conlmercial aspects was en- 
tirely dependent on the ancient trade routes, 01. Silk Roar1 which, even 
as early as the third century B.c., linked China with the West. T h e  main 
artery of trade fro111 Parthian lran ~~assecl south of the Caspian Sca to 
ancient Rlerv, where the road cli\!itletl into a northern hranch leading 
thro~rgh Soghtliana Ilv way of Rokliara ant1 Sa~narkantl to Kashgar be- 
yond the Pamirs and a souther~l brancll that followed tlie Oxus by way 
of Bactria; at Kasl~gar tlle two roads rejoined. At Kashgar the trade 
roads split again into trails that formed a chain around the northern 
ant1 southern borders of the Taklamakan Desert to rejoin at T u n -  
huang. Later, another highway stretched from Soghdiana by way of 
Taslikent, Ururnchi, and H a ~ n i  to the Chinese frontier. Subsidiary 



roads led from Bactria (modern Balkh) through the Unai and Shibar 
passes to southern Afghanistan and ultimately via the Kliyber and 
Bolan passes to India. Tlie route from Bactria passed by way of Tash 
Kurgan (Sarikol) in the Pamirs, the site of the "Stone Tower" of 
Ptolemy's Geog~nphy  wliere, it is reported, traders from East and West 
nlet for tlie silent barter of goods from the two ends of the world. 
0111- knowledge of Central Asia in ancient tinies is scanty and dependent 
entirely on Chinese, classical, and, later, Arabic sources. We learn, for 
example, from the Chinese annals that iri or around 65 B.C. tlie large 
Scythian tribe, the Yueli-chin, the Kushans of Indian history, were 
driven westward from their homeland in Kansu by the so-called Huns, 
or  the Hsiung-Nu. By 160 B.C. the Yueh-chih were established in 
Ferghana on the eve of their displacement of their predecessors, the 
Sakas, from the strategic domain of Bactria. Following their settle- 
ment in this former realm of Alexander's successors in about 135 B.c., 
a gradual expansion northward antl southward was to make the Kushans 
masters of a vast empire, the Kushanshalir, extending from Chorasmia 
to the Betigal Valley by the nlidctle of the first century A.D. Tlie trans- 
formation of tlie K~lslians from a nonlaclic liortle into a consolidated 
imperium was a momentous historical moment for both the Western and 
Eastern worltls; and both the power antl position of this new empire was 
clestined to exercise the greatest influence 011 future developments in art 
and religion througllout all Central Asia. 
Througl~out  the Early Han period (206 13.c.-ca. A.D. 25). Serindia was 
controlleci by the Hunnisli tribes. Between 138 and 126 B.c., the Chi- 
nese general Chang Cli'ien niade an ~rnsuccessful attempt to secure an 
alliance with the Yueh-chih against the Huns. As early as 60 B.c., China, 
with an interest in controlling tlie trade routes to tlie "Western Coun- 
tries," enjoyed only a temporary dominion over Central Asia, a control, 
always cotitestecl I,y tlie Huns, wliicll was consolidated into a kind oE 
protectorate by the expeditions of General Pan Ch'ao from A.n. 73 to 78. 
It was he who may have repulsed a legendary Kuslian invasion of Tur-  
kestan. By A.D. 130 the Chinese enjoyed effective control of tlie Tarim 
basin, and their power did not begin to decline until tlie third century. 
although, for trade reasons, various principalities like Kucha continued 
as tributaries of China. There were, to be sure, later sporadic Chinese 
conquests of the principalities of the Silk Road; the T'o-pa Tartars made 
Serindia a tributary by 435; Eastern Turkestan fell to Fu Chien of For- 
mer Ch'in, and Turfan was conquered by the Northern Liang armies in 
the middle decades of the fifth century. Kr~cha fell to the Tartar  (T'o-pa) 



dynasty in 448. In 552 the Ta-chiieh (Turks) by their subjugation of the 
Huns fell heir t o  Central Asia, and in ca. 558 the same Turks, allied 

Sasanian lran, destroyed the Hephtllalite Huns in Eastern lran or 
MIestern Turkestan. 
In the seventh century, the power of T a n g  China asserted itself with 
invincible force in Central Asia, and hy 635 all of Turkestan was under 
nominal Chinese sovereignty. Kucha and its Buddhist culture was 

by the Chinese in 647; Kllotan submitted shortly thereafter; and, 
with the subjection of Karasl~ahr in 668, the inctependence of the Indo- 
European kingdoms was at an  end. For ahout twenty years, from A.D. 

670, the Tibetans made themselves masters of Chinese Turkestan, until 
690, when they were supplanted by Cllinese arms. 111 the course of the 
eighth and ninth cenruries the Turkisll Uighirrs took over the oases of 
Kansu and the region of I'urfan. T h e  death blow to Chinese p w e r  in 
Central Asia fell in A.D. 751 with the annihilation of tlle Cllinese army 
by the Arabs at Tala$. After the tenth century all Serindia became a 
Muslim Turkish province. 
Meanwhile in Western 'Turkestan, with the collapse of the Kushan em- 
pire in the mid-third century, a n~lmber  of independent feudal princi- 
palities ruled in Transoxiana, even though these territories might be 
considered as parts of Easte1-n lran of the Sasanian period. In the latter 
fourth century, the Chionites, successors of the Kushans, and the Heph- 
thalite Huns ruled as vassals of the Sasanian throne in Soghdiana and 
Tokharistan. These tribes were finally crushed in 558 by an  alliance of 
the Sasanians and the Western Turks. Although the territories north 
and south of the Oxus were no~llinally fiefs of the Sasanians or  the 
Turks, it is assunled the chieftains of the various local citadels in these 
regions were the real rulers until the advance of the Arab conquerors 
brought all these lands under Islam. 
The inhabitants of eastern Central Asia in the historical periods that 
concern us were of an Indo-European origin, perhaps the remnants of 
early migrations, modified l ~ y  the infusion of nomadic and Turkish 
blood in the course of the centuries. Certainly the portrayals oE the 
nobility of Kucha, the blond, blue-eyed knights a n d  ladies of the Kizil 
wall paintings, unnlistakably point to the racial affinities with the peo- 
ples of Europe. T h e  language of this one region. Tocharian, belongs to 
the Indo-European, or lndo-Germanic, family of tongues. In the early 
centuries of the Christian Era, Khotanese was the language of trade 
along the Silk Road, until it was replaced by Soghdian speech and script 
as the lingua franca of the bridge between West and East. 



'The one unifying religious Eorce in Central Asia during the historical 
periods was Huddhisnl, Ijiit, it should be emphasized, not one biii many 
varied sects of the religion were followed in the autonomous commu- 
nities fro111 Merv to the Chinese frontier. Not only that, but throughout 
its history in Western Turkestan and  Serindia, Buddhism was in compe- 
tition with Zoroastrianisnl, Manichaeism, and  Nestorianism as well as 
the pagan folk religions. A notable stutly oI the spread of Bucldhism 
into 1-ransoxiana has heen n ~ a d e  I I ~  tlie Russian scholar I'rofessor U. 
A. Litvinskii, and  we can d o  no  better than to summarize his findings. 
As early as Achaemenitl t i~nes,  Siicldhism hat1 reaclietl Merv and Parthia 
ancl nortliern Russian Central Asia. According to the Mah~varnsa,  the 
Great Chronicle of (:eylon, Pahlava (Parthian) and Alexandrian dele- 
gates were in attentlance a t  a Bucldhist council held 11y King Duttha Ga- 
marli (108-77 B.c.). In A.D. 148, the Bucldhist sage ,411 Shill-kao fro111 
hlargiana, a Parthian prince who al~dicated the succession to the throne, 
was establisheel in  Loyang as a teacher ant1 translator oI Hinayina Bud- 
clliist texts. X~iotller t1.ansla~io11 of blali iyina siitras, tlle t'artliian A11 
Hsiian, was in the Chinese capital in A . D .  181. Hurlrlliisn~, accorcling to 
legend, was introtlucetl to Bactria even in Sikyami~ni 's  lifetinie, ant1 the 
religion was firmly establisher1 tllere ant1 in Tokl1arist;rn anrl hlargiana. 
Soghdian and  Kuslian translator-s of H~~tlclhist texts were active in Cliilla 
in tlie tliird century. 
Although it is inlpossil>le to nlake any general rules about the precise 
schools of Huclclhis~n that flourislierl~ in Serindia, the testimony of the 
Chi~lese pilgrims, Fa Hsien in the fiftli century ant1 Hsiian-tsang in the 
seventh, appears t o  indicate tliat most of tlie kingclorns on the northern 
route I'ollowed the Sinall Vehicle whereas hlahiyiina Bucltlhism flour- 
ishecl along the southern highway. Fa Hsien speaks of nlyriacls of priests 
aritl scores oI sangliiiramas tletlicatetl to the <;reat Vellicle in Khotan, ant1 
this pretlonlinance of the h1aliiiy;ina is cor~.oboratetI I,y Hsiian-tsarlg. 
Yarkantl, according to Fa Hsien, was anothel- center of hlaliiyiirla Hiitl- 
ctllisnl. O n  the norther11 route, however, the pilgrims tell us that Kash- 
gar ancl tlie great kingtlonl of Kuclia wcl-e I~otli s t~~ongl~ol t l s  of tlie Sar- 
vastivitlin\. Farther east, Karashah~. was also ;I HinayAna fot~ntlation. 
As in tlie case of tlie sites in Russian Ti~rkestal i  these evidences are 
borne out 11y the arcliaeological material cliscoverctl at  each of these 
sites. 
Hsiian-tsil~ig's travel notes on Hutltlliist fotindatio~is in Afgl~anist;in are 
useful too: the community at H51niy5n Eollowecl tlie Lokottaravadin 
tloctrine, an intermet1ia1.y cult between the tenets of tlle Small ant1 



(;reat vellicles; the colliml~tlities at KipiSa in the seventh century £01- 
loweci the hlahiiyina. Althougl~ the "klaster of the 1,aw" does not men- 
tion Kakrak ant1 Fontlukistari, the painti~lg ant1 sculpture from these 
convents clearly intiicate their dedication to the Great Vehicle. A ccn- 
tUry later in A.D. 727, another visitor to Himiy;ln, Huei-ch'ao describes 
the monastery as devotetl to hfalliyina Uutidllism. T h e  same type of 

evidence seems to indicate that Hadda was a center of Hinayina. 
The Ilistory o f  tlrc modern exl~loration ot Central Asia begins with a 
number of  British missions to the Kashgar region fronl I834 to IH70, 
mainly for purposes of geograpllical ant1 political reconnaissance, to be 
followed later in tlle century Ily Russian rllissions over the 'Tarim basin 
to Tihet. Altllo~rgll occasional manuscripts, coir~h, ant1 pottery fragments 
were picked up 11): these early visitors, i t  was N. F. Petrovskii, Russian 
consul in Kasllgar in the last tlecacle of the nineteentll century, who first 
assembletl an inlporta~lt collectio~l of oljjects from the area. T h e  interest 
aroused Ily  his fincls let1 to tile organization of one of the first scientific 
expeditions by D. A. Klenlent~. This  venture, spnsorecl by the Academy 
of Sciences ot St. Petersl~urg, concentratetl on l 'urfan, producing the first 
photographs of the B~rdtlhist rernains of Shorclluk, or Shiksim. T h e  ex- 
plorations contl~rctetl 11). Svc11 Hedin frorn 1898 to 1902 co\:ered the 
entire Tarinl basin, ant1 Ile was the first to recognize the presence of 
Buddllist as well as Muslin1 antiquities in the region. In 1900, Sir Aurel 
Stein let1 his first Central Asian expedition, conducting extensive ex- 
cavations in the Khotan oasib. This same indefatigal)le explorer con- 
ducted another memorable journey over C;entral Asia in 1906-09, which 
cndetl with Ilis i~lvestigation of the ?'housand Rutltll~a Caves at T u n -  
huang. Stein in his last expedition to Innerrnost Asia, as he titled his re- 
port of this mission, conducted further excavations in the Turfan and 
Loulan area fro111 19 13 to 19 15. Four separate German expeditions under 
the direction of i\lI>ert Griinwetlel arltl Albert von Le <;oq were active 
in Central Asia from 1902 to 19 15. These scholar-archaeologists conducted 
cursory exca~ations at Khotan and Tunishuk. but their main efforts 
were directed to the Buddhist re~nains at Kizil and the Turfan oasis. 
Part of the extraordinary collection of Buddllist sculpture ancl wall 
~~aint ings  ol~tainetl dlrring these )ears oC ard\rotrs research still survives 
in the Indische Kunst Abteilu~lg of thc Staatlicl~e Museen in Berlin 
(Dahlem). One slloultl not forget either tlle lliissiorl i~nciertaken 11y the 
great si~lologist I'alll Pclliot fro111 IYOti to 1909, in tile course of whicll 
he began the excavation of the ruin site of T~rmshuk and discovered the 
f ~ m o u s  hitl(le~l library at 1'~111-lluang. Between 1902 and 1909 a numher 



of Japanese expeditions u ~ l t l e ~  the auspices of (:aunt Otani K o ~ u i  and 

Nisliihonganji (Kyoto) traveled over Turkestan more in the interests 
of collecting items o f  Bucldliist interest than arcllaeological excavation. 
Further research in  Central Asia by foreigners came to a n  eiitl in 1915, 
when the Chinese forbade explorations in Sir~kiang w i t l l o ~ ~ t  the partic- 
ipation of Chinese scholars. 
For our  knowletlge of Afghan Tilrkestan, that is, the parts o l  Afghan- 
istan that may be described in tlie Central Asian orbit, we are indebted 
to the decades of work and  publicatio~i by the Deldgation Archbo- 
logique Franqaise en  Afghanistan, beginning in 1922 wit11 the work of 
Foucller and  continuing to the present in Hernarcl's excavation of tlie 
Graeco-Bactrian site of Ay-Khanurn. T h e  archaeological exploration ol 
Kussian Twkes tan ,  interrupted by tlie war, has produced the most 
spectacular results in tlie last decades through tile indefatigable labors 
of Soviet arcllaeologists a t  such sites as Toprak  Kala (Khwarezm), Py- 
andzhikent, Balalik Tepe,  Varaksha, Ahas ia l~ ,  antl Atlzliina Tepe. These 
excavations, Followi~lg the atlniiral>le Russian system, are the work of 
tealna of experts, let1 by such clistinguished scho1a1.s as Masson, Bele- 
nitskii, Pugachenkova, and B. A. Litvinskii. 
T h e  rigors of modern travel in the wasteland of Serindia, as <lescribed in 
the journals of such twentieth-ce11t~u.y explorers as Albert \.on Le Coq 
ancl Sir Aurel Stein, are probably as riotlling coulparetl with the hard- 
ships endured I>y the pilgrims antl traders who took this long road over 
Asia even before the final tlestruction that came wit11 the '  Mongol inva- 
sions of the tliirteentll century. It  must be remembered, however, that in 
tlie days of Fa Hsien antl Hsiian-tsang and the earlier commercial trav- 
elers, the desert hat1 not completely engulfed the cities antl monastic conl- 
nlunities a t  sites like Kucha antl Kliotan. T h e  oases were watered not only 
11); the Tarinl  Kiver ant1 its subsidiary streams but also by canals. Through- 
out this entire vast terrain from Chorasnlia to the (;hinese l~ortler,  as 
well as in ancient Afghanistan, an elaborate system of irrigation by 
unclergrouncl tunnels (karez) s~~stainecl these islands in i i  desert sea. In 
his picturesque accounts of the modern cities of Sinkiang, whicll he vis- 
ited in his journeys, Sir Aurel Stein frequently refers to the survival oE 
these centers and the s~~rrouncl ing agl-icl~ltural tracts tl~roug.11 the main- 
tenance of irrigation canals ant1 to tile total (levastation of great areas 
through the failurc of tllese systems in moclerri times. It is aplm-ent that 
the disappearance of whole towns, castles, ant1 monasteries in iincient 
times was invariably the result not only of the rlestruction caused by dis- 
astrous military invasions but,  as has been noted al~ove, through the 



lleglect or deliberate destruction of the lifegiving irrigation works, which 
opened the way lor t l ~ e  inevitable i~ivakion of the desert sands. 

In the following history of art  in Central Asia it has become customary 
to assume that artistic influences, like the spread of Indian Bud- 
tlllism, inevitably traveled from West to East. T o  a large extent this 
assunlpt i~n is true. But we must not forget that, just as the terrible 
whirling desert winds - the hurl~n that harassed Sir Aurel Stein on his 
first expedition to Khotan - blow from no predictable direction, so too 
the cultural forces that shaped the art  of Turkestan sometimes came from 
Inally different quarters, ab will I>e seen in at least one instance, in the 
counteririfluence of Chinese art in Turfan in tlle last centuries of Cen- 
tral Asian art. 
Although western Central Asia, including large portions of present-day 
Kussian Turkestan and Afghanistan beyond the Khyber Pass, were sa- 
trapies of the Achaemenid empire of Darius and his successor, for our 
purposes, tlie irivestigation of art  in Central Asia in historical times may 
hegin with the introduction of actual Greek forms and techniques in the 
colonies founded by Alexander in Bactria and Transoxiana. 
The components ol' the art of Central Asia were drawn throughout the 
centuries from the cultures oE peoples wlio adjoined this vast expanse oE 
territory and introducetl elements of their forms and techniques by 
trade, hy tribute or booty, or I>y actual i~nrasion and sovereig~ity over the 
land. T h e  ultimate prototypes of Central Asian art are, beginning from 
the M'est, the art of ancient Iran from Acllaetne~~icl t h r o ~ ~ g h  Sasanian 
times, and the heritage of the Hellenistic world as implanted 13,. Alexan- 
der's conquest and maintained for centuries by the colonist successors of 
the Macedonian in Transoxiana, Afghanistan, and northwest Pakistan. 
T o  this legacy must be added the contribution of the lnclian world be- 
ginning with the empire of the Rlauryas and continuing until the Is- 
lamic conquest in the eighth century. \,\'e cannot discount, either, the 
intrusion of Roman forms from the first to at least the fifth century A.D. 

Finally in eastern Central Asia, or  Serindia, we must take into account 
the persistent introduction of e lenle~~ts  fro111 China as early as the Han 
period. As will become apparent again and again in subsequent chapters, 
no one of these foreign arts ~naintainetl its own autonomous character 
for long in the Central Asian en\~ironme~lt :  in every case these foreign 
borrowings or impositions were slowly but surely amalgamated into 
quite different native styles by the peoples of  the widespread inner Asian 
continent. It is by the same token improper to speak of Central Asian 
art as a universal unified cultural manifestation, as one speaks of Italian 



or Greek art. We have to cleal, in other words, not with one I)ut many 
regional styles, sonietimes restricted to a single stria11 principality, and, 
as has been intimated, the multiple styles of these centers were invariably 
affected by their geographical locations and contacts with one or niore 
sources of Coreign inspiration. Ancl, in all tliis, i t  should never I)e for- 
gotten tliat original styles of expression clevelop in a native idiom. 
T h e  mcntion by Ptoleniy of tlie elispatch of traders to Seririclia to explore 
the route to tlie land of tlie Seres by the klaceclonian Maes Titianus is 

tlie one ancient li tera1.y account testifying to cornniercial relations be- 
tween tlie Mediterranean world and tlie Far East over Central Asia. It 
is impossible to measure the significance in the formation of styles 
through the inlportatio~i of foreign artifacts, but tliere can be no ques- 
tion, especially in the case of an art sl~onsorecl alnlost exclusively by 
princely patrons, that the presence of examples of foreign and exotic 
arts would have some effect upon the taste of a given region and time. 
T h e  discoveries of Roman objects in India at sites like Kohlapur and 
Arikarnedllu neecl not cletain 11s here, b u ~  the great treasure of In- 
dian ivories anel Graeco-Roman objects in metal, stone, plaster, and 
glass found at Begram, the a n c i c ~ ~ t  Kushan capital of KipiSa, in Afgha- 
nistan, is an illustration of the wholesale i~npor t  of' foreign wares to the 
very tllresholcl of  Central Asia. T h e  large Koman terra-cotta vessel witli 
Dionysian scenes clisco\.erecl at Termel is a furtller itistallce of the pene- 
tration of Western art into Turkestan. Many of the golcl and silver vessels 
of  classical type foi~ncl i l l  Sibel-ia were in all likeliliood imported from 
somewhere in the Hellenistic empire oE the \.\'est: they are the parallels 
and perhaps the prototypes for tlie l ~ a n t l f ~ ~ l  of metal objects of actual 
Craeco-Bactrian manufacture. If we need furtller examples of the in- 
fluence of importeel objects to Central Asia at a later period, we have 
only turn to tlle actual fragnients of Sasania~i silk tliscovered at Astana 
ancl the precise copying of these fabrics in wall paintings from Saniar- 
kand to Ki~clia ancl Turfan. 

1 .  Mario Bussagli. Painting o f  Central Asia, Skira, Geneva. 1963. p. 122. 



1 'HE C;KAE(;O-KOhlXN FOIJXDA1'ION 
OF CENI 'RAL ASIAN AK?' 

Altllo~rgli (;alitlli;lra, tlie allcict~t ~,t.o\~in(.e conlprising parts of nortll- 
western Pakistati alicl so1rtlle1.11 Afgllallistati, is riot within Cclltral Asia, 

the culture of this region i b  so ilitirnalely relatecl to  de\,clopmer~ts in 
all of T~rrkestaii tllat a I~riet  tlesc~.iptiori of tliis Late A~itici~re art  in Asia 
is necessary.' Art in Gandliira liad its beginnings with the advent of 
tlie Kusliaiis. As has Ixen t1escril)ecl i r ~  the introdilctor): cliapter, this 
noniadic horde, tlie Yueh-chill o l  the Chinese histories, beca~ne masters 
of Bactria no later than tlie mid-second century B.c., and 11). tlie end of 
the first century of ou r  era their domillions included all of Afghanistan, 
~lorthwestern Pakistan, atid parts of tlie <;allges C'alle),. It is possil~le 
that parts of M'estern Turkestan, i~lclutling Cliol-astnia, were also under 
Kushan rule. Altllough the chronology of tlie Ku5llanb remailis a vexing 
pohleni, i t  appears that the I)cgintiing of tlie i.eig11 of tlie greatest of 
tlie Kuslian rulers, Kanislika, niay I>e dated between 78 .s.u. and 128 
A.I)., niost likely about 110-1  15 .4.u. T h e  dynasty of tlie Great Kushans 
came to an  entl with the invasion o f  Sllipui. 1 of Iran in A.D. 21 1.  
The  great florescence of tlie bcliool o l  C;alltllliri~ nlubt Ilave coincitlerl 
with tlie reign of Kanislika. reno\v~letl as a ],atl.oli ot Hirclclliisnl. T h e  
sculpture of Gantlllira in scliist ant1 5ttrcc.o is tle\.otetl alniost exclu- 
sively to tlie clecoration ot B~rtltlliist estal)lisl~~nc.~its. so that its iconog- 
raphy is essentially derived I'rot~i earlier Intlian tratlitions recast in a 
classical mold. It represents a belated pro~,int:ial Hellenistic style trans- 
mittetl tllrougl1 Hactria, that is, f~.oiir c.el~ters strch as Kllalcha)-an and 
otlier early Hircldliist I'ouiitlations in tlie Osus  region, I-einforcetl Iy 
elemelits o l  style ant1 t e c l l ~ i i q ~ ~ e  1)orrowecl fro111 Konian art ,  1xrh;ips 
tllrotrgli tlie act~ral intervention of craftsniell 1.1-0111 tlie 3Ierliterrarlean 
as ii sequel to the close conlme~~c.ial contact5 esisting betuveeli the Kuhhan 
empire ant1 Rotlie in the early cctltt~ries ol' our  el-a. <;ei)grapllicallv ant1 
artistically C;anclliira was a kilitl o l  110-mall's land I ~ e t ~ v e c ~ i  lriclia aritl 
Ira11 and tlie classical \\lest. \\'llat is o l  priniary inlportaiice for us is tlle 
fact tliat the tecllrlique ancl icollog~.apllv of Gandli3ra art  tlirougl~olrt 
[lie four or five ccntlrries of its existence pro\.icied tlie chief source for 
the vario~rs styles tliat developed along tlie Silk Road. 



Fig. 1 - Cold  coin o f  the Kushana king Kanishka, depicting the Buddha and the 
Greek inscription BOAAO. London, British Museum. See below. 

Early examples of Gandhira carving in the characteristic slate, or schist, 
reveal an unmistakable Helle~listic imprint and, with the clevelopment 
of the school, reflections of Roman tecllniques of figural sculpture and 
relief from the first to the fourth century. It may also be noted that in 
the later centuries the Indo-Roman art oE Gandhira becomes progres- 
sively more orientalized, formal, and Iiieratic, perhaps in response to a 
demand for a more abstract canon appropriate to the mystical ideals of 
Buddhism, also as the result of a transference to Gandhara of tlie al- 
ready orientalized Roman art of Palmyra and Dura Europos. In con- 
nection with the Palmyrene style of the late Gandhiira Buddhas, it is 
worth mentioning that provincial Palmyrene grave steles of the second 
century A.D. have been found at Vekil-Bazar in the oasis of Merv.2 
The fact that a representation of Buddha appears on a coin of Kanishka 
(Fig. 1) indicates that such anthroponlorphic portrayals of Sikyamuni 
were already known at the turn of the first century A.D. A typical early 
Gandhiira Butldha is a mixture of classical form and Intlian icotiography 
(111. 1). Tlle robe is an adaptation of the toga or pallium of Roman 
imperial portraits to the Bucldhist robe, or sanghati. The head is remi- 
niscent of the Apollo type. The wavy hair and even a krobylos are made 
to disguise the ~i.shnistlcr, I,ut lakshuntls, the magic marks of a Buddha as 
described in Indian texts, such as the elongated earlobes and the urna, 
are introducetl into the classical inask. 
The Gandhara Bodhisattva images, ancestors of countless representa- 
tions of these beings in Central Asia, are princely figures, dressec! in the 
finery of Indian rajalis of the Kushan period and seemingly descended 
from the royal portraits of Khalchayan (111. 3). Possibly they were in- 
tended as effigies of deified nobles. The jeweled ornaments worn by 
tllese images are of Iranian, Sarmatian, or Graeco-Roman origin, and 
the s~vallowtail convention for their dhotis appears to be a borrowing 
frotn the Neo-Attic style. 
Although, as we have seen, the early type of Gandhara Buddha has many 
features in common wit11 late Hellenistic or early Roman iniperial sculp- 
ture, the late exanil~les of the Buddha type, no earlier than the third 
century A.D., as illustrated by the relief of the Great Miracle of Sriivasti 
from Piit ivi  in Afghanistan (111. 2), show a reversion to ancient Near 
Eastern characteristics. The rigid frontality arid the squat proportions 



of the figure may rernitld us of Parthian art or, incleetl, of that losh of all 
sense of beauty of proportion in Roman sculpture of the time of  (;on- 
stantine; antl tile al>stl-action of the earlier realistically rentleretl classical 
garment into a series of stringlike conventions, with the folds ending in 
meaningless forked shapes attached to the l~ody,  has parallels in the 
pave portraits of Palmyra (Fig. 2). A similar trend toward formaliza- 
tion, hieratic and dry in execution, with tlie tlrapery I-epresented Ily in- 
cised lines rather than fully modeled pleats, makes its appearance in 
stucco sculpture as well. It is this late phase of Gandhira art that ap- 
pears to have provided moclels for the plaster antl clay sculptirre univer- 
sally employetl in the Buddhist monasteries of Central Asia. As we shall 
see in a subseque~it chapter, the first translation of the Gandhira style 
into a Central Asian icliom, in a union of classical, Indian, and Iranian 
elements, was effected in the art of such Afghan sites as Hadcla, Bimiyan, 
and Fondukistan. 
There are several different types of relief sculpture in Gandhira, all of 
which appear to reflect consecutive development in the compositional 
and spatial arrangements of Roman art from the first to tlie third cen- 
tury A.D. These styles of relief in Gandhara range from the funda- 
mental classical scheme of a number of figures isolated against a plain 
background (Fig. 3) to the most complicated, truly baroque, pictorial 
relief. Without going into a detailed analysis of this stylistic variation 
and evolution, it can he said that the most common type of relief in 
Gandhira from the second century onward presents the figures in a deep 
stage or box, usually with several o\~erlapping planes (Fig. 4), as in 

Fig .  2 - Grarle stele from Palmyra. Fogg Art 
Museum, Cambridge, Mass. See above. 
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Komali carving of tlie Antoninc pel-iotl, t o  slioiv tlie exi\terice of the 
folxis in a sp;ttial a~nI) icnt .  Al t l io l~gh tliis pic to^-ial lnocle miglit remind 
(15 o l  tlic tliickets of tlelisel!. el-owtletl lig111-es i l l  suc.li cal-ly Intlian reliefs 

as tlie carvings of the  lo~? incr .v  at  Saliclii, tlie arrangenicllt of tlie person- 
;tges in <;a~itlli;l~-a p;tncls i 4  i~~\.iiri;tl,l>- niorc o~.tlci-ctl i t ~ i t l  I~al i~ncct l  in a 
cl;lssical sen\e, alitl t l ~ e  niotle of c - o r ~ t i n t ~ o t ~ s  nnrr;~tioli t~ni\.el.s:~lI) fa\.ored 
in Ilitlian l.elief colnl)ohition\ ial.ely aj)l)c.ai-s; in tact, i~isleatl o f  tlic Intlian 

~ ~ i e t l l o t l  01' sl iowi~ig c.o~isec.t~tive e\lcrits i l l  ;I stol-) ~ ~ . i t h i r i  tlic \ittnc ti.:tiiie. 
;~ l lo t l i e~-  atlaptation of Uo~lii tn ],I-actice i l i  t l ~ e  l i ; t~.r ; t t io~~ of tlie Buddha 
lege~itl is tlie al lotment of it s i~ ig le  p ; ~ n e l  to cacli episotle in tlie Iiero's 
life. 
T l i e  ~i ios t  i n ~ p o r t a n t  exjjoi-t ti-on1 <;itntlliira l o  C;c'~~tral Ajia was tlie 
tetli11iclrie o l  s ( . l~l l ) t t~r ; i l  ~-evetnlc.rlt i ~ i  stucco 01- (-lay tor Kr~cltlliist strllc- 
lure \  ;111tl tlie 1iyl)ritl s~) , les  o f  wall painting, liali Intliali, Iiall' clahbical, 
that  l'lot~rislietl i l l  t l~ese  I~oi-(lo- I-egions. In t l ~ i s  c o ~ i ~ l e c t i o ~ i ,  t l ~ e  ~ i a r i ~ e  of 

tlie l';tniot~s site o f  H;~tltla near li~lalal)atl i l l  \orltliel.n .-llgIi;t~iist;ln Iias 
1)ecolne iilniost :i gellei-ic tel.111 t o  tlcsc.i.il)e (;;tlitllr;lr;i sc.t~ll)trrl.c in st11cc.o. 
X(.tr~nll> tliis liliie ~ ) I i i \ t o -  stattlai'), is n o  tlillei-elit i l l  tec.li~iiclrtc. ; t ~ l t l  

1 l i o l i 1 4  I ' I X ) I I ~  i l l l1r l i i icr~~~)~e e s ; ~ ~ i i p I c s  C S C i I \ i t t ( , ( I  ; t t  'l-axila ; t ~ i ( l  t l i r o t ~ g l i o ~ ~ t  
tlie Pc~I~; t iv :~i .  !':tIle~, i l l  ~ ~ o ~ - t l i ~ v e s t c ~ ~ ~ i  I';i!iis1;111. I ) I I I  t l ~ c  p . e i ~ t  \.a~.icty ;t11(1 

I ) ~ : I I I L )  (.)I  lie Iit~ntlrt~tls 01 pieces ~-cc.o\,c~-ctl ; i t  I l ; ~ t l t l ; ~  1):. t l ~ e  I;]-eiicli A].- 
cli;teological l\li\siol~ in tlie ~iirietecn t i \ .cl~tie\  ;~ttl-ac.tctl ivorl(lwitlc 
; ~ t l c i i t i o ~ i ,  eslwcii~ll) i \ . i t l l  111c ~ ) ~ . o i ~ i ~ l l g : ~ l i o ~ i  0 1  111e I I ~ C O I . \  t11;11 111;iii) 0 1  

tlie Iieatl\ ol Rotllii\att\.;~s, tlc\.;~r 54. ; I I I ( I  1 ; ~ )  f ig~~i .e \ .  i l l  rlicil- esl)~.c.;sion 
01 ])i~tlios : I I I ( I  s j ) i i . i t r~ :~l  ~-e;tlis~ii,  s t ~ ~ i i c ( l  t o  ; t i i ~ i ( ~ i l x t ~ c  111c ht),lc O K  t I i i1 . -  

t c o i ~ l ~ - c t ~ ~ i t l r r ) .  ( ; o r l ~ i c  ar t .  . lc . t t~al l )  Hatl t l ;~ i \  I ) c y o ~ ~ t l  111c c -o~ l l i~ ic \  0 1  
( : c . r i l l - ; ~ l  ,l\i;l I ) I - O I X I ,  1,111 t l ~ e  4(1111)1111.e 01 tliis Ia111011\ \ite, t l ~ c  ; i~it . ic~it  



Hi-lo Of  [lie <;Ili~iese pilp-i111s Fa l-i\ic~i i111(l t i \ i i i t ~ ~ - t \ i t ~ ~ g ,  i \  01 extl,e111e 

inllx)rta~lw tor tlie devclol)~nerrt ol a tecl l~l iqi~e of nlotleling in gypsum 
as a clieap sirl~stitute for niarl)le tllar wa4 l~erlcctctl in Alexandria in 

tielle~listic pel~iotl, ;~rit!, 11.0111 thih g~ci i t  ct~11111ie1~cial ;111(l ; i ~ - t i \ t i ( .  111~:- 

trol>c)lis, its use hp1-eatl to I'al-tliiar, ar~tl  Sasaliia~l 11-an, to '1-I-;tn\oxiana, 
Algllanistii~i, ancl ~ l o ~ . t l ~ r z , e \ t e r ~ ~  I'aki4tan i l l  [lie cart! c-e11ti11 ie4 of o111. 
era. I t  i a  possil>le that tlle interc4t i l l  tlie realislit ~>oro.a!,al of intiivitlual 
types and tlie ratliant expl.ehsii.c~ie\h 0 1  \o 111;iny 11eac14 01 tile "H;ttttta" 
type may Iiave alreatly 1)ecri anticiparetl i l l  the Hirctriicn c~llt l lre ol Kl~al-  
chaya~l, il, ah P~-ofe\\ol- I 'ugatl~er~ko\~a Iias rrietl to  ctenionstr-ate, tlic tie- 
corations ot  this palace are to he tlared i r l  tlie tirst centur), n.c .  How- 
ever, as \\..ill Ije ecplainctl I)elo\v, i t  wen15 likely tllat a sonlewllat later 
date is 1x.ol~al)le. l ' l ie ch~.onolog! ol tllc Hatltla s c u l l , ~ ~ ~ ~ . e  rernai~is a 
problem: At least. the fintling of K o n ~ a n  coins ol  Domitiall and ~ l l e  fifth- 
century emperor Rlarcian 1)). t l ~ e  pioneer explorer AIasaon 11efo1.e the 
First Afghan \\'ar 111-esent5 cnclo4ing I)r;tcketh for the t loresce~~ce ot this 
monastic city, and  the final terniinua i \  supported I>y Hsiian-thang's 
mention of the tlestr~lction of tlie 11lonaste1-ies of Xagal-ahiil-a presum- 
ably I>y the L\'hite Huns in ca. A.D. 450.:1 
Following a practice that became universal throughout western Cen- 
tral Asia and Serinctia, in I~otli the I-eliels ancl statues attaclied to the 
walls of  stupas and  \rilliras, the hotlies ot tlie images \ve~.e rnodeled out 
of local clay around a wooden armature and  co\~eretl with a thin shell of 
lime plaster originally painted or  gilded. Tlie heads, like the example of a 
"Hadtla" type of  de\.atii on Page 45. Icere modeled out of stucco arountl 

Fig. 4 - l l ' i r~ lana.  
G a n d h a ~ a  rel ief .  
I n d i a n  Miccetcm, 
C n l c u t t o .  



a solid core of clay, reinforced with chopped straw and small stones 
as a binding nletlium. Moltls were almost certainly used for the stereo- 
typetl Hlrtltllia, in wliicll t l ~ e  niask is a combination of  the sharpness and 
ideality of Gantlllira stone Utltltlha lleacls ancl the E~~llness of tlie Indiall 
canon. For tile intlivitlualizetl lleatls of lilir~or tleities antl devotees, how- 
ever, a freehantl ~ilotleling tecllnique was employetl to achieve the pe- 
culiar freshness anti suggestions o f  ecstasy and tension. l t  is this tech- 
nique that makes so many of the Hadda heads look as if they were the last 
expression in Rud<lhist guise of tlie realis111 and passion and te~ision 
of the school of Pergarnum. M'e may conclutle that the special spiritual 
qualities of the Hadda stuccos is either an inheritance of' the late Hel- 
lenistic Bactrian art of Klialcllayan or a reflection, perhaps through the 
intervention of provincial Ronlan craftsmen, of tlie revival of the Hel- 
lenistic Sturm uncl 1)rang in Roman art of the Antonine period. 
In  concluding our consideration of this Asiatic phase of the Late An- 
tique, it might I,e possihle to think of the art of Ciandhiira as just an- 
other regional style, like the autonomous modes of expression that we 
shall encounter in the various principalities of Russian Turkestan. T h e  
Gandhira style was, of course, more widely distribute(1 in a geographical 
sense antl its ~~rocluction infinitely more prolific and varietl, yet i t  has 
the earmarks both of ;I  provincial late classical mode ant1 at the same 

time a school in which elements of classical, Inclian, ancl Iranian origin 
are blended into a tlistinctive intlel)entlent style. 
Whereas the school of Rudtlhist sculpture that flourished under the 
Kushans at hlathuri  is completely lntlian in character, a logical out- 
growth oE the earlier styles of lntliall art, the sculpture of Gandhari 
that flourishetl in the northern portions of the Kusliansliahr, is, strictly 
speaking, dependent on Graeco-Roman stylistic prototypes. As we shall 
explain in a later chapter, the only artistic expression that we can 
really associate with the Kushans racially as well as aesthetically is 
the series of royal 1)ortraits and I-elated nieniorials at tile sanctuaries de- 
dicated to divinizetl sovereigns at Surkh Kotal in Afghanistan ancl a 
similar temple enshrining effigies ol' \\"inla Katll,liises, Kanishka, ant1 
lesser princes at hllathuri. 

1 .  The subject has been treated cxtcnsively and with great distinction by Dr. Seckel 
in his Kuns t  d e ~  Buddhismus in the present series. 
2. G. A. Pugachenkova, Iskusstvo Turkmenis tana ,  Moscow. 1967. PI 26. 
3 .  The recent find of a cachc of coins of Shapur 111 (383-388) at Tepe Shotor in 
Hadda would appear to provide a useful date for the florescence of the school. ( M .  
and S. Mostamindi. "Nouvelles fouilles ?i Hadda [1966-19671." Artr  Acintiquec. XIX, 
1969, p. 2 3 . )  



111.  M I R A N  

LATE ANTIQUE AK?' I N  SERINDIA 

Geographically farthest removed from India and Gandhira and yet 
closest in style and date to the Late Antique art of the Kusllan period 
are the remains unearthed at Miran on the southern artcry of trade 
three hundred miles from the frontiers of China. This  hite was first ex- 
cavated by the great British archaeologist Sir M. Aurel Stein in 1907, 
and later explored by the third Japanese expedition let1 11): Count Otani 
in 1911. klirin lies northeast of the Altin Tagli on the border of the 
desert of Lop Nor. T h e  site has been identified as Yii-ni, the capital of 
the principality of Shan-shan in the Han period. 
Describing his visit to Shan-shan and tlie capital hliran, in the early 
fifth century, the Chinese pilgrim Fa Hsien observed that "the laity and 
Srimanas of this country wholly practice the religion. . . of India .  . . all 
use Inclian books and the Illtlian language" - an eloquent testimony to 

the close, and it would seem direct, ties between this distant orltpost and 
Indian culture. 
The shrines excavated at hliran included a temple (hl. 11) with frag- 
ments of stucco sculpture, among them a colossal Bucltlha image, and 
such architectural details in carved wood as a I~racket capital of Pcrse- 
politan type. Two circular sanctmries (M. 111 ancl hl.  1:) consisred of a 
stupa, a tall structure raised on a number of I~asement srories or drums, 
enclosetl in a round conical building, so that an a m l ~ u l a t o r ~  for circum- 
ambulation oE tlie relic mound was provided between the central stupa 
and the surrounrling wall. T h e  entire surface of the interior wall of this 
circular ambulatory in 110th shrines was covered wit11 mural paintings. 
The date of the principal mural tlecorations in sllrine M. V and most 
likely the entire conlplex may be estal~lislied by an ill;( ~.iption in Brahnli 
script of the thirtl century recording the name of an artist, Tita,  \vhich 
we may perhaps recognize as a transliteration of the Latin Titus. T h e  
inscription reads: "This fresco is the work of Tira, who has received 
3,000 Hhammakas for it." 
111 the lowest zone or tlado of hf. V was a con t in~~ous  painted f r i e~e  re- PLATE P. 11 

presenting nude putti and youthful genii wearing Iranian pointed caps 
supporting a thick heavy garland (Fig. 5); frameti in the swags of this 



1 . 1 ; .  5 - P a i n ~ r n g r  / t o t ) /  / / I ( ,  1 o i c . r . 1  ;c<crll ccrca of 7 ' e n ~ p l e  M.C' .  M ~ r n n .  M u ~ e r r n ~  0 1  
C e n f m l  AsIan Anf iqui t ie .c ,  h'ezc, D e l h i .  C o m p n r e  p .  .7.?. 

wreatll were paintetl \\.list arc ~,~.chlllnal)l\ ~>ol.ira),i~ls of Inale ;~nt l  female 
tlollor,\ or n~ol.sl~i pers. B i ~ s ~ s  o f  tvingetl I~einga were enclose<l I)y the 
loops of the w1-eatl1 in tlie rou~it l  ~ernple ,  hl. 111 (Fig. t i ) .  

Al)ove thih lo we^. l-egistcl- were ~.eprese~itaiions 0 1  tlle Hi lc lc l l l ;~  legend, 
s ~ ~ c l i  as tlie f1-agnir~lt fronl tlle life o f  Siikyinit~lii i l l  a style that coi~lcl 
I,c tlescril~etl as the pictorial eqlrivalellt ot tlle sitllle ~~11)jecth as those 
fount1 in C;antlliiira i,elie!s. Tlie motif of I)ilsts h.arnetl in the swags 01' a 

PLATE P.  41  g;~~.l;iri(l, \lll)l)ol.te(l 1))' erotes i~nt l ,  in tlie I)I-eselit example, by a youth 
~veal.illg ;I Plir),gian cap, is ii lavosite one in C;antllliira reliefs (Fig. 7) and 
I I I I ~ I ~ ~ ; I I ( ~ I \  i l l  K O I I ~ ; I I I  ~ ; ~ ~ ~ ( o l ) l i ; ~ ~ i  0 1  t l l ( ,  c:11.1\ e111pi1.e. Tlie little gelli~lb 

F i g .  6 - Bust of n ( t i n g e d  
g ~ n i r .  Frorn Terrtple M .  
I I I ,  M i r a n .  h lureuni  o/ 
( ; cn / rn l  A.rinn ,4n/ i -  
q ~ c i t i c r ,  X r i i .  D e l h i .  S F P  
nhoime. 



1t.i~li Ilir  peaketl I ) O I I I I C  I ( ( ~ ~ i i t !  I I I I , I . I ~ I  1 1  1 g 1 1  , 1 1 1  ( ) I  1 1 1 1 ~  1 1 .  0 1  .I \ 1 1 1 l , !  . ,  

in any  rir~rnl~el- of Koln;tl1 lnorait r i i l l t l  \*.all pairrr irlp,\. 
S o  one can tail t o  tlcretr tlle nl;~rketl rcrenrl~lanc~c I)c.r~\-cc.~r 1 1 1 ~  I ) I I \ I  ol 
the tlevotee friiliic.tl i r ~  it ~v re i~ l l i  i l l  O ~ I I  i l l ~ ~ j t l a l i o r i  :tntl r l ~ e  I ; ; r \ t i ~ ~ r  gr-;i\.c 
~)ort].iiits 11-orn Koluall E g ) ~ ) t  (Fig. H). 130111 tlre t)l)e 0 1  11lalc. "l)oi- 

[rait" in VUI-  detail 0 1 '  11)e Aliriiti cta(lo :iri(l tllc ( ~ I I . S O I . >  L I W  01 ligllt : I I I ~ I  
jllatle co111tl I)e ~n;itc.lietl in In:trl\. esarrll,ler ol t l r e ~  late. Koril;~ n I~eatlr 

ljainted in e l l ca~~ht ic ;  rlris rezcliil~lance st~.ollgl!, \~rggc\ t \  I I I C  j,a~.tici. 
patio11 ot an  ;ttelier ol artist\ trainetl i l l  I ! ! #  \ I i * c l i ~ c . ~  I . I I I I , . I I I  1 1  ,111i1 ; I I I I  



F i g .  9 - H e a d  o f  the  Buddha ,  f rom Butkora, 
S r t ~ a t ,  Northrctert Pakistan. Mureo nazionalt 
d'arte or ientale ,  R o m r .  Cornpurr f i .  37. 

the clirectio~i o f  Tits. \,Ire can recogni~e another- universal cliche 
Late Antique art  for the expi-ession of spiritirality - literally, a "soul- 

ful  look" - in  the enornious enlargemeilt of the eyes, which we en- 
counter in the Constantinian portraits of Eourtli-centirry Rorne, in the 
funerary sculpture of Palmyra (Fig. 12), and in the portrayals of priests 
ant1 acolytes in the wall paintings of Dura Europos. Th i s  period of the 
tllirtl ant1 fotrrtll centuries in tlie hletliterranean worltl was rnarketl I)y 
the ,florehcence of tlie mystery cults, witti tlieir emphasis oil initiation 
into the other world, so that it is not surprising tliat tliis Eoi-mula For 
ghostly ecstasy or  exaltation slio~rltl Iiave heen so acceptal~le to the ex- 
pression of the mystical icleiils of H~rtltlliisln Iiere at  bliriii at tlie fui.tliest 
edge of the (lying classical worltl. 
Stylistically the group of Rucltllia antl I l i a  tliscil)les fr-om SIii-il~e M .  111 
reveals the same reflection of tlie Late Anticji~e manner in the act11;rl 
types antl tlie re t l~~ct ion  of tlie cllial.oscul-o to a tliickeni~lg of the contour 
lines, enclosing essentially flat areas 01' tone, together with a tlecora- 
tive rather tlii~n Eutlctional use of wllite highlights. Tlie lleatl of the 
Btrtltllia a t  the left presellts certain ~ ~ n i ~ s i ~ i i l  iconograpllic features, 
such as the moustache ant1 tlie traces of an t ~ n t ~ s u a l l ? ~  large lrslinislla. 
These attril)utes have a rather close parallel in  a Hutltll~a Iiead discovered 



at ~ ~ ~ t k ; i l . ; ~  ill tile Swat Valley (Fig. 9) alitl ro rile r e l ~ r . e \ e ~ ~ ~ a t i o n s  of 

5&kyamurii i l l  the t'arlloll!, series 0 1  (;aricl!rira ~-eliels lorriler.l! 111 llie (01-  
leclion of  tlie (;iiitles' Mess a1 hlar-tlari (Fig. 10) Ircar. I'c~rl~a~var. Intleecl 
~ ~ ~ ~ ~ a g l i  has auggestetl tllar 11ot only t l i e ~  isolatetl (letail\, b111 111e \patial 
colllposition of the Mirin paintings, sliows +lrcl~ all extl.aorclinary rcseni- 
1)larlc.c to tlie reliets fl.0111 Hullel- rliat tl~c! nligl~r I)(! I-eg;il-(led ar c-reatior~r 
of lfle salrle workshop.' It will Ile 11oted that tlie I ~ r u s l ~  clrav . lr; in the 
Rlfirill figures is extrel-nely free, cvc.11 cl~l-si\,e, in tlie r1rl.e \\vrel,ing lilies 
that tlefille the features. l'ouclies of wliite are atltlc-tl to c l ~ l ~ a l ~ t e  l l ~ e  
suggestion of relief. Th i s  is vel.!. rllucl~ tlie \ame kintl of li~ical- 1ecl11c tiori 
of a classical style that is found in the si~l-\.iving t1-aglrierits ol pailltirig 

at Hadcla. 
Among the few surviving exanlples oC painting in C;andliil-a al-e a srnall 
~ i u m l ~ e r  of fragmentary tlecoratiolis tlirco\,cr-etl ;it ?'epe Kalar~ at Hatlcla 
during the preliminary excavations I > \  13arthoux. I ' l ~ e  remains ~~l iear t t~ec l  
at this site are perhaps the earliest and most classical frorn this famous 
monastery. Thei r  iml~or t a~ ice  to tlie Rlirin cycle is ol~viously as a killcl 
of stelq~ingstone I~etween the Late Antique st! le ot the Ronian \17est 
and that Eastern outpc)st ot tlie classical Inanner. T h e  decorations in- 
cluded the now-faded representations of Buddlla anti, ot special ilitercst 
to us, a small niche that originally sheltel-etl a statue of the Butltllia. On  
the sicle walls are pailltecl I-el~reseiita~ ions ol clollol-s liolclirig l o~ t r \  01c)b- 
soms and, on the \ ~ i u l t  of the little sliriiie, \vingecl cl.ote5 Iioltlil~g a 
wreath (111. 4). Tllese fl\.ilig cupicls wese, ah so otten i l l  Rutltlhist tot~rl<la- 
tions of Afghanirtarl. 1)al.r 0 1  a 1111ilietl c.o~iil)ir~atio~i 01' lrdil~tilig ;11i(I 

Fig.  
m e e t !  
first 
dun., 
s e  u rri  

Lcfest 
o b o ~ l t  

10 - Sak~ 'nr t iu r r~  
; n Brohtnan for t h c  
t i m e .  F r o m  M o r -  

4 ~ c h o e o l o g i c a l  M u -  
P e s h a a ~ o r ,  N o r t h -  

Pakis tan.  S e c  



PLATE P.  42 

scl~lpture.  -1'lie icoiiograpliy of tlie putti suy>l>oi.ti~~g ;I gal.l;~~itl over t l lc  

lieatl of  lie Huclclli;~ tiiiglit I)c clescril~ecl as tlie "Coi~otiatioii" 0 1 .  "'l'l.alls. 

figuriitioil" of ~iik~ir11111ni:  i t  is l o ~ ~ i i t l  i l l  ;I iluiiil)er 01 es;c~iil>les of 

hiira sculpt111.c o l  tlie <;i.eat XIirac.le ol' ~ l - i \ f a s t i  atid in (lie ( ; ~ l > t ~ e I i ~ l  
of Kiirli ~.el~rcscntiiig- the 13~1cltllia i l l  liis transce~lcleii~ asl~cct.:! I n  
k4aclcla pa i~ i t i~ ig .  tlie reseinl~laiice LO L i~ te  Ant it] lie poi'ti'a yals of elutes 15 

11otal)le i l l  tlie srill classical types, a~ i t l  tlie 1.etluctio11 ol [lie iiioclelirrg to 

a i~einforceiiieiir of tlie contour line5 Iias nialiy parallel3 i l l  tlie late Ko- 
i i i i l l i  painti~igs o f  Drlra Eiii,opos. T l i i s  provincial K o ~ i i a i ~  ni;~iincr, tlie 

pictorial co111itei-part ol' C;anclliiira sculpti~i.e, iriay also I,e ~iotetl i l l  flag- 
i l ic~i ts of 1nur;il t lecori~tio~i fro111 the early Krisllan or  13ac.trian palace ol 

Kllalcliaya~i. All oC these examples of Eastern classical painting in Tran- 
soxiana a~icl a t  Haclcla are pres~rnlably to I>e tlatecl frolli the first to tlie 

fifth century A.D. 

Tlie  early peiietr;~tioii of cla5sic;tl f o r ~ ~ i s  to tlie very fi.o~~riei.s ot Cliiiia is 

fill-tlier certikietl Ilv tlie fi~itliiig. of ;I t'r;~giile~it ot \vo\'ci~ textile at Loti- 
la11 to the iiortli of hlirii~i. Kepreseiltetl are a Iieatl ot Hei-nics anrl liis 

einl~leni tlic c;~tlilcet~s in a 1,;ite X~it ic l l~e style closell. I-elatetl to other 
esa~nples  o l  s11cli \ve;rving lounrl i l l  the Koiil;~ri Eg?.l>r a i~ t l  genei-all! 
clatecl i l l  tlle tolirtli c.enril1.y. 111 the cl;rssical Iieacl ot tlic 1,oii-Ian Crag- 
lllcrlt, \vc l i ; ~ \ . ~  ;I silnl~l;~tioii i l l  ~ ' ~ ; ~ \ . i i i g  o t  tlle $;1111e ( . o ~ ~ \ . ~ ' l l r i o ~ i ; ~ l i / e i l  

~ l \ ; ~ ~ l i ~ i ~  : I I I ( . ; ~ ( I \  ~ i o ~ c ~ l  1 1 1  1 1 1 c .  \ I ~ I ~ I I I  l~ :~ i~ i t i i ig \ .  '1.Iie Lou-laii t;tpesli,y is 

. -  . I ' I . "  

F i g .  1 1  - I-lead 01 ) - l f r t ~ ~ e t .  
T e x t i l e  f rngr , l en t .  A b ~ g y  S t i f -  
/ l i n g .  1 2 i , c g i , b u r y .  C O I J I ~ O I P  P. 
.7 9 .  



Fig .  I.' - I l e u d  of a f igure  
rupre.rt.nting o n e  01  t h e  four 
. , e u . i o n ~ .  B a r b e r i n i   orc cop hag us. 
Du?rlburtotl Ouk.,. W o , h i n g t o n .  
D,[:, (.'orttpure f i .  40. 

c-ertainly a n  iniport a ~ ~ t l  11ot ;I I o c  . t i  j , ~ c , t l ~ l t  r i o l ~ :  I I  I, ( Iokcl\ ~ c , l . ~ l c t l  t o  

otlier exanil,les ol' Late Anticllre \ v c ) \ c . ~ i  \ i ~ ~ l ' l s ,  \ucli ;I \  r l l C  I)cat~riftrl Ilc.;~tl 

of Her~iics in tlie X1)c.g.g Stilttrng, Kiggisl)tll.g, o~.igillnll\ ]MI-t  01 a large 
c.onipositio~~ o f  Aleleagel- H i ~ r ~ ~ i n g  [lie (;alytloni:i~i 130;11. (Fig. I I ) .  ?'Ire 
rlircovery of o u r  f i- ; lg~i~c.~it  a t  Loll-I;i~i is i ~ i i p o ~ - t a ~ l t  1)ec;iirse of i t s  1-elatiol1 
to the \r;tll l ~ a i n t i ~ i g r  ol  earl)!. hIi1.511. ?'lie ltro\.eri tlesigri i r  a close 
countel-part of tlie tletails ol' tile ; \ l i ~ . ; l ~ ~  111lr1.iilr i l l ~ ~ \ f ~ . ; i t c . ( I  i l l  0111.  Plate\ 
1 ant1 2. Certain1)- 1101 o111!. tlir ~,o\\ i l ) lc  l);l~'ricil,atio~i of artists irainecl 
in tile Koman  \\'est. I ~ u t  also tlie pi.csence ol inipo~.tecl ol)jcc.ts, r11cIi a \  
the Herme\ of Lou- la^^. \%.as 1.cspolisil1le fol- tlie in t rod~rct ion ot late <.la$- 
sicnl styles to tlie o a e r  ol tlie Silk Rond. 
7171ii-~ii~ig ~ic)\t, t o  [lie 3cl1ll)tt1rc 01 JIiri111, a \ i l ig t~ I ;~~ . l \  I I ~ ; I ~ I [  ilul lie;t(l 01 
a Hoclliisatt\ra o r  De\ . :~r i  in tlie c.ollec-ti011 0 1  rlie S ; ~ t i o t ~ ; ~ l  ~ I ~ I \ C ! I I I I ~  i l l  

New Dellii \ \ , i l l  \er\.e t o  i I l ~ r \ t ~ - a t c  [lie ki~ibliip 01 tlie pl:i\ti( : I I ~  of t l i is  

\ite ~ v i t l i  (;ancll151-a ; ~ n t l  trltin~;ttcl\.  1vir11 tllc ~11.1 of tile l lc t l i te~. l~: r l iea~~ 
\\.o~.lcl. T h e  nlatc.1-ial. \ t t~cco.  I - ; I I . ~ .  i l l  Se~.ilitlia, i~~ i~~ic ( l i ; r t c . l \ .  ~.c-laic\ t l1 i5  

fl,agmc.~it t o  tlle te t l , i~ ic~r ie  ol k~latltla ;111tl Illan! otliet. \itc\ i l l  .-Ilg11311i- 
stall ant1 P;~kis tan .  l ' l ~ c  lace clues ~ i o t  I ~ ; c \ . t .  tllr 111ahklike lo i -~~ia l i t \ .  of so 
1111~11 of tlic H:~clcla \ c ~ ~ l p t t ~ ~ . e  c l e p c ~ i ( l c ~ ~ t  0 1 1  ~iioIcI\. :tp1)~:11.s t ( . )  l i :~ \~e  
heen motlelecl I'reeli;~licl ~ . i t l l  a pi(ilr;t~it ~ . e a l i s n ~  ~ v i t l i i ~ i  a c.l;i\\ic.rll Irarne 
(lobe t o  rile 1no1-c t l t . l le~~i \ t ic .  t4acltl;1 r\l)e\.  13) t l ~ e  r;iiiie toke11 we al-e 



reminded of the belated Bactrian sci~lpture of Toprak Kala arid Khal. 
chayan. 
It is hardly surprising that the head of a devati illustrated on Page 42 is 
so close in technique and feeling to exgmples from Haclcla and north- 
western Pakistan. T h e  facial mask and hair appear to have been mod- 
eled with a consunimate suggestion of the inner spiritual ecstasy that 
illumines the countenance of the youtllful divinity. An expression of 
rapt wistful introspection is communicated by the heavy-lidded eyes and 
the small, faintly smiling lips. Again, as in stucco sculpture of Gand- 
hara, we have an example of the realistic Hellenistic manner diverted 
to spiritual ends, a type of expression that appears later in Gothic 
art. It  should be noted how humanistic are these reflections of the 
Late Antique in the early period of Central Asian art in comparison 
to the frozen, mechanical inasks of divinities at sites dating from the 
sixth to the ninth centuries where the classical ideal was replaced 
by ancient oriental and Indian tendencies to the hieratic and abstract. 
A single example will serve to illustrate tile unmistakable relationship 
hetween the stucco sculpture of Miran ancl Canclhira. This  is the head 

PLATE P. 43 O E  a devatii or Bodhisattva from the region of Peshawar in northwestern 
Pakistan. Like the clevatii From Mirin, the gentle androgynous face 
framed in ringlets reniintls (1s of Roman representations of ephebes, or 
youthful personificatio~l\ 0 1  the Seasons (Fig. 12), but the elongated ear- 
lobes ancl almond eyes are clistillctly Indian features. T h e  face appears 
to be a conlbination of a soft and free modeling, accentuated by the 
rather sharp definition of the brows. Here, as often in the stucco art of 
Gandhara, the two sides of the face are not precisely symmetrical, a 
device that heightens the animation of the countenance. Probably, like 
the fragment from Mirin, this head formed part of a large relief, in 
which the bodies were constructecl of local clay on a wooden armature. 
In the same way there appears to he a relationship or, perhaps better, a 
parallel between the Miran lime plaster sculpture and terra-cotta heads 
from Ushkur ancl Akhnur in Kaslirnir, l~elieveci to elate fronl the seventh 
century.3 It is obvious that 110th the Miran head and the examples 
from Kashmir share a common heritage with the Burlclhist remains from 
Candhiira. 

1. Mario Bussagli, Painting of Central Asia, Skira, Geneva, 1963, p. 23. 
2. B. Rowland, T h e  Art and Architecture of India,  Third Edition, Baltimore. 1967. 
PI. 88 ( B ) .  
3. Rowland, Art and Architecture, PI. 6 9 ( A ) .  
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Head of a DevatZ from Shrine M. I1 at Miran, Chinese Turkestan. Stucco. 3rd century A.D. Stein 
Collection, National Museum, New Delhi. 
The fragment is part of a stucco wall decoration in high relief, a technique that can be seen in 
inatmetable sites throughout Candh&a and even in the regions north of the Oxu8. Probably this and 
other isolated fragments found in Shrine M. I1 were parts of large stucco ensembles adjoining the 
colossal Buddha images uncovered in the sanctuary. 



Head of a Devata. Stucco with traces of polychromy. From Peshawar region, N W  Pakistan. H. 8% 
in. 3rd-5th century A.D. Collection Benjamin Rorrqland, Cambridge, Ma~sachusc t t~ .  
This head of a Buddhist divinity, possibly a Bodhisattva, is an example of a technique employed for 
the sculptural decoration of Buddhist sanctuaries from Taxila in the Punjab throughout Afg- 
and the Buddhist foundations north of the Oxus. The lime plaster core was reinforced witb & 
@tones, animal hair id rtraw, and covered with a final layer of f i d y  piaster. 
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Head of Hermes and Caduceus. Fragment of wool tapestry from Lou-lan. Chinese Turkestan, H. 
14 cm. 3rd century A.D. Stsin Collection, National Musertm, Neut Delhi. 
The 8 t ~ c ) d ~  dndal atyle d this tapestry relates it to Lare Antique and Coptic r e p r e ~ n ~ t i o n s  of 
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1V. T H E  A R T  O F  \ % ' E S ' T ' E K N  '1.11 K K E S T A N  

BACTRIA AND T H E  GREAT' PKINCIPALI1'IES 
OF RUSSIAN <;EN?'KAI, ASlA 

In the centuries before Alexander's conquest, when all the Middle East 
from Egypt and Ethiopia to nortlicrn India lay under tlie sway of  the 
Acliaemenid rulers of Iran, the ancient provinces of <;horasrnia, Sogh- 
tliana, Ferghana, anel Hactria formed the outlying satrapies of the empire 
of Cyrus allel his successors. They were annexed to form bastions against 
the Scythian tribes menacing the eastern trontiers of Iran, and Cyrus 
Ilimself lost llis life in a campaign against the nomadic Massagetae. It 
was in this remote period that urhati civilization hacl its beginnine 
with the Founding of cities silcll as Afrasial), the modern Samarka~id, in 
what is tocia); Russian Turkestan. These ancient provinces are now 
comprisetl within tlie boundaries of the Soviet Republics of Turkmeni- 
stan, Uzbekistan, and Tatlzhikistan. Southern Hactria extended across 
the Oxus into northern Afghanistan, and Turkmenistan inclrlded part 
of the territories of the Parthian Empire of Iran. 
At first glance a map of the archaeological sites in Soviet Central Asia 
looks like a chart of the heavens with its Iiundreds of sites like galaxies 
in tlle sky. Obviously in our strrvey of the art of Turkestan it will be 
possil~le to visit only a snlall numher of the more important centers of 
ancient art i l l  this regio~l to represent different mornelits in the history 
of painting and sculpture from the third century H.C. to tlle period o f  
the Arat~ invasions I~eginning in the eighth century .A.D. 

It is tlifficlrlt t o  clecicle how to preselit tlie wiclely scattcrerl ant1 varied 

remains fro111 tlie r i~i l i  sites of  what tlie Ki~ssians descril)e as Srndnlv~ycl . . 

Aziya, "hliddle Asi;~." \\'e propose. therefore, to study this material in a 
roughly cl~ronological 01-tler reg-ai-clless of precise geograplly, beginning 
with an account of the finds ol' Hellenistic art iri Hactria and Parthia. 
Hefore proc-eecliilg ally further, a Iwief tligression is inlpe~.at i~e.  Altliorlgh 
a detailed account of Ira11 and its cl~ltrlre u~lrlcr tlie Parthian arici Sa- 
sanian elynasties is impossi~>lc witl~in the Iiniits of t l ~ e  pl.esetit work, it 
is 110th necessary anel appropriate t o  prcsent a sketch\ outline of tliis 
civilization since its territories acljoinrtl I~otli the allcierlt ~)rincipalities 
ok wester11 Central Asia ancl Bactria ant1 [he )c;uslian Empire. <:hrono- 



logically the rise and  fall o f  Partliia coincided with the short-lived 
flore:icence of Hellenic Bactria and the ascendancy of tile Kuslianshahr 
to its greatest power, a period extending from about 250 R.C. until the 
overthrow of the Parthian dynasty by tlie first Sasar~ian ruler, Ardashir, 
in A.D. 226. T h e  Parthians, originally a nomadic people from north- 
eastern Iran, came into power with their overthrow of tlie Greek strate- 
gos, Anclragoras, and the gradiral allsorption of the territories of Iran 
as they existed under the former Achaemenid dynasty. In  the days of 
the great early rulers like Mithradates 1, the Parthians proclaimed 
tlie~riselves Philhellenes and  took over the Hellenistic culture and art 
introduced Ily Alexander and  his immediate successors. With their ex- 
pansion to tlie M'est and  tlieir confrontation with the hostile Roman 
worltl tliey aba~ltlonecl Philllellenism in favor of a return to national 
customs; in art, they reverted to ancient Near Eastern traditions, in- 
cluding a hieratic frontality and schematized linear treatment of the 
human figure tliat had its beginnings even before the Acliaemenid 
period in the i11.t of Mesopotamia. These national elements in later 
Partl~iari  art  uritloubterlly hat1 an  influence o n  the ar t  of the Kushans 
from Soglicliana to C;antlliira and,  perhaps ultimately, on  the artistic 
Ilackground of all Central Asia. 
As a firrtl~er loot~iote  to cIevelop.me~its in Iran it should Ile notecl that 
the Sasanians (A.D. 226-651), who were even more concerned with their 
Iranian heritage, sought to eradicate all traces of Parthian culture that 
they regarcled as non-lranian. They  made a conscious attempt to return 
to tile gl-ancleur of Acliaemenitl art  conlhined with Ilorrowings in tech- 
nique ant1 style t'rom the Konlar~ M'est. T h e  essence of Sasanian art, as 
will be seen rellectetl in cultirres I)eyontl the frontiers of Iran, was a 
Frozen inactivity, a synlbolic rather than clraniatic treatment of both 
figures ant1 narrative in ~notii~merital  scu1pti11-e (as in t l ~ e  great rock-cut 
reliefs oE Hislial,ur and Naysli-i-Rustatn 1, and,  especially in tlie sumptu- 
ary art of nietalwork a~ i t l  textile design, a wolitlerfi~l leeling for surtace 
tx1ttel.n i1nc1 clarity in design aritl execution M ~ ~ I ~ I ~ I I  a Eo~~nial expression 
tliat is esscntiallv Iieralclic- r a t l ~ e ~ .  tlliln 1-ei11. 
Tlie ultimate c~lassical foilntlation ot art  in (;e11t1.;11 Xsiil i 4  t o  Oe + o ~ ~ g h l  
in tllose orrtposts of Hellenistic. c-ivili/.a~.ion csti~l)li\l~ctl 1 ) )  .4lc.x;111tler in 
I ~ i s  collquest ol (lie East. LJ ntil conil,i~~-ati\.ely I-ct el11 I \  \vc kvere I-esignccl 
lo l.ega~-cl the eslrtence ol  a (;reek c.~~ltrll.c in Pal-rlii;~ ; t r ~ t l  R;rt.rl.i;r i l l  tlic 
lor111 01 ~ i i o ~ ~ i r ~ i i c ~ i t : ~ I  sc111pt~11.e ; I I I ( I  :ti.( l ~ i ~ e c  ti11.c ;I \  ;I 111 1 1  , ~gc ,  1(, ;1 \  i11,q I I >  

o111). wit11 (lie e\,i(le11(.c of 111e ~ii;~gtii  t i ( . t 5 1 1 t  I ~ I ( . ~ I . ~ : I I I  oi11, ; IS  lxalic 5 0 1  I Iic 
l.llle 0 1  A ~ c x ~ I ~ c ~ I . ' \  ~ I I ( ( . C ~ \ O I . ~ .  l \ ' i t l ~ i ~ i  :i I I I ( *  (lih(-o\~(*~-icr ; I {  "h11111- 



ri(latkert," the allcic-nt Partlliall capital o l  h/litflriclate\ 1 at Nisi in 
I'~rrkmenistan, ant1 the more recent excavatio~~r at A) I o l a n ~ ~ t n  in nortll- 
ern Afglia~ristan l~ave  completely cl~angetl the piclure. 
The fintls in the palaces ant! shrines ar Ni\a inc lutletl I~rrgnrent\ of Hel- 
leni5tic marl~le statues of Apl~rodite ant1 o t l~e r  divinities, arid in the 
treasure room a collection ol over fort) magnilite~it ivory rli)tonr, each 
one carved from a single elephant's tusk (Fig. IS). Additional ivory was 
required, of course, lor fashioning the elal~orate " f igrrre heads" of the 
vessels. These sple~~tlitl  tlrinking-horns, now tlivided among the mlrseums 
of Ashkabad, Tashkent, anti the Hermitage,  resent us with exactly that 
flrsion of Iranian and Greek forms that we woultl expect a t  this nro- 
lnellt of history, presumably the late third or early second century R.C. 

The rhytons themselves, terminating in the shapes of goddesses, ibcx, 
lions, griffins, and other fantastic monsters, reproduce older Achaeme- 
nid shapes in gold ant1 silver shapes (Fig. 14), a n d  the tops or cornices 
of these vessels are decorated with exq~iisitely carved frieies of Dionysian 
scenes or groups of Olympians (111. 6). In some cases, these reliefs were 
surmounted by a circle of masklike faces, which immediately suggest a 
favorite Parthian architecti~ral tlecoration in tlie form of human heads 
seer] at the palace of Hatra.2 Although the figures in the friezes of these 
drinking horns are clear1 y recognizal~le a\ Hellenistic types. they have a 
certain trontality and stiffness that already suggest the future course 
of Parthian art in its reversion to a~lcicnt oriental co~lvel~tion\. 
So far the excavations at Ay Kllan1111l Il;t\.e 1)rouglit to light the ruins oi 
a palace complex with a portico of IS massive columns crowned by Co- 
rinthian capitals related to the Hellenistic (levelopnle~~t o l  this ordel- a l  

Miletus (Fig. 15).3 T h e  finds also include a number of inscriptions 
with Greek epigranls, together with a lnarl~le ller~n of Herakles from tllc 
gymnasium.4 As M. Bernard has pointed out, the same emphasis on 
the training of nlintl and I)otlv, wl~ich prcvailetl at Delphi and Olympia. 
was transported by the GI-cek ;.olonisls to this I-emotc he:ll-t of the Asiarit 
world.5 
The coinage of Hactl.ia, tol- so  long 0111- only recol-tl o f  t h i s  Hellenisric 
province, is at ollre a tlynastic- Ilistol-!. in ~,o~-rr;,irure : ~ l l t l  : I  n~agr~ilicvl~t 

Fig. 1 3  - l c ~ o r ) ,  r h y t o n  frorn Nisa ,  (J .S.S.R.  See ~ b o i ' c -  



Fig. 14 - Silver rhyton. Iran, 
Achaemenid period. Hermitage, 
Leningrad.  Compare  p. 47 .  

art  from in itself (Ill. 8a, 11, c). Tl ie  tetradrachms and staters, struck by 
Diotlotus and  his successors, are among the nlost beautiful coins in the 
Hellenistic worltl. Tl ie  profile portraits of the rulers are a \  ~mwerful 
characterizations as the likenesses of Sele~rcitl nlonarchs in the 11ronze 
11usts of Herculaneu~n,  all market1 I I ~  the greatest sharpness of execu- 
tion. T h e  portrayals of divinities, inclutling Herakles, Poseidon, and 
Zeus on the reverse of these meclals, appear like small-scale reproduc- 
tions of statues in the style of Praxiteles antl Lysippus. Whether these 
miniatul-e simulacra of tlie Olympians were taken from cult images 
venerated in Bactria is a question that only the excavations of Ay Kha- 
num antl other Graec.0-Bactrian districts like Parkliar in Tadzliikestan 
may one day reveal. 
Many sitper11 examples of FIellenistic gold atid silver vessels preserved in 
the Hermitage have beeti attributetl to Hactria. Some, like the partially 
giltlecl silver plate witli the representation of two riclers in tlie howdah 
of all elepllant (111. i ) ,  certainly have a cotivincing Hactrian flavor, since 
one o f  tlie riclers bears a tlistinct resenih1a11c.e to tlie coin portraits of 

Eucraticles (111. Hc), ant1 the workmanship of the plate as a wl~ole seems 
to be a larger version of tlie Bactrian coins. 
7'hese scanty renlliants oS a rrlle tlelleriistic <;reek art it1 the easternmost 
provinces of the Seletrcicl E~ill>il-e seen1 to ~)rovitle a I)ackgrountl for tlie 
vital ~'ersiste~ice of Hellenistic icle;~ls at various sitcs i l l  Hactria, even 
after the tlynasty of Iliotlotl~s n ~ l c l  E~rt l iyt le~ni~s c.;ilne r o  an  critl witli the 
barbarian invasions of the late secontl century 13.c. 



Fig. 15 - Corinthian capital, 
Ai Khanum, Afghanistan. 
Compare p. 47. 

Although ancient Bactria has heen thought of a5 a snlall principality 
south of the Oxus that sometimes, as under Demetreus, reached out 
for Indian conquests, Russian archaeologists are of the opinion that the 
territories and influence of the Greek satraps extended Tar to the north, 
an opinion borne out  hy the finds of strongly Hellenistic sculpture at 
Khalchayan and the examples of Bactrian metalwork that have come 
to light in Russian Turkestan. Jn writing of liis visit to Hactra, or 
"Balach," in the thirteenth century Marco Polo describes the ancient 
capital as a once large and magnificent city, the reputed scene of the 
marriage of Alexander and Roxana. T h e  Venetian traveler speaks of 
ruinous marble palaces and spacious squares, despoiled by man); in- 
vaders, but still visible in his day. Of these splendors which may have 
gone back to the times of Alexander's successors or  the Ki~shanas, no 
trace has been found. 
Of extreme inlportance for the later de\~elopmtnt of art in Cel~tral Asia 
and Gandhiira is a group of sculptures in Bactria that may be assigned 
to the period following the disappearance of the Hellenistic dynasty in 
the mid-second centurv B.C. These would include the remarkable clay 
sculpture of Kllalchayan (Ill. I:), the famous frieze of the Musicians 
from Airtam (Ill. 19), and a few examples of stone carving from the 
Kunduz region ancl the Kushan sanctuary at Surkh Kotal in Afghanistan 
(Fig. 34). 
The ruins of an impressive castle at Khalchayan, near Denau, in south- 
eastern Uzbekistan, contained the relllains of an elal>o~-ate painted and 



Fig.  16 - ~ ' B ) . ) . u  C l ~ t t ( 1  plaq l~ t  depic-  
t i n g  a k ing  heated on  cr t h r o n r .  
F r o m  Khalcha jon ,  I1.S.S.R. (;or,/- 

p a r e .  p. 51.  
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~ ~ ~ t ~ i l l l y ,  these icleal portrayals of  the primes of Kllalchayan Ilave htt-ong 
affirlilies with the Bodhisattva inlage of Ganclhara (111. 18) arid the 
expressive stucco lleads found at Hadda and Taxila. At the same time a 

terra-cotta plaqire tliscovered a t  Khalchayan with a representation 
ot an enthroned king (Fig. 16) is closely related to the royal Kushan 
portraits of Surkh Kotal and Mathurii (Fig. 17). 
A pioneer discovery in 1932, which led to the gradual and extraordinary 
excavation of the classical and Buddllist antiquities of Russian Turke- 
stan, is the famous frieze from Airtam, above Terrnez, on the Amu Darya. 
'The first fragments of this ~nagnificent sculpture were Eound partly s u b  
merged along the riverbank, and the adjoining parts of the relief were 
uncovered during scientific excavations o f  a temple presunlably dedicatecf 
to Buddhism. T h e  frieze consists of some eight slabs over 100 centi- 
meters long and 40 to 50 centimeters high. 'The decoration consists of 
busts of personages, some playir~g ~nusical instruments and, as frequently 
seen in Gandhiira capitals, emerging b-0111 an enfolding hordcr of acan- 
t111rs leaves (111. 19). T h e  sul~ject ~natter.  il' 11ot ptr1,ely decorative, is high- 
ly problematical. T h e  foliate motifs. stiff an(l solllewllat formalized, im- 
metliately r.emirld 11s of the Earriiliar ~ y l w  of :tcantll~~s i l l  the Gandhira 
versions of the C:orinthian cbrtler (Fig. 18). Altllol~gll at first glance the 
faces of the milsicians certainly suggest solnething of the rattler mask- 
like (Palmyrene) stvle of Gandliil.;~ Hrt t l t l l l is t  sc~rll)t~lre ( I l l .  2). a closcl. 



Fig. 18 - Corinthinn capi ta l  front G a n d h a r a .  Ind ian  M u ~ e u t n ,  C'alcuttn. Compare 
p .  49. 

inspection silggests a nlucll more intimate and  strl~tle reflection, or re- 
working, of the classical itleal. In other worcls, one is tempted to agree 
with tlie opinion of nlaliy tlistinguishecl Russian scholars that the Air- 
tam carvings represent a local Bactrian school of stone carving, probably 
to be tlatetl around the very beginning of the first millennium of our era. 
It  is very tempting to see a conliection 1)etween tlie Airtam frieze and 
the limestone capitals found at Chaniqi~ala  (111. lo), not Ear from Bagh- 
lan and  Surkli Kotal in the Ku~itlilz River valley of Afgliall Turkestan. 
These capitals are cai-vet1 fro111 tlie same s to~ le  enll,loyctl at tile famous 
Kusllan sarictiiary at  Surkll Kotal. Some o f  these arcllitectural fragments 
illustrate scenes from the Butltllla legencl i l l  a C;an<ihiiran style: one, a 
corner pilaster capital, shown here in Illi~stration 10, is an  adaptation 
of  the Persepolian type, where a frontal lion on the abacus is clawing 
two atltlorsed Iiumpetl b ~ ~ l l s .  12elow. franietl i l l  aca~itl ius leaves, is a half- 
length ligure Iioltling a casket 01- 1-eliclt~al-y. Hot11 tlie carving of this bust 
and the 1.at11er s t i f f ly  ser1.atetl ;~cantIirls Iea\,es apllcar very 'close to the 
style of the Airtan1 panels. I n  orie sense tlic (:llanlclnla capital is ;I cross 
betwee11 the Greek ligul.etl capititl ; ~ l i t l  its later tle\.eloprncnt into the 
Rornali composite 0rtle1- with tllc Ea~iliIiar niotif of atltlorsetl I~easts ol 
Acliaemenitl traclition. \\'hat we Ilirve, i r i  otlier wortls, is the same mar- 
riage o f  Iraniali alitl Hellenistic 1.01-111s tllat cha~.ncterized o t l i e ~  monu- 
rnerits o f  Bactrian art;  fol- exa~~il , le ,  tlie pal;r<-e o f  Klialclliiyan I~ui l t  along. 
ancient Acllaeriienitl lines witli a co111mna1- iwali or  porcli on the ex- 
terior was decorated in a completely Helle~listic style of sculpture and 
painting in the interior apartments. 
T o  sum up, it is probable, tlierefore, that the Airtam frieze and the 



cllamqala scul11ture I>clong to tile same fort~iative Kusl~at~o-Hac.t~.ian 
perioti o f  art as tlie reniarkal)le finds at  Klialcliayat~, so tlrat, presum- 
ably, the ~llaterial froln riortllern Afgllar~istar~ l~rovitlcs ye1 arlotller link 
I,etwecn t l~ is  I,el;~terl Hellenistic art in 12actria atitl tile I~eginnings ot 

(;andllira art under the Great Kushans." 
The  relations between ancient '1-ernlez alld the \\'est in Kolnati times is 
supported I)y an interesting accidental find of a terra-cotta askos (Fig. 19) 
wit11 a relief of a Dionysian Thiasos closely relatetl to the composition 
of the Borghese vase 7 and, on  the base o t  the vessel, a lone wit11 various 
Ron~ali clrlt objects, bucrania, a~ i t l  bit5 01' al-tnol. sucll ;I\ cleco~.ate the 
frieze of the Temple of Vespasian built by Domitian in .4.u. 81.8 This  
object l'roni the early elupire is tile Ail-tanl-'T-ernie~ c.otrt~ terpart 01 a 
great many Graeco-Roman objects ciiscovered in the treasure ot Begranl. 
Its presence helps to support the theory that, although classical elernerlts 
in Trarisoxiaria and Gandllira certainly stern trorn the Hellenistic 
art of Bactria, this \.lrestern tradition continuer1 to receive new trans- 
fusions of blediterranean styles by contact with tlie hlediterranean 
world of the Roman period. 
In tlie now desert ;1nc1 i11ii111lal)itetl region o l  the lorver Anlu Darya rise 
the mountainous 1.uins of the cities of a l i c i c ~ ~ t  Cl~orasnlia. This  region 
once formed one of the Eastern satrapies of the Achaemenid Empire 
before the conquest of Alexalider the <;reat. A l t l~oug l~  illere is some 
evidence to i~itlicate that t l~ese territories were part of the Ku\ l~an  Em- 
pire in tlie first c e ~ ~ t u r i e s  of ou r  era, i t  was only after the e1isinteg1.11 I ~ , I I  

of the Indo-Scythian power in tlie thil-el cc.ntllr\. .\.u. that an inrlel)c.~~- 

F i g .  1.9 
f r o m  T e r m  
H e r m i t a g t ,  
See  nboz,e. 
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(lent Chol.aslllia~l c ivi l izat io~~ tle~~elo]>etl. After a I)riet' 111o1i1c-111 01 (lore- 
scencc in tlle rllirtl ;~n t l  foi~rtll celltlll.ieb, a ]>el.iotl of ( I L ' c . ~ ~ I c ' I I ~ ~  bet ill 
(luring the fifth and  sixtli cellti~l-ies and,  p e r l ~ a l ~ s  owing io ;I 1ailllre i n  
the irrigation syatenis, tile maill ccl1ltel.s 01 ci11ti1l.c were al)antlonerl i n  
the seventh century, pro1)al)ly even I~efore  tlie A~-al> i~i~iisiolls. T'llib \\las 
feudal type of ~~~~~~~~e witli nol>le clans, ~ l l c i r  retainel-3 a~lil  >lave5 
settled i r l  vast fortified nlallol's. Sllcll was tile btl.ollglloltl of IToprak 
Kala, whose towel-ctl I,attlemc!nts e~lcloseci all area 1,900 I'eei I)y 1,4()() 
feet. T h e  palace, constructed around a cot~rtyartl 011 a Iligh ~>latform, 
rose to a Ileight of three stories ant1 was tloniinated 1)y ~llree gi- 
gantic towers. It containetl three vast Ilalls. Tl le  clecoratio~l of the so- 

called Hall of Kings was a conl l~ ina t io~l  o l  a i ~ ~ c c o  sc i~ l l> t~r~ .e  allti painting 
with effigies of tlle PI-i~ices of Chorasmia and tlieil- falnilieh. The  Hall 

of Victories was linecl with statues of princes attelitled by molded Eigures 
of Nikes, ant1 tlie Hall of \i\'arriors was ornamented witli relief5 ol men- 
at-arms paintecl black, perhaps as an  indication tliat Intlia~l niel-cenaries 
were in the eniploy of tlie lords of Chorasmia. T h e  Iieatls of tlle rulers 
presesvetl in the Hermitage are  nodel led i l l  stucco covel.etl with a shell 
of powcleretl alabastel- i i l l t l  polycl1roniy (111. 1;;). As will I)e been I~elow, 
to a far greater degree tliiln tile paintecl effigies ot' lx.i~icch at Pyalitlzhi- 
kent and Halalik Tepc. tliehe Ileittls give a stl.ollg i~llp~-c.rsio~l of actual 



Fig. 21 - Female harp player.  W a l l  painting 
/ram Pendzhikent.  Hermi tage ,  Leningrad.  
Compare P. 61. 

portraiture, and in this rehpect are relatecl tu tltc ~ C I I I ~ J ~ L I ~ C  01 I;Ii.rlr l l a ! a ~ ~  
(111. 17). These face,s have a s~iggestion of the realis111 arrcl intensity oi 
Hellenistic portraits, perhaps an ultimate reflection ot the art ul Bactria. 
With regard to the rlassical aspect ol the sculpture 11.o1li Toprak Knla 
(althougl~ the fragnlei~tary statues of Nikes and the clrapecl figure ot a 

princess [Ill. 1 11 might be thuugh t af as an inlleritanre trom the Greek 
traditions of Bactria or Parthia), considering the late datc of tllis statu- 
ary, one cannot 11elp wondering ii Iiere as in Gandl~l?~-a there were nut 
fresh contacts with the Roman and Ryrantine world. T h e  nrorleling af 
the robe of the princes& is not ulllike the somewhar karmali~ed r-evival 
of the Hellenistic drapery fcn-mula as seen in the littli-re11tur)i Hy~antine 
relief of Nike (Fig. 20). 11 is ol cc)ilrse perlectlj, legitilnate lo ~ u p p w  
that the old HelIerlistic bryle  co~rltl Ilave survived or been revi\.od in 
K11warer.m. jixlr as tltt: S ~ I I I ~  pagan C;reek mode ,r~rvivetl et.crl in the 
By~arltirle world. t i l l~ lo~s  t:xa111p1~' ot direct B!ranti~le-Hellenistic 
workrnan\hit, il to be see11 i l l  all e\c.tr I;itcr. moiltlnlsnt, rile genii ot the 
great grotto of Khusrau I 1  (4.1). :i!)O-(itJ8), at Taq-i-Hustat1.9 Ir mu%[ 



I>e noteel, too, that tlie l~niversal etnploynient ol' liine plaster in Clloras- 
rnia does riot necessarily inclicate a I>ol.rowing fro111 C;a~itll~ara, sillce this 
is a te<:lrtiicli~e that coillcl as easily Ilave fo i~nt l  its way to 'I'opYak Kala 
from contacts with Parthia 01. early Sasaniati 1ra11. 
T h e  last great centel- of Soglltlian civilization was Pyaridzl~ikent, sonle 
7 0  kilometers east of Sanlarkancl on the plain below t l ~ e  gorges of tile 
Zaravsl~an River. 'T'lie great periocl o f  artistic florescence of this capital 
extentkc1 from the fifth to the eigtli centitry. \4'e know from Arabic 
records that tlie last king o f  the clynasty, Divashticll, was captured ant1 
crucifiecl by tlie Arabs with the fall o f  his final strongl~oltl at Mount 
Mug in 722. Th i s  event market1 tlie end of the ])re-lslamic ci~lture of 
ancient Soghcliana. 
T h e  capital of Pyantlzhikerit, a Ccntral-Asian Pompeii, consisted of a 
fortress, a walled town, or  sl~crhl-iston, with innumerable shrines and houses, 
a s ~ ~ l > u r b  ant1 a necropolis. As in so many of the Central Asian kingdoms, 
tlie art of Pyandzhikent represents a mixture of so many different styles 
reflecting contacts witli Iran, lnclia, and  tlie classical worltl, and the 
strict chronological development of these styles is difficult to establish. 
As pr01~osecl 11y h1. hl. Diakonov, the stylistic tlevelo~,melit oE tlie paint- 
ings at  Pyanclzliikent consists essentially of two lnarlners with minor sub- 
tlivisions. In the first, ancl perhaps earlier style, there is an interest in 
the suggestion of volunie ancl relief with a free itnd yet delicate hantl- 
ling of the forms.10 In the seconcl phase, the cornpositions beco~ne prac- 
tically two-tlimer~sionill, linear, ant1 splericlitlly tlecoi-ative in effect. 
Whether this progression is valitl or  1101 is tlifficult to tlecitle. At Pyand- 
zhikent, as at  Biimiyin antl Kizil, in tleterminitig the cllronology of the 
works one is in danger of  Ealling into the trap o l  cointliitting tlie bio- 
logical Fallacy of presupposing a tleveloplnent fro111 the Inore realistic, 
solid mode to a niore abstract or  Elat one. T h e  fact of the niatter is that, 
at Pyantlzhikent, all we know is that tliis splendicl pageant of Soghdian 
art came to a fiery enti in A.D. 722; ancl it is qui te  possihle that the dif- 
ferent styles representetl in the shrines, ~~al i ices ,  atld I~ol~ses  oC the great 
city ii-ray Iiave heen executetl more or  less cotiten~~,orat~eously hy ateliers 
of artists trained eitlier in at1 Iranian ot. Iritlian traclition, 01- even, 
Diakonov has sirggestetl, in an  A~.nlenian or  Byzantine milierr. 
At Pyanrlzl~ikent the sul,jects o f  the wall paititings in rlie shrines anti 
tlwellings of t l ~ e  ~iohili ty i l l i~str ;~te  a vast i.e,,ertor-y o l  eljic., ~n~tllological, 
antl religious scenes tledicatetl not to one 11i1t to nlany I-eligions, ill 
clilcling hla~claisni, Hirtltlhis~u, ant1 R.Ianichaeisrn, as well as pul-ely local 
c~rlts. Th i s  I.el,ertor) incl~~cles sucli clive~.se sul>jects as the Roman \+rolf~ 
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wor~~rcls.  T h i s  is only  ; I  sm;ill st,ction of ,I loll< ~).rintc.d i ~ i r z c . .  \\.hit 11 irlrlirclr.~ rll.lrl\ 1~tht.1- i I l ~ ~ s ~ ~ - ; ~ r i o r i \  

of t l i ~  epic  tale.  Fr:rg~nents of a def i le  of anirnills miry I)r seen .~ l )o \ - c  thv up11(.1- I)old(-r  of t h ~ '  I ) ; I I I ( ~ :  

brlow were portl-;tyrtl sc,rncas ol r i t ~ l a l  and fc .~s t iny.  





Mounted Warrior .  Fragment  of a shield. M!ood cc)\ .~red with pa i r~ ted  h idr .  1,'rorn l i o r ~ n t  M u r .  T:1d7hi- 
kistan. USSR.  H.  23  c.m. Early 8 th  century \ . I ) .  Hrr t l l r t t rgr .  L t  t ~ i r ~ , c r , r / i  
T h e  ca\.alrynlan is represented wearing a completc suit of I;crnin:~tecl :Irmor. prrsurna1)ly 1~1;ide of 
strips of hide. H e  holds a sword or  lance o\.t-r his left s l io~~ldr r - .  .I Iorrl: z~vortl h;rrllr dowrl frorr~ his 
belt, and  ;i short 111;ice is s t r ; ipl~ed to the  warrior 's waist.  \Vhat ; I ~ ) ~ J ~ ~ , I I  t o  1'1. . 1  I)o\v .tnd qui\,c,r a r r  
fixed to the back of the  "box saddle." qui l ted with fvlt with roscattc. ; ) .~t t (*r l ls .  The* hor-sr. f~~rrlrtul.c. in- 
cludes n globrlikr orn;inlent a t t ached  to the t)ridle cxer  thv forehc .~d .  and  .I h c . ~ \ y  r:~sscl harres from 
the neck. Straps of joined disks a round  the  neck a n d  crul)prr- I oml~lcr, .  tht. h.11-nrss of t h ~  stevd. 

Harpist. Detail  of h r a d .  Fragment  of  wall paintins fro111 Koorr~ I .  B1oc.k \ ' I .  P!-andzhikerlt. T.1dzhi- 
kistan. USSR. H .  132 c m .  7th-8th century A . D .  H f ~ r ~ ~ i l ~ g f .  1 , c n i n g r r r d .  
This beautifrll f ragment  of  w ; ~ l l  paint ing was remo\,rd from ;I lone fric.7,. with 'tdjoining sccnc,s of 
Mazdenn fire worship. T h r  exact signifirancc of the fiqurc. is r~nkno\vrl. . ~ l t h o ~ ~ q h .  presumnldy f rom 
the presrnce of the  richly decorated nimbus a n d  the hieratic. c h a r ~ c t c . r  of t h r  i~rl:~ge. i t  is a I )o~I I .~! . J~  

of a deity in the syncretic religious crllts that  flourished in Pya~~dzhik t .n t .  Thr .  \.rr!. sinlplt, h . ~ r p .  wen 
in our drawing in Fig. 21. resembles instrllmrnts of the s;lrne type th.it ha1.e sur\.ived amon9 the K d i r s  
in modcrn timcs. 





Tile favol.ite Soglidiali tlevicc 01 isolatirlg tllc ~~.il lcil ,al  figirl.cs againat 
tile j'iar plalle of c.olol i.ealqxars i l l  tlie Kustal~l I'ric~e. 'I'liis is a sul)- 
division of  Diakonov's "sccontl style." Here tile i)ackg~.otrrlcl i a  a 1lelr- 
tralized ultramarine. i\lthough, as in other Soglldiali wall ~~a in t ings ,  [lie 
fornls are conceivetl cssel~tially as llat silllotletres, tlie overlalq~illg ol 
figtires arltl setting gives a sligll t i l l~~s io l i  of tleljtll. l ' h e  ~nassive 1,ro- 
portions ol Kilstanl's steetl calltior tail t o  ~.elliill(l 11s ot t l ~ e  w;it.- 
Ilorses of  the Sasa Ilia11 reliefs at  Naqsll-i-K ustanl. 'I'lie pearl 1)ortlel. 
framing tile top and 1)ottorn of' tile f r ie~e ,  as well a \  traces ol tlic Iamilial. 
Sasanian rountlel on Kustanl's ~ilantle,  are, 01' coirrse, ~-el'le<.tiolls ol' tile 
conventions of Iranian textile design (Figs. YO, 45 aritl Page 90). Altllougl~ 
it is difficult to put into words, we have the leeling in thc Kustanl 
cycle that the stylizetl elegance of tlrawirlg, tlie talicilul ant1 exciting evo- 
cation oS the worlcl of legentl, as well as tile tleligllt in color, seem to 
prophesy that 111agical tl.a~lsl'iguration ol realit!. i l l  I'cl.aial~ nlilliatl~res 
of tile Islanlic period, just as tlie Shcrhnrrtneir itself beca~ne the great 
inetlie\,al epic of tile Iranian people. 
The  style oi' this 1,articulai cycle at  Pyandzhikent appears to Ile a local and 
original Illantler tlevelol~etl i l l  tlie inclepenclent p~.illcil)alities ol' 'I'urke- 
stan in the last cetltury 1leEo1-e the Arabic conciuest. Tile wall painting of 
figures of Iiol.senletl i~nt l  tle~ilolls set oil' agaillst an  ~ L L I I - c  I~ac.kgrountl 
gives the impression of ;I gig;ttltic tapestry. T l~e i -e  are only slight indica- 
tions of nlodelirlg, ant1 the fornls appeal- as superllly effective silliol~ettes 
wit11 a n  extl.aortlillal.y cle1icirc.y ill tlle elltit-el! lincitr tlescl.iption of I~otli 
outlines alltl interioi- details. 

One of the great treasures o l  tlie Hermitage is tlie leniale Ilarpiat from 
Pyandzhikent illustratecl on Page 58 alltl i l l  Figure 21. ?'he style of rllis 
inasterpiece is tliffici~lt to tletine. ?'he iigure beenis like an atlaptatioll 01' 
an Intlia~l Hodl~isattva type (cf. Fig. 52)  - e\,ell to tile tll.awing of tlle 
elongatetl earlol)e of Hiltltlhist ic-olio#l.apli~ - allcl i l l  i ts  s\.eltc itttel~u- 
ation resenll>les the wootlell statues o f  Pyantl~liikent (111. 11') alltl the 
elongated divinities o f  Fonclirkistan (Page 114). T h e  style in its incor- 
poreal elegance ant1 exquibitely rei'inetl tlrawirig already anticipates the 

The I,owl of the \,esscl, :lrtuaJly the head o f  th(- p;oddrss, is solderrd to the bull's head. which forms 
the spout by a collar of  silver inside the neck of the two parts of the vrssel. It should be noted that. 
rxcellt for thc- drlicatr chasinn uf parts of  the rhyton. srlch as thr eyes o l  thr di\-inity. 3 fc3w locks of 
hair. and thc stylized hair betwc~en the 1,ull's horns, the work was rxecutcd entirely in the repoussi 
technique. T h e  object was found in thr Dailarnan region of Iran near the southwcsrern shore of  the 
Caspian. 



F i g .  2.2 - Riiler gods .  Stucco frieze from Pendzhikent ,  U . S . S . R .  Hermitage,  Lsningror/. 
C o m p a r e  p. 63. 

rarefied ethereal beauty of the painting of Buddhist divinities in Japan 
of the Fujiwara period. T h e  long thin face with its small delicate fea- 
tures and almond eyes is strangely evocative of the Matlonnas of Duccio. 
Again, tlle wistful expression of this lovely ethereal mask is a haunting 
suggestion of such neo-Hellenistic icons as the Vlatlimil-skaya. Once 
again one is let1 to conjecture on the prol~lem of the part playetl 1)y the 
painting of Pyandzhikent and other Soghdian sites, not only in the for- 
mation ot later Iranian miniature painting hut also the art of Ryzantium 
itself. T h e  style of the painting as a whole, both in the flat linear con- 
ception of the form and the color scheme, approximates the mode we 
have just seen in the frieze of the Rustarn legend. 
T h e  murals of Pyandzhikent include battle scenes with archers in 
armor, nobles seated at a ritual nleal, and a curious sul~ject, oEten re- 
produced, representing two illen at a gaming board. T h e  strangely In- 
dian appearance of these personages, one with shoulder flares and the 
Brahmin chignon, is perhaps an unidentiEied episode from a Jiitaka 
tale.11 T h e  attendants at the left of this composition, with their round 
faces and long eyes, bear a faint I-eseinblance to the types at Ralalik Tepe: 
but beyond such similarities ill minor details it is colnpletely ilnpossible 
to group the paintings of Soglidiana into a single scliool of art. 
T h e  sculptural remains recovered at Pyanclzhikent are no less interest- 
ing than the wall paintings as revelations of the for~nation of local styles 
and the contacts witli tlie artistic a~lcI religious traditions of India and 
Afghanistan. 
T h e  nearly life-size slatiles in carI)o~lizetl wootl, perlla 11s portraits of 
warrior princes ant1 princesses, found at Pyandzhikellt (111. 12), are of 
extraortlinary i~nportanre for the origin of  certain stylistic elements that 
spread to other parts of (klltral Asia. 'I'hese effigies are extremely at- 
tenuaiecl. Some Ilave a sirluor~s twist of  the I~otly st~ggesting the age-old 
Indian canon of dehanchement, as seen, for example, in the famous ivory 



rivel gotlclesses ot' Hegram. Hot11 tliale ant1 lcniale ligureh at-e loatled wit11 
I~eatletl Ilel ta, ant1 ,iewels. 'l'lle tlra \,el-)! is carved in irltrica tel y 

incisetl 1,idges. I ' l ~ e  suave grace ot' tllcse \tat [rch wc.tl1s to ~ ~ a r a l  ]el the 
hlanneyist art of Fo~iclukistan ant1 [lie eastward spread 01 t l~ is  elongatctl 
carloll to Kaslinlir i r r i t l  Serintlia. 
In the iwan of Temple 11 in the Shaliristan sector of Pyandzhikent a 
long stucco frieze was discovered with representations o l  tritons, bea 
monsters, makaras, ancl fish against. a I,ackgroun(l ol col~\ .e~~tior ial i~ecl  
waves (Fig. 22). 'Tliis was appare l~ t l  y a tletlicatio~i to the lr~rctifyifig 
powers of water, perhaps a n  allusioti to the water spirits ol 111e Zarav- 
shan itself. Altllougl~ the a~lake-legged triton certainly has a l a n l i l ~  re- 
semblance to the portrayals of these creatures in tlie scu1l)ture of >la- 
thuri  ancl C;andh5ra, in certain details of thc t'riele, likc {lie tigure of 
a river goddess (111. ! I ) ,  the stvle of clrapery cannot fail to I - ~ I ~ I ~ I I ~  us ot' 

those belated revivals of Hellenistic art  in tlic Ldate Antique and R \ / n n t i ~ ~ ( .  

Fig. 23 - Ivory diptjtch of the Sjlmmacher. I ' I ~  
toria and Albert Museun, .  London.  Cornparc : 
164. 



\l'est. I t  iiiiglit I)e c~oli~l>ai.etl to \11t:h cx ;~ lk ip l~ .~  of i.esl~scitatetl Hellenistic 
a1.t as tile fig-11i.e of ;I 1)l'iestcas i l l  tile lallloi~!, i\'or). of tile Syllllll;lC]lii ill  
1 1  t i  i t  1 e 1  Xh~seuiii ( l i g .  23): in this late fourth crnt\lry 

ivo1.y the sol'tly c l i ~ l s l i ~ ~ g  t11.apel.y at firs1 seeins to Ileal. a striking reselll- 
11latic.c to (;reek \( 1 4  1 1  1 1  ~11-c of tlie toilrth c ~ ~ l t l ~ r ~ ,  I > I I ~  a (:loser inspcCtion 
sholvs a certain tll.) ~iess allcl Ilartliiess o f  execi~tion ant1 we are not 
scioi~s of' irny i.c;ll >el>;~i . ;~~ion I>ct\veeli tile st~l)sta~ice of tlie t l rap t .~ .~  all(! 
the I)otly i t  covc1.s. 1Zotl1 in tllc last cc .nt~~ries  of' the Koniaii world and 
lwre in fol-niei.ly Helleiii/etl .Asia, ~ l l e  el'to1.t t o  l.epeat tlie i~tlcicnt clas- 
sical t o ~ , i i ~ r ~ l a  is iio\v a stutlietl teclinical elfo1.t for tlic artist trying to 

iil;iilltaill il \ ' illli~~lillg LilSLC i l l l t I  btylc. 
Xot only tlie style of this siiigle fig111-e 1,111 tlie icoi iogi~~l~l iy of the entire 

coiiiplex appears relatetl to tlle so-callecl "X iga Poi-cll" reccn tly tliscoveretl 
at  'I-epe Sllotor, Hatltla.12 'I'liis extraortlinary coiilples consists of an 

elitire chapel, o i  pol.ch, tledicatetl either to tlie Bucldlia's ctlcounter with 
the water spirits 01- to the worsliip of tlie nagas. 'T'llc floor is covered 
with a sti~cc.o sinli~lation of the surlace of a tank with fisli, lo t i~s  fronds, 
aritl ripl>ling waves. i\rountl tile sitles of tlie tlry i~rtificial pontl appear 
iiagas in 11eai.ly the full ror~iitl ant1 a n11nil)er of tlraped l'igures, like 
net-citls (Fig. 24). sill-1-ollncletl I)y siiiuol~s incised lines to suggest the 

inoveniciit of tlie waves; tlieir soaked tlraperies, again suggestive of the 
I .;lrcb , - \ l i t  i c l ~ ~ ( ~  t o i . n i ~ ~ l ; ~  \ ( Y . I I  at Pyaiicl~liikclit, are, i t  anytlliiig, like so 

A / g h a n i \ ~ a ~ l .  S e e  clborv. 



1 . 1 ~ .  15 - D r s t r l b i ~ t ~ o n  0 1  t he  ~ t . l i c  I o/ t l : r  B u d r l h ~ r  I-tortr hi:rl. C h i n u i t  7 ut l iuc~rcn.  
Formerly B e r l i n .  Conlpnre p. 66. 

mi~cli of the sculpttlre of Hadda, even more strongly evocative of the 
classical Ileritage. T h e  site of the Tepe Sllotol- may be dated in the later 
fourth cerltury 11y the finds of coins of Sllapur 111 (.4.u. 383-588).13 
\Vlietller the river goddess of Pyandzhikent ant1 t lie niginis of Hatlda are 
to be regarded as a last kindling of the Helle~iic spirit in Central Asia or 
under the direct inflr~ence ol' contenlporary Late Antique art is a ques- 
tion that cannot be answeretl unecji~ivocally. As has been discussed in the 
chapter devoted to the art of C;antlhiira, i t  is possible and appropriate to 
assume the presence and perllaps enduring influe~lce of the Greek art of 
Bactria but, at the sanle tilne, i t  seems certain that Roman influence 
contini~ecl to affect the art of 110th Gantll~ira and western Central Asia 
in tlie first four centuries ot our era. 
Mount Rltrg, located in the wild gorges of  the Zaravslian River about 
120 kilo~neters to tlie east of  P\,andzllikent, was the stronghold of the rulers 
of Soglltlia. As already noted, i t  Ivas the scene of tlle captltre and crucifixion 
of the last king of  the region, Divaslitich, by the Arabs in A.D. 722. T h e  



- C l a y  r h y t o n  f rom S u r k h  K o t a l ,  A/ghanis tan.  
70.  

escava~ion 01 lliis ~.irilletl castle in I!)SS I,l.otlgIit to liglit a notable col- 
PLATEP. 59 lection of Soghtlian texts ancl also tlie fragment of a shield that is the 

subject of oirr i l l irstratio~~, a patlietic memento of or& of tlie tlefenders 
of this last o~i tpost  of Soghclian civili~ation. 'The I~orseman wears a 
variant of the laminatetl scale armol- originally tlevelopetl Ily the Romans 
and Parthians, as seen in Inany i.el,resentations of Konlarl foot soldiers 
arid cavalrymeri in tile reliefs o f  tlie (;ol~clnli of illarcus Aurelius. The 
appearance of the same type 01' mail i l l  a wall pailiting at Kizil provides 
an argurnerlt for tlie tliffi~sioli of Sogclliian btyles to innerlnost Asia 
(Fig. 25). Tlie nlassivc steetl with a I~alloo~i-like Iieacltlres~ and straps 
co~iil>osecl of ioinetl tlisks a r o i i ~ ~ t l  (lie neck ant1 ci.upper 1-emintls us of the 
wal~liol.bes ot Sasanian rock cill.i.i~igs. .As at l'yallcl/liike~~t ant1 At'rasiab. 
tlie cll.iiftsni;~risllil>, even on sircli a 1)iec.c of niilita1.y equipment, is ex- 
tremely free. 'T'lie tlrawrillg ot tlie Iiantls Iioltling tlie reins alltl sword gives 
the sarne inipl.ession of l~otli  clegillice ancl teilsiorl cliaracteristic oc so 
many exaniplcs of paililing. i l l  tlie I'ir~al l)l~ase ol art i l l  M'estern Turkestan 
It is not tliCficult to see tlie figul-e of  tlic I~o~-.relnall with I i i h  attenuate(] 
I~ocly and wasp waist as a pl.opI1ec.y o f  t ~ r c  tlelicate canoli perl>etirated in 
Iranian miniati1l.e~ of tlie Islamic: periotl i l l  Iran. 
A sul>erbly I~eairtiful ant1 interesting lnetal o l ~ j e c ~ ,  wliicli, as pointed out 
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I;ig. 28 - Senmurl j .  Detail iron1 
/ h e  Chosros  11 n ~ c h c ,  Tag-i .  
Austan,  I ran .  Compnre  p. 7 1 .  

c l~ s l ;  C ; ~ I  I I I I C ; ~  III;I! I C I I I I I I ( I  11s 0 1  1 1 1 t l i ; i .  1 I I C .  1l.catnient ol' t l ~ e  hair is still 
suggestive of the Hellenistic mode, and  the combination of tlie decorative 
linear definition of the muscular structure of the bull and the formaliza- 
tion of tlie planes are familiar- Iranian traits. 
I t  is obvious that this rllyton ant1 other objects in precious riietal t'ouncl in 
the Dailaman region of Iran were not made locally, I ~ u t  found their way 

to northeastern Iran as tributes or  trade from some more easterly center, 
where elements of Indian, classical. and Iranian origins were combined 

F ig .  29 - Senrnrrrr,. D e ~ a i l  of 0 

4 011 pa in t ing .  Afrllsiab (Sunrar- 
I , i ind) ,  U .S .S .H .  Compare  I. 
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l l r ~ n t e r  M o r ~ n t e d  on  a n  E l e p h ; ~ n t  Fixhting T w o  1 , ~ o p a r d s .  I)ct;~il.  M:;~ll 11;tintiriy. Rctl Hall.  I'arak- 
5h;i. Uzl)c,kist;~n. USSR. H .  -+i t .  .5th-6th c.entrll-y .\.I). H e ~ r n i t a g r ,  Leningrad. 
T h e  illustration shows a section of a long frieze reprrsent ing a succession of encounters between ele- 
phant  riclers with Iropnrds, tigrrs. a n d  winged griffins. .\hove. in ;I seconcl register. now almost com- 
pletely destroyed, is a ~ ~ r o c e s s i o n  of beasts. T h e  hunte rs  a n d  th r i r  m a h o u t s  a t  Varaksha a re  clad in a 
fanciful c.onil~ination of Irldian a n d  I ran ian  clress: nude  :~t)o\.e the waist. t h r Y  wear  skirts o r  dhotis. a 
variety of nc.ck1ac.e~ a n d  arnmlets. a n d  t h r  typic;rl 1r;lnian rihhons Iloat from thr i r  jewrled hcad- 
dresses. Mcclallion pat terns of S;lsani;lr~ type orri;1rilent thc s ;~ddlrcloth of the r ider  in our  detail. 
.4s in o ther  palace buildings in Russion Turkes tan ,  long  clay benches o r  "sofas" extended around the 
ent i re  perimeter of the room below the  painted decorations. 

into a n  original style. Clay 1,liytons of ;I solncwliat siniilar type have I~eeli 
fountl ;it Afrasial) ant1 Surkli Kotal (Fig. 21i). 14'c ;ire alreatly faniiliar 
with the wetlcling of toreign fol-nis ant1 teclinic~t~cs in tlie Soglitlian art of  
P!,alitl/liikent. 'I'lie s;lnie f r ~ s i o ~ i  ol' tlclici~te se~ i s~ la l i ty  a l ~ t l  refined ab- 
straction aljl,e:trs i l l  tlie Drv;isl);~ rliyron. I'rest~mal)ly tlie vessel dates from 
the lift11 (11- sixtli ctwt i11.y in tlie 1)eriotl of tlie Heplitlialite o r  -1'llrkisli (10- 

Inination ol' [lie tesritol-ics o f  'Tr;~licoxi;~lia, al t l io~lgli ,  l)ei-li;~ljs, the re- 
senil~lance of tlic lieatl O F  tlie gotl t les t o  tlic Illclian ty l~es  of Fontlukistan 
ma!, ~ r iake  ;I solnc~vliat I ;~ter (la t ing p1-e l'ei-al)le. 
In i t \  i~nicluc ic-onogral)li\, ;111tl intli\.itl~lal style I)asetl o n  the assilnilation 



of foreign forms the rliytor~ is as cllaracteristic of Soglldian art as the 
wall paintings ant1 sculpture of Pyandhzikcnt. Like the I~eautiful paint- 
ing of a Ilarpist, the Cleveland Drvaspa has sometlling of the refinement 

t]le sensuous Indian canon in certain heads from Hadda and the ini- 
mitable Iranian feeling for elegance of formal tiesign. From the point of 
view of its sophisticated iconographic and aesthetic aspects, this superb 
Soghdian object, as will become apparent in the chapter on Afghanistan. 
is intimately related to the Indo-Iranian btyle of Fontlukista~~ (cf. Plate 
p. 114). 
The sensational discovery of a cycle of wall paintings, dating from the 
sixth or seventh century A.L). at Afrasial), the ancicnt Samarkand, pre- PLATE P. H 

sents the most spectacular evidence for our knowledge of this Soghdian 
capital that has come down to us. A Soghdian inbcription inforn~s us that 
this nlagni ficent frieze, some eleven meters in length, represerl ts an ambas- 
sador Erom the small principality ot' Cllaga~lian to the court o t Samarkand. 
Sliglltly paraphrased, this remarkable documerlt reads: " \ ~ ' l ~ e n  the emis- 
sary of the Okhan king, Abarkuhunan, came, he spoke as follows, '1, the 
Chagani scribe, son of Bukar, from the Chagani ruler Turanshall . . . 
have respectfully come into the presence of the king. . . And do not have 
any doubts regarding me and the Samarkand gods. Then at the same 
time, I am well informed a l~ou t  Samarkand writing, and also of the 
king's power. . .' " T h e  composition as a whole, with the figures set off 
against an azure blue background, represents a defile of envoys, some on 
horseback, others on camels (Fig. 27). A richly caparisoned elephant, 
probably the mount of a royal princess, fornls part of the procession; in 
the background, we see a flock of white cranes. Part of the defile is a 
court lady riding on horseback, an attendant of the bride for the lord of 
Samarkand or one of his sons. Page 69 illustrates the head of one of  the 
attendants bearing caskets, walking with the slow dignity of Egyptian 
kings (111. 14). T h e  members of the aml>assadorial suite are resplendent 
in magnificent gowns of Sasanian silk, with painted imitations of the 
patterns of Iranian weavings. T h e  repertory of designs is exceeded only 
by the carved representations of these Sasanian patterns in the reliefs of 
Taq-i-Bustan (Fig. 28). Among the typical Sasanian motifs, we note the 
si111urg (Fig. 29), boars' heatls, bircls bearing bel-ibl~onned necklaces, rams, 
and elephants. T h e  individual beasts and birds, symbolical emblems of 
the gods of the hlazdean pantheon, are enclosed in pearl medallions. AS 
nlay be seen in actual examples of  Sasanian silk, at the quadrants of each 
circle is a smaller pearl circlet enclosing a crescent, a device that links 
each roundel to its neighbors in the patterns (Fig. SO and 73). T h e  in- 



Fig. 30 - Senmurv. Silk fubrlc. C.ictorlu utzd Albert Museum, London.  Compare p. 71. 

dividual animal shapes have the same completely decorative, heraldic 
character that we shall encounter in other painted replicas of Sasanian 
designs at Biimiyiin and eastward througllout Serindia. 
These faithful imitations of Iranian motifs might at first make us believe 
that we are dealing with a transplanted Iranian manner, but, in actuality, 
the style of the Afrasiab murals is quite different from Sasanian monu- 
mental figural compositions as we know them in the reliefs of Bishapur 
and Naqsh-i-Rustam and the fragments of painting discovered by Herz- 
feld at Kuh-i-Khwaja. Our color plate, and the reproduction in black- 
and-white, illustrates the extremely free, fluid linear drawing that char- 
acterizes the entire mural. Although, in photographs, the Afrasiab cycle 
may give an impression of greater monumentality in comparison with 
other wall paintings in Transoxiana, actually the Afrasiab murals are 
painted with such loving attention to detail - rendered in beautiful colors 
and with infinitely delicate draftsmanship - that, like a miniature pap 
or such a painting as Gentile da Fabriano's Epiphany, they have the 
effect of drawing the spectator into the picture to explore lovingly every 



facet of the composition. 'I'llere is an attempt to suggest the spatial rela- 
tionsllip of the membcrs of the suite, not only 1)); tlie old device o f  vertical 
perspective, but  also in the very largerless o f  rhe forms, in foreshortened 
poses and three-quarter views. Th i s  is a kirlcl of realism quite different 
froln the comparatively decorative styles of Varaksha (Page 70) and 
Balalik Tepe  (111. 15). It slioultl be ~ ~ o t e c l ,  too. tliat tlic strongly char- 
acterized heads give tlle impression of portraits satller tilati generalired 
types. According to a universal convcntion in Central Asia, ~nembers  01 
different racial types are painted wit11 retl or white complexions. Mrc 
should also note that within the overall impression of monumentally 
conceived forms nlo\.ing freely in space, the individual details, in the 
surely brushed fine lines of the heacls and in the portrayal of the intricate 
patterns of the costumes, are all painted with the greatest delicacy of 
touch and refinement. Alt l~ough 1 have no  intention of suggesting a 
counterinfluence from the East, the Arasial, wall paintings give the 
same impression of figures in space representecl essentially in linear terms 
that we find in related processional subjects in Chinese painting of the 
Six Dynasties and T ' ang  periods. 
In the desert regions some 20 miles west of Bokhara lies Varaksha, the 
capital of the pre-lslamic I-ulers of the Bokhara oasis. T h e  citadel and 
palace were built of the same si~n-tlriecl bricks (paksha) whicll are em- 
ployed for the construction of fortified nlanors in Afghanistan today. 
The  lnost interesting discoveries at  this site were the sculptured and 
painted rlecorations o l  the castle. These are believed to tiate from the 
sixth century, when the palace was reconstructed. T h e  most striking 
decorations were fount1 in tlle Red Hall of the palace in a wall painting 
representing a fantastic Ilunting scene. Princely personages with kusti 
or hair ribbons streaming f o m  their diaclems are shown mounted on PLATE P. 70 

diminutive elephants engaged in combat witli rearing leopards, tigers, 
and winged griffins. Unlike some of the cycles of Pvandrhikent, these 
scenes at Varaksha are not taken fro111 an  epic. but. like the combats of  
the king of kings witli \.arious monsters car\.ed at Persepolis, appear to 

be painted as a synlbolic ant1 ebul l ient l~,  tlecorative reference to the in- 
vincible prowess of the sovereign and Ilis lortls. 
The  dramatic silhouettes o f  men and beasts set off against a Pompeiian 
red background give tile impression of a vast tapestry girtlling the 
cllaml>er. I'liis ctecorative effect is enhancecl 11). the manner in wllich the 
forms are presented in terms o f  line ant1 flat tone. T h e  entire colnposi tion 
is two-dimensional and, altlloirgll fillet1 \+.it11 action, the scenes of  the 
hunters and the Ilunted have a frozen, lieralclic quality reminiscent of  



Sasanian art: the combatants appear to be petrified in a moment of 

violent movement, like the s)lmbolic representations of jousting horsemen 
in the rock carvings of  Naqsli-i-Rustam. It is possible to find other simi- 
larities to Sasanian forms in metalwork and textiles and in certaiIl Ira- 
nian details of costume, such as the long fluttering hair-ribbons. It lnay be 
noted, too, that, as at Pyandzhikent, tlie two zones of the painting are 
separated by a pearl border; certain details, like the grilfin's wing with 
its long spiraling feathers divided by a jeweled band, are familiar con- 
ventions in the portrayal of tlie simurg antl other f a b u l o ~ s  creatures in 
the repertory of Sasanian silk weaving. Altllougli tlie Val-aksha wall 
paintings are marked by the same predilection for the patternized treat- 
ment of forms that we have observed at Pyandzhikent, they exhibit a far 
greater concern for clecoration for its owri sake. 
T h e  connection with Iranian art is notable in another apartment of the 
palace, the East Room, where we find a meticulous representation of 
Sasanian silk tlesigns, such as the motif of the bird holding a pearl neck- 
lace (Fig. 43), which, as we shall see, also appears in the similar painted 
imitations of  fabrics at Bimiyin ant1 other sites on tlie northern Silk Road. 
Whereas the hunting frieze in the Retl Chaml~er is a purely secular paint- 
ing, representations of worship before a fire altar certainly indicate the 
presence of a Mazdean cult. Perhaps, in conclusion, tlie Varaksha murals 
in their bold, magnificent desigris may I,e best tlescribetl as only one of 
many autonomous local styles that ernergetl in the regions beyond the 
eastern frontiers of lran in the Sasanian period. 
T h e  excavation of the castle of Varakslia also irnearthed a great mass of 
stucco decorations, which it is I~elieved originally formed a zone of relief 
above the painted zone of the wall. Although i t  was impossible to recon- 
struct the original composition of tliis frieze, the repertory of su1)jects in- 
clutles animal forms, human figures (111. 20), antl fragmcnts of sirenlike 
feathered creatures. Although superficially the technique, a~i t l  especially 
the beast motifs, suggests tlie lime-plaster tlkcor of Sasanian Iran as seen 
at Ctesiphon antl Damgliatl, tlie treatment of tlie material is totally dif- 
ferent at Varaksl~a. As may I)e seen especially well in the human lieadb 
from tliis site, the execution is extremely aketcliy, tlie artist working ( 1 1 1  

pl-erniel- c o ~ r p  with a few strokes of  a knife or stick to protlllce an elfect 01  
extraortlinary exl>ressiveness. Xa Protesso~. Belenitskii has poi~~te( l  outl 
this plastic i~nclerstatenlent is totally different fro111 the r a t l ~ e ~  dryly 
nloltletl Sasa~iian plasterwork ant1 the tletailctl, finislletl surface treat- 
ment of the stucco techniqire as we know i t  at Hacltla aritl I'opl-ak Kala. 
T h e  excavation of Balalik Tepe located in the Surklian Dal-ya district in 



U~bekistan revealed the remains of a srnall fortified manor 
that was the seat of a princely Hepllthalite clan. One of tlie larger rooms 
was decorated with a painted frieze representing a ritual banquet (111. 15). 
This part of the palace was never restored when the castle was partially 
rebuilt after the Turkish conquest of this region in A.D. 567. As at 

Varaksha, the decoration consisted of a long hand of painting extending 
around all four walls of the apartment. T h e  subject is a feast, perhaps the 
celebration of Nowruz, with men and women seated or reclining on low 
cushions. They are wearing magnificent mantles faced with silk fabric of 
an unmistakable Sasanian appearance. T h e  guests hold carinated stem- 
riled cups and mirrors. Behintl them, against an azure background, are 
fan-bearing attendants in a smaller scale. T h e  patterns on tile garments 
represent a great variety of niotifs, originating in Sasanian designs, al- 
though the representations of I)oarsl heads in roundels are not segmented 
by either small pearl rings or  square-cut jewels. T h e  countenances of the 
members of this assemblage of courtiers are all of a uniform type, with 
round faces, large eyes, and small mouths, perhaps a conventional re- 
presentation of a racial type not di\\iniilar to tlie faces of the Uzbeks 
and the Tadzhiks of today. 
Although certain features of the style of Balalik Tepe, such as the mas- 
sively proportioned figures presented with the flatness of textural design, 
and their static ritual gestures, are all reminiscent of Sasanian fonns, what 
we see here is just as individual a manner as that of the cycle at Varaksha. 
There is no sl~ggestion of any spatial depth in the way in which these two- 
tlimensional figures are slluffletl, one overlapping the other, like so many 
court cards, and togetlier with precise wirelike draftsnlanship, appear 
to present us with a manner special to this oasis. A notalde compositional 
device at Balalik Tepe is the placing of the completely two-dimensional 
figures in overlapping zones to create a symbolical rather than a real 
space. This aspect of the Balalik style and certain elements of form and 
technique, as will be noted later, seem to ],ear sonle relationship to  

Bimiyin, but only to the extent that one would expect from exchanges 
between these various local art centers, wliich were perhaps served by 
itinerant bantls of painters on the periphery of the Iranian world. 
AS will have been noted, all of the works of art from Russian Central 
Asia described in the preceding paragraphs are either devoted to Maz- 
dean and other local cults or are secular ant1 decorative in character. This 
brings us to the important subject of Buddhist art in these same Trans- 
oxian realms. 
Tile vast eroded i-amparts of ancient hlerv, rising more like natural for- 



mations or giant dunes in the desert solitutle of Margiana (TLlrkmeni- 
stan), encompass a number of  vanishet! cities notal~ly the Antiodliae 
Margiana of the SCleucit1 period, known to motlern. archaeologists as 
Giaur-Kala. Among the many fascinating discovejies by C;. A. Koshelenko 
made in the innermost fastness of  this citadel was a large stupa I>uilt of 

clay hlocks painted ret! and, in plan ant1 elevation, closely resenlbling the 
arrangement of Buddhist relic 'mountls ,in Afghanistan and Gandhara, 
Finds of coins of  the Sasani'an kings Sllapi~r 1 (A.D. 241-273) and 
Shapur I1 (A.D. 279-809) appear to fix the date of  this monument in the 
third and fourth centuries A.D. It has been conjectured that the anti- 
Butldhist propaganda of Varahran 11's adviser, Kartir, the Mazdean evan- 
gelist of the late third century, put an end to the completion of the 
structure. T h e  single most important tliscovery at this site was that of 
the head of a colossal Buddha image, measuring 75 centimeters in height, 
fashioned out of clay with reeds as a binding medium and covered with a 
layer of powdered alabaster as a base for the polycllromy (Fig. 31). The 
separate snail-sllell curls, painted blue, as in a sirnilar head found at  

Adzhina Tepe, were separately moltled and attached to the head (Fig. 32). 
Even in its fragmentary conrlition it is not difficult to see the resem- 
blance of this fragment to Butldhist stucco heacls from Hadda ant! other 
sites in C;ant1hira (Fig. 33). T h e  Kushan coins o j  the second century A.D. 

provide a terminus ante quem for this Bucltlhist foundation and for the 
extension of Kushan influence into Margiana, just as the stupa and the 
colossal lieacl are the first arcllaeological evidence we have for tlie pene- 
tration of Ruclt!llism into the realm of the Partllians antl Sasanians: we 
have already noted the tnissio~ls of  the, Parthian Hutltlhist teachers, An 
Sliih-kao ant1 An Hsiian, to Cliina i r l  tlie seconcl century A.D. 

One of the most important arcllaeological ~~ntlertakings in Russian 
Turkestan has I~een the excavation of AtLzhitla Tepe in tlie Vakhsh Valley 
(Tatlrhikistan), carriecl on since 1960 by B. A. Litvinskii antl T. 1. Zeymal. 
T h e  excavators have l~rougllt to ligllt the remains of a Budtlhist mom- 
stery and an adjoining teml~le structure. Like their counterparts inAf- 
ghanistan and in Transoxiana, the bi~ilclings of  Acl~liina ~ e ~ e  were made 
of large ilnbakecl clay I~locks. As the tliscoverer, B. A. Litvinskii, has 
pointet! out, one of the most significant arcliitecti~ral feati~res of Adzhina 
Tepe is the construction of the ~nonastery with f o i ~ r  vaultet! iwans which 
open into tlle ccntral courtyartl and :~ppear to anticipate the plans of 
the madrasa of the Islamic period. For our present interests the most 
significant part ol  the excavations consists of the extraortlinary sculptural 
decorations. More than 500 fragments of statuary were fountl in the 



Fig. 31 - Head 
p .  76.  
Fig. 32 - Head 
Compare p .  7 6 .  

of the Buddha ,  from Adzhina T e p e .  [J.S.S.R. Dushanbe Muceuni. 

Fig. 33 - Head of the Buddha ,  from F o n d u k i ~ t a n ,  Afghanr~tan .  Kabul M u s e u n ~ .  
Compare P. 76 .  

ruined structure. Following the trni\.ersal technique of plastic tletoratioti 
in M'estern Turkestan, both tlie clevotional figures anel reliefs were 
fashioned from paintetl clay. Accol-cling t o  the ~-cl>ol-ts ft-0111 the ex- 
cavators, abunclant coin finds make i t  possil~le to clate tlie entire coinplex 
in the seventh ant1 early eiglitli centtrries .4.u.: that is, on tlie eve ol' tlie 
Aral~ onslaught on Central Asia. As will I~ecome apl~arent ,  this positive 
numismatic tlatirlg is of sup]-erne importance for tlie clit-onolog!. of re- 
lated works 110th nortli ant1 soutli of tlie Oxuh i l l  tlie last (-ellttrt-ies ot 
Buddliist art in western Central Asia. One  of tlie most spec~ac~r l a~ .  finds 
in Acizhina Tepe  was a gigantic statue of Bi~tldlia in h'il.v;lna, some 12 
meters in length (Fig. 3'7). Tlle treatmerlt of tlie rolx wit11 the Iiiglll) con- 
ventionalized Colds represcn tetl I)y parallel stringlike riciges appears like 
an echo of the style of the 53-meter Hi~tlcllia at 13,7111iyiin in Afglianistan, 
which is ciiscussetl in a later cliapter. 
A single detail that clifferentiates tliis image tlv)~n tlie t y~ ica l  conven- 
tionalization of late U~rcldliist statuary in Afglianistan a ~ ~ t l  (;anelllira i \  

tlie extraortlinary naturalistn ol' tlie cno~~mous  hand 01 ~;lk\ ; imuni  re- 
laxed in tleath. It is p~-ec ise l~  tllis feeling for a kintl ol' ~ i i ; ~ ~ ~ ~ ~ c l . e t l  realibi11 
within an essentially Iiieratic to1.1n1rla tliat. as will IIe been, relates tlie 
Adzhina sculptures to the last 11liase of  Birtldliist art in Al'glianistan. In 
the same way the ]leads o f  Biidtllla uneartllecl at Atlzllina Tepe  (Fig. 32). 
modeled in the fornlula that is a conlbination of the classical ideality of  



Gandhira and the fullness of  Indian art of  the Gupta period, are stylisti- 
cally very close to the painted clay Buddhas of  Fo~ldukiatan (Fig. 33). 
This relationship also pertains to the Bodhisattva torsos discovered at 
Adzhina. Their  presence of course points to the penetration of Malliyana 
concepts to Tadzhikistan in the seventh century. One notable fragment 
(111. 13) in the soft Indian treatment of tlie torso and clinging drapery i s  
extremely close in style to the supremely beautiful images found at Fon- 
dukistan, as will be seen in the next chapter. 

1. R. Ghirshman, Persian Ar t ,  T h e  Parthian Sasanian Dynasties, 249 B.c.-A.D. 651, 
New York, 1962. Figs. 196-220. 
2. Ghirshman, op .  c i t . ,  Fig. 49. 
3. Sir Mortimer Wheeler, Flames over Persepolis, New York, 1968, pp. 71-77. 
4. Ibid., pp. 83 and 85. 
5. Bernard, P., "Deuxi2me campagne de fouilles d'Ai' Khanoum en Bactriane." CRAIj 
April-June, 1967, pp. 3 17-3 18. 
6. In a recent article the Japanese professor T a k a ~ a s u  Higuchi has ~roposed the 
designation "Oxus School of Buddhist Art" (Bukkyo  Geijutsu, vol. VI ,  July 1969). 
7. M. Bieber, T h e  Sculpture o f  the Hellenistic Age,  New York, 1955, p. 166. 
8. Curtius-Nawrath, Das Antike R o m ,  Vienna-Munich, 1944, Taf. 10. 
9. F. Sarre, Die Kunst des Al ten Persien, Berlin. 1922, Taf.  91. 
10. Tamara Talbot Rice, Ancient Arts of Central Asia, New York, 1965, Fig. 86. 
11. Talbot Rice, op .  c i t . ,  Fig. 88. 
12. M. and S. Mostamindi, "Nouvelles fouilles B Hadda ( 19661967)  par 1'Institut 
Afghan d1Arch6010gie," Arts Asiatiques, XIX. 1969. pp. 15-36. 
13. Mostamindi, o p .  c i t . ,  p. 23. 
14. D. G. Shepherd, "Two Silver Rhyte," T h e  Bulletin of thp Clerleland Museurn 01 

Ar t ,  Oct. 1966, pp. 289-317. 



V. A F G H A N I S T A N  

T H E  CROSSROADS OF ASIA 

Afghanistan, at  the convergence of the arterial rletwork of l-oacls joinir~g 
East and West in the ancient period, can Ile tlescril>etl as in e\.cl-y w a y  the 
heart of Asia, enclosed by the territories ol Iran, Transoxiana, Inclia, ;r~ltl 
the deserts of Sinkiang. In the periotl of Butidhibt slrprenlacy fro111 the 
advent of the Kushans until the A r a l ~  conquests of tlie eiglitll centurv Isre 

nlay regard Afghanistan as the recipient o l  variotrs i~ifluences from all 
corners of the world and  the spawning gl-otlnd for tecllniqires ant1 styles 
that were to affect the artistic destinies of all surrounding realms. Afghan- 
istan could be described as a beautiful and savage lantlscape with fertile 
plains along the river valleys and vast tlesert areas, all locket1 within the 
walls of the highest mountains in Asia - the Hindu Kirsh, the Parnirs, 
and along the southern border, the spurs of the Himalayas. 
We have already described the remnants of Graeco-Bactrian culture in 
Afghanistan as represented I>y the finds at  Ay Kllanum and the medals of 
the Bactrian kings. M'hat concerns 11s now is the rise o t  Hutlclhist art in 
this same strategic region. As we have seen, the earliest Bucltlllist art in 
Afghanistan is really an  extension of tlie school of Ganclhara. To this 
phase belongs the stone and  stucco sculpture o f  Hadda and the later 
schist carvings from Pi i tav i  antl Shotorak, monastic sanctuaries near the 
ancient Kushan capital, KipiSa (Begram). T h e  real florescence of Bud- 
dhism and its art  took place north of the Kalml \'alley in the Hindu Kush 
region and as Ear north as the Amu Darya. These sites in nortllern Af- 
ghanistan, or  Afghan Turkestan, are unquestional~ly prodircts of the 
period following the disintegration of the Great Kitshan dynasty in the 
mid-third century when these territories came u11tle1- tile control of the 
Sasanians and, later, of their vassals the Hephthalites. 
Altllough it is custonia~y antl convenient t o  select the Sliil~ar Pass as the 
continental divide I~etween the basins of tlie Intlus anrl the 0x11s. the 
Indian and Central Asian worlds, i t  niirst Ile I~orne  in mind that art 
cannot be co~npartnle~ltecl entirely by such geograpliical barriers. For 
example, Fondukistan, located in the Gllorbanti \!alle)' below the Shibar 
Pass, is in the sphere of  <;entral Asia11 art. Bimiyin. Slrrkh Kotal, and 
Bactria are related to the sites north of  the Oxus: the terrain of the 



Kabul Valley southward to the Kllyber Pass lies within the orbit of the 
art of Gandhira anti India. 

- At least a passing reference must be made at this point t o  the Samous site 

of Surkh Kotal on the roacl to Bactria north of the Hindu Kush. Tllis 
Kushan acropolis built around a lofty eminence was, like t l~e  royal 
shrine of Mat at Matlluri, a sanctuary dedicated to the divine kingship 
of the rulers of the first K-ushan tlynasty. A long inscription in the Kushan 
language, but carved with Greek letters, proclaims a dedication in the 
reign of the great Kanishka. Flanking the cella at the summit of the 
great staircase of this Kushan acropolis were fount1 fragmentary statues 
of the Kushan rulers, two of them dressed in the great mantle and felt 
boots (Fig. 34) that we see in the f a i n o ~ ~ s  portrait of Kanishka from Mat 
(Fig. 35). These ancl a thirtl image representing a princely personage in 
a long, bejeweled pustin were the ohjects ol' a cult of tlivinizecl royalty, 
like their famous counterparts at Nimrud Dagh and Parthian Hatra.1 
Also erected on this citadel of the Kushanshahr was a fire temple closely 
resembling the plans of similar sanctuaries of the sacretl element of Ahura 
Mazda in Parthian and Sasanian Iran. T h e  presence of this Mazdean 
shrine only reinforces our idea of the syncretic nature of the Kusllan 
religion, implied by the great pantheon of Greek, Iranian, Hindu, and 
Buddhist deities that appear on the coinage of Kanishka arid Huvishka.~ 

Fig. 34 - Statue of Kanishka from Fig. 35 - Statue of Kanishka. 
Surkh Kotal ,  Afghanistan. Kabul M u -  Archaeological Museum, Mut tra .  
seum. C o m p n r ~  p.  81. C o m p n r ~  p. 81 



1 llave always been of the opinion that royal portrait sculpture at Surkh 
Kotal, it1 its hieratic frolltality arltl fol.nlalis111 tlerived fronl Partlliall 
prototypes, like tlle effigier o f  W'ima Kadpllires and Kanisl~ka at 
Matllirri, represents a style special to tlie Kusllans. This sculpture tle- 
dicated to the cult of the great Kushan sovereigns has been tlescrit,etl I)y 
Professor John Rosenfield as the dynastic art of tlle Kusllans. 'T'llese 
fragnlctiiary imperial likenesses, togeiller wit11 a n i ~ n ~ i ~ e r  crl lleatls Iron1 
the royal shrine of Mat at h i a t l i ~ ~ r i ,  appear to stantl apart lroni both the 
traditions of India ant1 Gantihira. All of these dynastic cult images are 
characterizecl by their rigid frontality and a ceremonial idol-like qirality 
intetltletl to conlnlatltl awc ant1 twpecr (Figs. 214 ar~tl 215). Alore attention 
is paid to tlie rendering of the Kilshan costume and the attributes of might 
than the suggestion of a pllysical presence: in these statues, tlle "hotly" 
appears to be simply an armature to support the heavy, sometimes be- 
jeweled, mantles and the sword and mace of imperial power. This 
llieratic character and tlie emphasis on splendid details of costume relate 
this special category of Kushan sculpture to the similar I-oyal portrait 
sculpture o l  Parthia, as exemplifietl in tlie famous bronze statue of a 
prince froni Shami and the royal portraits of Hatra. T h e  Kirshan portrait 
statues are just as original and separate a form of artistic expression as 
the work of the autonomous comnlirnities of artists who served the an- 
cient principalities of Chorasmia and Soghtliana. As has already been 
observed, the finding of a plaque at Khalchayan presumal>l y representing 
an enthronetl Kusllan ruler (Fig. 15), resembling the famous image of 
W'ima Kadpllises at Mathuri (Fig. 16), appears to indicate that this motle 
of portraying divinized rulers had its beginnings in the first century A.D. 

when the Inclo-Scythians were establ.ished in the Transoxian regions of 
ancient Bactria. T h e  presence of this Kirshan art at the gates of Central 
Asia provides one Illore stylistic ingretlient that went into the formation 
of the art of Serindia and perhaps Trarisoxiana as well. Lastly, the dif- 
ferent divinities - classical klazdean, Hindu, and Buddliist - which 
appear on the coins of the early Kusllan rulers, give its some idea of the 
diversity of beliefs that flourished in the Kushanshahr; as we have 
already cncouritel-etl a similar catholicity o l  cults in the principalities of 
Western Tirrkestan. 
In this connection, a sfight historical digression is necessary in order to 
explain the art ~ l i a t  appeared in Afghan Turkestan in the centuries 
after the fall of the great Kushan dynasty. 
Following the invasion of  Shapur I in 241, a raid, whicll, accorcling to 
some scholars, extendetl as far as Peshawar, the power of the Kushans 



was linlited to Gandlliira ant1 the Punja l~ .  T h e  appearance of  nalnes like 
Vasudeva among the later r i~ le rs  suggests the gratlual Incliani~atiol~ of 

the originally Scythian dynasty. T h e  situalion I~econies more confused in 

the fourth century when eastern Afghanistan ant1 tile lantls ~011th of  [Ile 
Hinclu Kusli fell into the hands of a trihe known as the Kidara, or Kitlara 
Kushi~ns. Prol~ably 110th the Kitlaras arlcl another g ro i~p ,  known as [I le  
Chionites, in the former portions o f  the Kushan Empire north of the 
Oxus, were untler Sasanian influence. Hy the midtlle of the fifth centurv 
the Ilistory of these regions becomes more involvetl wit11 the appearance 
of the Hephthalites, sometimes cl~aracterizetl as Huns, although in actu- 
ality they may have been part of the tribal complex inclucling the Chio- 
nites and Kidaras. T h e  empire of the Hephthalites was centered in east- 
ern Iran, and  their conquest of Afghanistan ancl parts of northern India 
are known from Inclian sources. Throug l~ou t  the fifth century, Sasanian 
armies were repeatedly defeated by the Hephthalites: the Emperor Peroz 
diet1 in battle against tliern in 484. It  was only in A.D. 558 that an al- 
liance between the Sasanians and the \Vestern Turks  was able to crush 
the Hephthalite power. Thereafter, the Sasanians enjoyecl a sovereignty 
over the former Hephthalite principalities south of the Oxus ant1 prob- 
ably in  the Hindu Kush region as well. It was precisely in these territories 
that some of the most notable monuments for the later Bucldliist art of 
Afghan Turkestan are found. 
T h e  most important center oE Butldhism and  its art  in AEgllan Tilrkestan 
was at Biimiyin, some 240 kilometers northwest of Kabul. Biimiyin lies at 
the intersection of important roacls - the highways leacling southward 
from Herat ancl Balk11 ant1 Transoxiana; another route, I~ranclling of f  at 
Shahr-i-Zohak, crosses the Unai Pass to the Kabul Valley on the way to 
India. T h e  main approach to the East leatls over the Shi l~ar  Pass and 
through the defiles of the Ghorbantl Valley to emerge into tlie plain of 
the Panjir and  Kabul rivers a t  Charikar, near the ancient capital of 
KapiSa (Begram), Eronl where other trails lead at last to tlie Pamirs and 
the road to Serindia ant1 Cathay. It has been conjecturetl that the ap- 
pearance of Hecate, gotltless of the CI-ossroatls, on the coins of the Bac- 
trian king, Demetreus 11, may Ile a reference t o  Hiimiyiin ant1 its position 
in the clays of Alexantlcr's successors. It  was precisely this strategic 
location that makes Biimiyin ant1 its art  a ki~itl  of roundal>out for the 
reception ant1 diffusion of art forms Erom the classical, Iranian, and 
Inclian worltls. 
Bimiyiin is mentioned in the travel diary of Hsiian-tsang in the seventh 
century as a strongholtl o f  the Lokottaravatlins, a proto-hialiiy5na sect, 



Huei-cli'ao in 827 clescribes the colivellt as a center of Maliiyana. 
There are references to this famous site by the Aral~ic chroniclers Tal,ari 
and Yakut. T h e  end came for this r o ~ ~ l a ~ l t i c  site ancl its civilization in 
1222, when Gc~igliis Khan in revenge for the cleat11 of his son beneath the 

of Shallr-i-Zohak, nlethodically slaugllteretl every man, wonlan, and 
c1iilt1, and cvery I~ird and beast in the valley. Then,  all was silence, until 
the eigliteentli centllry, when the Mogul Emperor A11rcng;lel) fractured 
the legs of the colossal Buddlia wit11 his fieldpieces. l'lle pioneer archae- 
ologist Cllarles Masson anti Lieutenant Burnes visited tlie desolate valley 
before 1840. Mre have descriptions and sketches of the caves Ily Lady Sale 
and Lieutenant Eyre who were among the British prisoners sequestered at 
Bimiyin after the disaster o f  the Jagdalik Pass ill tlie Afgllan War of 
1840. The  credit for tlie scientific investigation and restoration ot this 
famous Butldhist lrlonument I~elongs to the pioneers of tlle French Ar- 
chaeological Mission in Afghanistan: Codard, Hackin, and Carl. 
The valley of Bimiyiin, set between the towering peaks of the Hindu 
Kush and the Koll-i-Baba ranges, is one of the most beautiful and specta- 
cular sites in Afghan Central Asia. Tlie approacli to the capital that 
once existed there was guarded by tlie great citadel of Sllafir-i-Zohak, set 
on a natural platfornl atop a sheer rerl cliff sorrie miles to the east of 
Bimi yin proper. Before its complete devastation b y  Genghis Khan, the 
city of Biimiyin covered the hill of Shallr-i-C;l~olgola and prol~al~ly parts 
of the valley floor, like the nlotlern village I~~rtldletl at the floor of the 
sheer cliff of conglomerate stone that rises on the nortllern side of tile 
valley overlooking tlie Himiyiin River l~ortlel-etl 1)). green fields and 
thickets of cliunar trees. For several ~niles tlie face of this escarpment is 
honeycombed with scores of rock-cut grottoes, llollowetl t'roni tlie stone 
to serve as assenibly Iialls, cliapels, and sanctuaries for one 01  [lie greatest 
Buddhist monastic comnlunities in all Central Asia (111. 21). 
The principal caves stretcll for about a ~riile I)etween two gigantic 
Buddha images set in niclies at the eastern ant1 western ends of the 
complex. At tlie west stands tlle 55 nieter Hi~dcllla, still the largest statue 
in the world; atit1 forming the focal point of anot l ie~  complex of  convent 
cells at the eastern end of the cliff was e~lsllrinetl a snialler icon rising to 

a lleiglit of 55 nieters. Hsiian-tsang, the Fanlous (;hi~iew pilgglinl of the 
seventh century, desa-il~es these colossi in llis account of Hinliyiin: 

T o  the nortlieast of  the royal city there is a mountain, on the 
tleclivity of wllich is placed a stone figure o i  Huddlla, erect, in 
Ileiglit I40 or 150 feet. Its golden hues sparkle on every side, and its 
precioils olmanleuth dazzle the eyes by their brightness. . . T o  the 



east . . . there is a stantling figure o f  SHkya Budtllia . . . in heighi 
100 feet (111. 22). 

Yakut, who hegall his famous geograpliical clictionary in 1218, ]eft us 
tlie followitig awesome description of BimiyHn, written on the eve ot' the 
Mongol conquest: 

The re  one sees a structure of  a n  elevation protligious in height; it 
is supported by gigantic pillars 4 and  covered with paintings of all 
the birds created by Cocl. In  the interior are two immense itIols 
carved in tlie rock and rising from tile foot of  the mountain to tile 
summit .  . . One  cannot see anything comparable to these statues in 
the whole worlcl. 

, T h e  smaller B~ tddha  Sikyamuni  is shelterecl in a parabolic niche, at one 
, time covered coinpletely wit11 wall paintings. Th i s  towering vaulted 
. recess seems like an  atlaptation of tlie iwari, the ~pp i r a l  arclietl opening of 

Sasanian palaces, also incorporated in  the buildings at  Varakslia and 
Adzhina Tepe.  T h e  statue itself consists of a core d ' r o i ~ ~ l i l ~  shaped rock, 
covered with a thick layer of clay with a bincling medium of straw for the 
modeling of the clrapery and  features. Th i s  clay shell was coated with a 
final layer of lime plaster and originally coverecl with I~rilliant poly- 
chromy. T h e  style o l  this statue with its voluminoi~s foltls of drapery 
revealing the I'orm of the body beneath is an  enormous erilarge~nent in 
the classical manner of the Buddha images of Gantlhira (Ill. 1). T h e  rohe 

Fig. 36 - Sun god.  Wall  painting 
in the niche of the 35-meter-high 
Buddha,  Bamiyan, Afghanistan. 
Compare #. 8 5 .  



is an acconlnlotlation of the drapery of the toga in tlie images of Imperial 
Rorlle to the Huddtra's mantle, or  stlnghiiti. This  image, judging trom the 

strongly classical style o f  the garment, might Ilave been executetl as 
as tlie secontl or  third century A.D., certainly much earlier than tlle 

completely Sasanian cycle o f  wall paintings decorating the sides and 
of the niche. Sirch an  early dating [or tliis image may seem llazarcl- 

ous, especially in view of what we sllall discover about the indisputable 
cl~ronology of the wall paintings of the whole complex surrounding the 
35-meter image: for these a date no earlier than the late sixth or early 
seventh century is imperalive. T h e  only conclusion possil>le is that tlie 
murals were added some centuries after tlie completion of the colossus, 
or that, even though the style of the giant statue remincls us of the early, 
more classical type of C;anclh5ra Buddha images, tlrcre are many examples 
oE the survival or  revival of the early Ganclliira Illantler in more easterly 
Central Asian sites, such as Khotan, Kizil, ant1 Shorchuk, all datable 
between the fourth and eight11 centuries. Althoilgl~ it has been suggested 
that the wall paintings a t  Bamiyan were continually renewed over a pe- 
riod of centuries, the very consistency of the Iranian arcliitectural, sculp- 
tural, and pictorial decoration of the wllole complex of caves centered 
on the 35-meter Budttha strongly si~ggested that these decorations were 
planned and carried out  once and  for all at  tile same time. 
From the iconograpl~ical p i n t  of view, the purpose of such a gigantic 
image, as in classical antiquity, notalAy in the Iluge portraits of the Em- 
peror Constantine, was to indicate the rnol-e than mortal stature of the 
personage portrayed; in tills case, to present the Buddha as a veritable 
hlallipirrusa or  embodiment of the cosmos. It is important to repeat in 
this connectiorl Hsiian-tsang's statenlent that the comn~unity at  Biimiyin 
belonged to the Lokottaravadin sect, in which, as a transition to fully 
tleveloped klahiyiina doctrine, the super~iatural nature of the Butldha 
was recognized. 
All of the painted decorations in tlie niche of the 35-meter Bi~ddha ant1 
in the various chapels ant1 asseml)ly llalls joined to it by stairways and 
corridors llewn within the cliff are clone in what may I)e described as a 
provincial vel-sion of the style o f  Iranian art of the Sasanian period.' 
This entire cycle o f  murals mirsL have been painted when B5imi):iin and 
large parts of Afghanistan were under Sasanian rule or,  as has already 
been noted, when tliese territories were controlled by tlie Hephthalites 
as the vassals of the last Sasanian monarchs. 
One of the largest surviving wall paintings at  Bilniyin is the decoratio~i 
of the soffit of tlle niche, a representation of a solar deity in his chariot PLATE P. 87 



F i g .  37 - Sur)'u. Rel ie /  f ro tn  a  
.s tone fence.  Bodh G ' o ) ' c ~ .  Ind ia .  
C o m p a r e  p .  H R .  

(Fig. 3 0 ) .  1I1c got1 l~iiiircll 1s tlatl i l l  a Il,uing nialitle with w~tle !ape15 
alitl a loiig jtraiglit \\voi.tl ;tttatliecl to tlie I~e l t ,  a co\tiIme that re5einble5 
the cloak ol  tlie ettig) ol King Kanijlika at  hIatli111i alitl t i l i r l j  i t \  wa! 

into t l ~ c  clieb\ 0 1  nol)le ~ ,c r \o~i .~ge \  'tt Ki/il i111tl otlier \ite\ in Eajtern 
Turke5tan. 'r'lic cliviiiity jtantl, i l l  a tootlietl Ilalo, a t)pe ot aureole tountl 
in p o ~ - t ~ ; ~ ) a l \  ol Helioj aritl otliei- jol;t~ y,ocl\ i l l  tlie Late Anticlue Aletlitcl- 
I-anean w o ~  lt l .  On tlie t l ~ a ~  iot i ide tlie D,twli hlaitlen\, co~iipai i io~~r 01 

.AS may be scen in t h ~  drawing.  F iaure  36. this inlmense composition represents a divinity dressed in 

. I  long n ~ a n t l r .  st;tnding in ;I c1u;ltlria;t clrawn 1,). willg('d h ~ r s ( . s .  011 the- e.cIt~sti;~l (.;IT to thC right and 
lcft of  tht. dr i ty  a re  hel~r~cbtcd : I I I ~  wincyd fem:~l r  f i4ur r s  holcling spcars : ~ n d  shirlds. T h t > ~  arc 
l)rol).rl)ly to I)c idc,ntifird as the D a w n  M;riclc~ns. c.onll~;lnions of  ttlc 1ntli;lrl sltn-god Siiry;~. Above 
these fiq~lt-es ;trt. h ~ ~ r r ~ . r ~ r - h c ; t d r d  I~ircls, o r  k r n n c i r c r \ ,  ant1 o~.c.r thcb hc.ncl of the sun-god. I)ersonific~:rtions 
CJI rhr winds. llolding I)illowin# sc.nr.~c.s o\-er thciy h(s;rds. .,lid f lying g(.(~scBT or  I l ~ j n . \ t i .  T h ( >  composition 
:IS ;r ~ h o l ( .  rc.sc.rnl)lc.s I-c.l)rc*scnt;rtio~rs of Sl~r)-:I. : t l r h o \ ~ ~ h  the. inc.lusion o f  thc / i i , , r t trrcr\  and wind gods 
presents .r sylnholical \,ision of the entire celrtial sphr rc .  Otrr  d( .~; t i l  of  t h r  mural  shows onr  of thr 
D;lwn M;tiderrs a n d  t h r  rc.mn;rnts of t h r  white- st(.(bds with cr i~nsol l  wirlgs. :It tht, lcft nray hc' seen 
; ~ I I  ir1-cg111;11- ruddy c~ufr ;~ntclr~ent .  ;tn al,str.ac.t suggvstiorl of  c l o ~ ~ d s .  which at  on(' t i ~ r ~ e  s ~ ~ r r o r ~ n t l c d  th? 
entire c.om11osition. bt 'hr thcr  this is n re l~rcs rn ta t ion  of Sil.rS;t o r  the I ran ian  b l i th ra  is uni~nporlant .  
si~rc.r  in ei ther  c.:rse wc ; I ~ I ~ J ~ ; I I .  10 h ; ~ \ . c  ; I  symholic,;ll refcrcnce to t h r  solar c.hal.artcr of the Buddha 
often I-eftarred to in t-;rrly trxts.  





Buddha  and  Donors. East will1 , I I  chc. s i ~ r r l l ~ ~ i t  of t h r  nic,hc of thc 95-rl1. R11ddh;1. B5rr1iy5n. : I f shnn-  
istiin. 6th-7th c,rnt\lry .\.I).  

T h e  detail  of this w;ill painting. just I)rlow thc  ~ ) o r t r ; ~ ~ - ; ~ l  of t h r  sol,~r. cli\-inity. shows ;I Brrtltlh,~ f l i lnk~d 
by the figurc of ;I disciple. o r  ; ~ r h ; ~ t .  ; ~ n t l  to t h r  right one. o f  ;I n \~rn l )c r  of donors. T h r  R ~ ~ d t l h a ' s  a t -  
tendants  a r e  represented as  though seated behind ;I balustrade derkcd  with ;I t rxt i l r  hangin?. Th(' 
globelikr crown of t h r  princely donor h ; ~ s  ~ ) a l - ; ~ l l ( ~ l s  in S;rs;lni;rn coin pol-tr;lits. Both this tlonor and 
the  B u d d h a  at the  left a re  adorned with ha i r  rihbons or  kzrc t i ,  again bor rowrd  from the royal Sasanian 
regalia. 

Surya in  Intlian a \  in  lie w e l l - k ~ ~ o w n  reliet3 a t  12otlli Gay5 (Fig. 3'7) and 
Bhiijii. T l i e  wingctl Iior,e\ of the quatlriga are cIet>Io)etl t o  tlle I igllt and 
left  of tlle tonguc of the cllariot. 
I t  woultl not  I>e unlikely t o  \111)1)o\e i l l  tlie \ ~ I I (  I et i c  tonil)iliatio~l 0 1  11 it- 

riiarl ant1 Intlian elelnent\, I~ot l l  \ t y l i \ t i c  alltl ~ c o r ~ o g r a p h i c ,  t l i i i t  the 
god ~~or t rayec l  may I>e Mitllra, and  Ili ,  ~ ~ i r l g e t l  conil)anionb, Raniya and 
Usah, the llanclmaitl\ ok tile <larun. I - I I ~ I  e e vagrle I ernil~i\ccr~c c\ 01 



so-c;illctl .-\tIle11;~ ol rlic L;iliol-c A111\cliiii 5 a ~ i t l  a Ilclnierctl 1igt1i.c itlc~ltilietl 

.\tlic~i;i ;it I ~ l ~ : i I ~ ~ l ~ ; ~ ~ ~ ; i ~ i . ~ ~  \'i\il)lc ;11)o\.c tlie \~ . i~ igc t l  go(l(lc\\ 111 0111. re- 

p1.otl11c.1ioll is ;I c-~-c;itr~~-c. 1l;iIl 1111111;111. 11;111 I ) i l - t l .  I ) I o I ) ; I I ) I \  10 I ) ( '  i t l c . ~ ~ l i -  

fie(l ;is oiic ol t11e \ ~ I . ~ I I \  11.1,o ill 1)1:11lct;t1.\ 111, tliolog\ ~o1111~ollctl 111c I I I ~ I \ ~ (  

of  tlic spliel.es. .I.llc \ k \  \~111I)oli5111 0 1  t l ~ e  ~1.1loIc ( o ~ ~ ~ ] ) o \ i t i o ~ i  i\ t o ~ l l ~ ) I c t ~ ( ~  



Boar's head in medallion. Silk textile (weft twill) from Astana, Turfan, Chinese Turkestan. 
Diarn. 23.5 cm., H. 24.5 cm. 6th-7th century A.D. Stein Collection, National Museum, New Delhi. 



"'Thc Hlr~r Bodhis.ttC\a." 'Ci';i11 ]minting on the \oiflt of thr niche of Croup E, BBmiyiin. Afghanistan. 
bib-7th c-cntury .i.n. 
Thr I>alntlng portrays a Bodhisattla, probably Maitreya, the right hand raised in the i , l tarka  n~udrii. 
:I lainlmv arc ,il)pears to support the figrlrc, whwh was painted on the vaulf abovr a now ruined 
figure of the Buddha. Framing the divinities are slender colonnettes surmo~nted by formalized Co- 
rinthii~n r;tp~tals. Thrsc in turn support truncated tr-iatldrs enclosing figures of arhats. The style i~ 
.i ro~nbination of elenirnts of I ran~an ,  Gandhsrnn, and Indian oligill that serrns to [%lark the first 
*ippcnrancc* of a C:entral Asian style which rrarhed its final development in the wall paintings of Kizil 
in the Kucha oasis. 

This fragment, like many others found in the cemetery a t  Astana, was used to cover the face of the 
dead. The design is the same abstract and symbolical personification of Verethrapna seen in the 
painted imitation of a textile from Grotlp D a t  BZrniyFin, It will b-e noted that in the present example 
the circle is di\,ided dt the qtiadranrs not b y  the square-rut jewel shapes seen in the wall painting, 
but by smaller circles of pearls enclosing crescents. This device linked the medallion to the adjoining 
~.(lundels in the wol-en fabric. I t  is found in lase fragments of actual Sasanian textiles, such as the 
s in~ i~rg  In the Victoria and Albert Museum (Fig. 30). as well as in early silk f~agments fram AntinoE 
in Egypt, but presumably woven in Iran proper, 



~0106si4'BtLddha. Conglpmerate stone, covered with clay and stuccg and originally painted. H. 53 m. 
5th-7th century A.D. BEmiyHn, Afghaniatan. 



at the of the painting by the figlrres of winti gocis \vi t l r  fluttering 
scarves, and the llyirlg geese, 01' Iia~nsa, sometinies interl,retetl as souls re- 
ceived into the Iiighest heaven. T h e  sun g a l  arid liis train ;ire s11owr1 as 
though emerging fro111 banks of fiery cloi~cls ll.at~iirig tlic sicles ol  tlie 
composition, so that, even thougli tile fornis tliernselves are flatly ~ ~ a i n t e d ,  
the picture gives solnetliirlg of the special i l l i~siot i  o f  a Hartquc ceiling 

clecora t ion. 
T h e  whole composition is, as in many exam],les of eai-ly Indian art, a 
symbolic relerence to the Hl~tidlia as an emboclimenr o f  c.osniic forces, in 
this case, the sun god. Taken in conjunction witli t l ~ e  Scven Hirdcllias of 
the Past and Maitreya, wlio appear on each side ol the ceiling composi- 
tion on  the hauncll of the vault, [lie entire arrangenlent coultl refer synl- 
bolically to the birth of Sikyamuni, as tlie texts relate, like liis predeces- 
sors in earlier aeons, arising as anor1ie1- sun to illi~luinate tile ciarkness 
of  the world. This  iconography involving the Huddllas of the past is es- 
sentially a Hinayina concept, but the enormous size of the statue of 
Sikyamuni already suggests the inception of tlie XIahiy2na ideal of the 
Buddha as a cosnlic being. 
Painted around the Ilaunches of the \.ault clirectly I~elow the sola1 deity PLATE P. 68 

are the Seven Buddhas of tlie Past ant1 hlaitreya, separated by figures of 
donors. T h e  Buddhas are s l~own seated frontally; the attendants, gene- 
rally in tliree-quarter view, appear as half figures behind a rail Iiung with 
carpets or  patterned cloth. These donors or  devotees present a perfect 
illustration of the adaptation of the Sasanian style to Bucldliist usage: 
they have the massive proportions and  inert bulk of Sasanian rock carv- 

The giant image of Buddha is housed in a cusped niche. the walls and \vault of which were at one 
time completely covered with wall paintings. T h e  face of the imanr above the rnouth has been de- 
stroyed at the top of the niche have suffered the same fate. O u r  illustration reveals the technique 
employed for the molding of the draper) on the stonc core. T h e  body and head of the statue were 
roughly hewn from the pudding stonr of the cliff. .4s in the case of the 35-m. Buddha a t  Bimiyin this 
armature supported a thick shell of  clay covered with an outer layer of stucco as a base for the final 
polychromatic decoration. .4s may be seen in our plate, the drapery was affixed by an  ingenious 
method whereby wooden dowels were driven into the stone surface and joined by cords over which 
the individual folds of the garment were molded. 
Iconographically the giant statue is certainly intended as a representation of the Universal Buddha. 
perhaps Vairocana. and the countless painted representations of Buddhas, Bodhisattvas. and adoring 
divinities that once c.o\.ered thc whole interior of the niche a r r  the myri;rd emanations of the 
Cosmic Buddha in what becomes thereby a kind of plastic and pictorial mandala. If Lieutenant 
Burnes's curious statement. made a t  the time of his visit to Eirniyiin in 1832. that "there appears to 
have been a tiara on the head" is to be accepted, the identification of the giant Buddha as the Lord 
of the Universe, o r  indeed as Vairocana, would be even rnore convincing. I t  will be recalled that in 
his account of B5miyBn written in the the se\.enth century. Hsiinn-tsang refers to the 5.7-m. statue as 
a Buddha whereas the smaller 35-m. image is specifically identified as Sikyamuni. 



Fig .  38 - Crouln of the  Mai-  
t r eya .  Detui l  01 n  ~ c ~ n l l  p a i n / i n K  
in t h e  niche 01 the  3 5 - n ~ e t t r -  
h igh B u d d h a ,  Barniyan, A fgho- 
n i s tan .  ( S e e  belorcs) 

ings and  are ~ -e~ l~ i l~ ihc . c~ l t ,  too, ol slight o\.crlapping o f  two zones 01 essen- 
tially flat forms and of the somewllat more refinetl quahi-Iranian style 
the paintings of the noble assemblage at Balalik Tepe  (111. 15). 
I t  will be remembered from our  short account o l  the post-Kusllan history 
of Afghanistan that, during the reign of the l a s ~  great Sasanian king, 
Khusrau 11 (A.D. 590-628), the presitma1)ly Hepllthalite princes of the 
territories of northern ancl central Afghanistan were vassals of the Sasan- 
ian throne. T h e  coins of ~ r i  Vasi~deva (Fig. 39), who ruletl 1 1 o 1 . 1 1 1  and 
south o f  the Hindu Kush, imitate the winged crown of Khuh1.1~1 1 1  and 
even include a countermark of  a boar's Ileatl, a special eml~lern of the 
great Sasanian king. 
T h e  emblems in the crowns of both Butldhas ant1 lay personages with a 
combination of wings, crescents, ancl globes (Fig. 38) is so close to the 
symbols of the diaciems in these coin portraits of Kllusrau 11 and his 
Hephthalite subject princes (Fig. 39) that a clating in the late sixth cen- 
tury o r  early seventh seems a reasonal~le concli~sion. T h e  crowns of the 
Buddhas and  the princely clonors are adorned wit11 long ribl~ons fount1 
alike in Sasanian sculptured portraits o f  royalty and, again, in the dia- 
dems of the guests at  Balalik Tepe.  
Related to this "Sasanian" cycle a t  Birniyin is a large darnagerl wall 
painting at Dukhtar-i-Noshirwan some 300 km. north of Bimiyin, the 
largest and most complete non-Buddhist painting in Afghanistan (Fig. 
40). It  represents a local prince, perhaps one of the Hephthalite rulers, 
enthroned like Khusrau 11 on  his famous cup  in the Cabinet des Me- 
dailles, seated in the frontal position, restirlg his hantls on  a large sword 
between his knees (Fig. 41). T h e  crown wit11 the head of a beast framed 
in spread wings resembles the diadem on the coins of the sixth-ce~ltllr)' 
Hephthalite prince Shalii Tigin.' Certain elenle~lts, sl~cll as the enframe- 
ment ill blunt  tiebased columns s i~pport ing invertetl trunca tetl tl,ianglesl 
are familiar forms in the architecture o f  Ganclhira. I'llis frontal conven- 
tion for the portrayal of Sasanian kings hacl already Been evolvecl in the 
great relief of the Tr iumph  of Sllapur 1 a t  Hishaplrr ant1 sucll early 
Kushan works as the terra-cotta n~edal l ion of Khalchayan (Fig. I(;). 



Bilniyan, carved inside the face of tllc c . l i f l  or1 e i t l le~  sick ol [Ire rricl~c: 
the 35-meter Huddlla, are staircases t h a ~  give access to tlle sirtrlrnit of 

the vault and I>y passageways on three Icvels to a series o f  sarlctuaries. 
Directly to the wesl of the colossus and now almost i~lacc.essil~le t l~rougl~ 
tile crumbling of the rock-cut stairs lies a dotnee1 shrine preceded by a 
spacious vestibule, a complex desigriated Group D by the Frerlcll Arcliae- 
ological Mission. Fragments of large paintecl Suelcll~a images are a t i l l  
visible on the side walls of the porch, b i ~ t  [he tnost i~iterestirig part o f  the 
clecoration consists of the painting oi rile ceiling of the sll~.i~le's nartllex: 
tllere, between sinlulatecl paintings of roof I,eanls, wc~.c clel,ictecl row 
upon row of medallions with pearl horders enclosing motifs such as 
boars' heads, birds Ilolding pearl necklaces (Fig. 41) - singly or in pairs - 
and human heads, all literal painted copies from the repertory of dcsigns 
familiar to us in Sasanian silk weaving, as known in actual fragments in 
the carvings of the robes of the kings and nol,les at Taq-i-Bustan, and, as 
has been discussed above, in the paintings of Afrasiah (Figs. 29 and 73), 
Balalik Tepe, and Varaksha (Fig. 42). Among the hest preserved of these 
patterns is a roundel with a boar's head preserved in the Kal>ul hlusell~n. PLATE P. rn 
Originally all of these beast and bird forms were emblems of Mitllra a i d  
other members of the Mazdean pantheon - the boar's head being one ot 
the many symbols of tlie Iranian god of victory, Veretliragna. T h e  boar's 
head, it may be added, was also a special symbol of Khi~srau 11. This is 
only one factor that would seem to confirm the dating of all the painteci 
decorations within tlie co~nplex of the 35-meter Butldha in the late sixth 
or early seventh century. 
Altlioi~gh it has heen suggested that the fragments of Sasanian silk ex- 
cavated under conipletely unscientific conditions a t  .-\ntinoe may be as 

Fig. 39 - Coin of ~ r i  Irasuder:a. Bri- 
tish Mu.ceum, London.  Compare P. 94 .  



Fig.  40 - K i n g  seated on u 
th rone .  W a l l  paint ing.  Dukh- 
tar-i-&'oshiru~an, Afghanistan. 
C o m p a r e  p. 94 a n d  99.  

early as the foul-tl1 cc~itury, our first collcrete evitlence for the appearance 
of these motifs is in their carved representations in the grotto of Khusra~l 
11 at Tay-i-Sustan 8 ant1 in the portrayal of some of these same eml)lems 
in the stucco tlecoration of the royal palace at Damghan.9 In the I~oar's 
heatl, as in the other painted replicas of woven patterns at Bimiyin, the 
form is retlucetl to a heraldic simplification, emphasized in our example 
by the completely decorative use of lapis lazuli bibF for the animal's head. 
This abstraction is an illustration of the innate Iranian sensibility for 
lucid ornamental shapes, a tradition going back to Achaemenicl times. l\le 
have already seen examples of this same fundamental Sasanian motif 
with local variations in the similarly paintetl imitations oE textile patterns 
at Balalik Tepe and Afrasiab. We note that, in the Rimiyin example, 
the animal's heat1 is enclosetl in a circle of pearls interr~~ptecl at the 
quarters of the roundel bv sqnare icwel shapes. 

F i g .  41 - Glacs bou-1 w i t h  
l igt ire of Chosros  I I .  Cabinet 
rles M i d a i l l e s ,  Paris.  Compare  
p. 95.  



Fig. 42 - Bird holding string of bead.) in  ,, 
medallion. Group  D, Barnijlon, A/ghani.,lat, 
Compare p .  95 and beloup. 

An actual woven parallel for the boar's head design at Hainiyin may be PLATE P. 90 

seen in a silk fragrnerlt unearthed i l l  the gravcyartl of Astana in the 
Turfan oasis. T h e  abstract treatment of the central device is very much 
the same, but it will be noted that in tlie Xstana silk tlie rolrntlel is 

divided at the quadrants, not by the square-cut jewel sliapes seen in  lie 
Bimiyan wall painting, but by smaller circles of pearls enclosi~ig cres- 
cents. This device linked the metlallion to the adjoi~iing circles in the 
woven fabric, and is present in the rare exanlples o l  actual Sasanian 
weaving, sucli as the simurg textile i r l  ~ l l c  Victoria and All1e1-t hllrsetr~n 
(Fig. 30), as well as in silk fragmetits fount1 at Antinoe in Egypt but 
presumably woven in Iran proper. It may be tliat the type of circular 
border with the cabochons separating the pearl motii is a variation ol 
the looms in eastern Ira11 or Central Asia. Ll'liat is inlportarit tor us is 
that actual exanlples of Iranian silk sucli as the Astana sample provided 
tlie models for painters from Western Turkestari to tlie I~orders of China. 
As noted in the description on Page 89, a debasetl, probably local, weav- 
ing of the hoar's head design has also been fount1 at Astana (Fig. 44). In 
this specimen, tlie pearls o l  the meclallion, a h  at Ki~niyin.  are sel~aratetl 
by squares. 
It should be noted, finally, as may be seen ill our tlrawings, tliat tlle pat- 
tern ol' I>ircls liolding pearl necklaces, found in a nuinl~er o l  medallions 
from tlie ceiling of Group D at Himiy5n (Fig. 42). is tlt~plicatetl in paint- 

Fig. 43 - Bird holding string o i  

bead.( in o m ~ d a l l i o n  frame. V o -  
raksha, U .S .S .R .  Compa1.e p .  98. 



Fig. 44 -  boar'^ head t t ~ c d n l l ~ o n .  Stlk 
fragment front A ~ t a n a ,  Chrnu\u Tur- 
ker tan.  Coniparu p 97 

ings of tlie sanie lilotif in tlie intrrals of Varakslla (Fig. 43), Pyand~liikent,  
and  Afrasial~.  Even such small details as these ir~itlerline the iiiiportance 
of tlie role of ancient Sogliclian ai-t in  the lormation of styles of painting 
a t  Biiniyiin and  tllro11ghout Central  Asia. T l i e  coml~ina t ion  of tlie purely 
Mazciean emblems of tlie ceiling decoration witli the Bucltlllist slrl~ject 
matter  in the rest of C;roup D il l l~strates tlie same syncretic fusion of 
iconograpliy antl style in tllis phase of Afghan Bucltlliist art  that we 
have already witiiessetl in the ornanlentation of tlie niclie of the 35-meter 
Rudclha. 
A sinall g roup  of wall paint i i~gs  a t  H i ~ n i y i n  appears to  ]>rovicle a nucleus 
of evidence lo]- the forrnatio~i of wliat liiav I)e tlesignatetl as a Central 
Asian style, a f i~s ion antl ~ .es l~al>ing of elements of Iranian,  Intlian, and 
G a n d h i r a n  origin into ;In intlepenclent niotlc tliat spreatl eastwartl to 
Kizil ancl u l t i ~ i ~ a t e l y  to T ' t~n- l i t~ang.  T h e  key to tliis ~>rol,leni is the Blue 

PLATE p . 9 1  Boclliisattva O F  C;roi~p E locatecl a short tlistarice to tlie west o f  tlic 55- 
irieter Buclcllia. \\re are  ~ i o t  conce~,~ietl  wit11 tlie it-onogi-apliical aspects ol 

this painting, wlietlier i t  is a figl~i-ation of tlie Hotll~isattva hlaitreya or 
the Hircltlha in his tra~lscc~idc.nt  aspect, I ~ u t  solely witli the stylistic 
implications of this healrfitul f~.agiiicrit. Ari a~ialysis of tlle \ ~ a r i o r ~ s  niotles 
conlbinecl in tliis painting will Iielp 11s t o  1111tle1-starit1 Iiow tl i is  c.oiiil)ina- 
tion of manners llas rest~ltecl i l l  tlie CI-eation o f  a riew ant1 original style 
of Bucltlhibt ai-t relatetl to antl yet separate (I-om the Inclian and  Sasanian 
cycles a t  Biiniiyi~i. First o l  all,  i t  is al>l>arcnt that  the  I~ieratic h.orltality 



and the massive }~roportions of the figure are reminiscent 01 the 
effigies of  enthro~iecl Sasaniari kings in Iranian rock-cut ~culpttrre and 
~ l l e  Sasanian wall paintings in tlie niclle of the 35-meter Hu<ltllla at 
H;lmiyan, as well as the ririnecl mural at  Duklitar-i-Nosllirwarl (Fig. 40). 
At tile sarne time the l'lutteri~ig scarves, terminating i l l  \\t.;lllowtail con- 
ventions, seem like a n  inheritance from the strangely "neo-Attic" 
~~~~~~~~y ot' the <;antlliira Hotlll isat~vas (111. 3). ,111 111clia1i clerncrit 
appears in the abstract sliading technitjue, really rio Illore t l ia~i a tllicken- 
ing of the contours that can he secn particularly well in the clefinition o f  
the folds of the neck. It  will be noted that the ultramarine 1)ackground of  
the composition is fillet1 with patternizetl lotus bucls. Tliis curious con- 
vention negating space almost as though to suggest an unreal ambient for 
a celestial being, was used in one of the great fiftli-century frescoes of 
Ajanti, the "Theophany" of AvalokiteSvara in Cave 1 (111. 23), but here 
at  BrImiyin space ant1 figure alike have been retluced to what we may 
describe as a diagrammatic flatness. And indeed the general impression 
that this wall painting creates is one of heralttic patternization, a sugges- 
tion in religious art  ol' the formal al~stract splerirlor of Sasanian textiles. 
This impression is enhanced 11y the marveloi~sly decorative formalization 
of the hair ribl>ons o r  kusti into shapes reseml)ling French horns (comes 
dr chosse), immetliately suggesting these elelllcnts in the cycle at Varaksha 
(Page 70). Myhat we see here presents a ci~rious parallel to that marriage 
of Iranian and classical fornls that l>~-odtrcetl the super~ially I>eairtiful 
icons of Hyzantium ant1 the Thi rd  Rome. hiuch of the formalization 
descril)ed here is, of course, already present in what we may call the prolo 
Central Asian style of tlle cllateaux of Balalik ant1 Varakslia (111. 15 a ~ ~ t l  
Page YO), and this brings rrs to another element that has been assimilated 
into the creation of this Central Asian style: the drawing in thin wire- 
like lines clearly visible in the mask of the deity. It would almost seem 
that this type of tlraftsmanship is a perfect illustration for those 
decriptions of the manner of painters from "the M'estern Countries," 
in the histories of Chinese painting of the T 'ang  period. T h e  members 
of tlie Mrei-chill clan who, according to the T 'ang  records, stemmed 
from either Tokllara or Kliotan, were renowned for their drawing 
in line like "bent and coiletl iron wires." This  is a mode of delinea- 
tion that also occurred at Balalik Tepe  and Varaksha. One final feature 
tliat we slioultl note is the Blue Boddllisattva is canopied beneath a kind 
of truncated pyramid that is, as already noted, a fa~niliar architectural 
enframement both in Gandhi ra  and in the great royal portrait at 
Dukhtar-i-Noshirwan (Fig. 40). 



k r g .  45 - T h e  Bodhi~utt t jo  Mni- 
t ~ e y a .  Wall paint ing ,  Group K, 
I~ t r rn i j~an .  Afghnni r tan .  .Sue be lo~c , .  

?'he Hocl l i i \a t~\ ;~ 01 ( . ~ o \ ~ p  E l r  closely rela~etl  I I I  style to the tlecorations 
of the almost inacces5il)le clecorations of Group K at H51niyin (Fig. 45), 
explored during tlie last years of Hackin's activity in Afglianistan. Tlie 
principal wall painting, wliicli we know only in copies, represcrlts a 
crownecl Botllii4a~tva in the center ot what might Ije clescril~ed as a man- 
dala, or cosmic diagram. ?'he hieratic t o i - m a l i ~ a t i o ~ ~  ancl tlie pretlomi- 
nance of the I)c;i~~tilul Ii~l,i\ I)lue clowly al~pi-oxinlitte tlie 4tyle o l  the Blue 
Bodhisattva. T h e  plaited curls, talling to ~lioultler length, are also 
present. In tlie entlironetl archa~igel in C;i.o~cp K w e  can recognire ;I 

further Sasanian elenlent in tile use ot  pearl I)orclcr\ separating tlic 
tangent circles of the rilagic cliagram. 
In  the huge trefoil riiclie a t  the western entl of tlie clifl at  H51iii!in 
stands a colossal Ht~ddlia, 53 meters in Iieigl~t. Tlie im;ige, togetlier with 
the mural decoration of the niche, blab ~>rolxil)ly oiie ot tlie lart artistic 
unclertakings at H i i n i ) ; ~ ~ ~ .  T l i i r  \tattle ir\cll. Iiuni rlie ]mint 01 riew 01 
style, is a gigantic enlargement of the typical 111dian Htltlclha ligt~res 
carved at ILIatliurr? in the Gupta period, ca. A.D. 320-600 (Fig. 41;). Like 
the 35-meter Hudrllia, tlie image i4 inotlele(l in clay on  a rougli-liew 
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m e  am, awed with a dipz of ntucm, Aa f c o d  in the! dm&@tm af 
~ u r  phw, &  ma uf rhe stri@ik drapery Wih chat rrwlar tk body 
like a ner war wps;p%etgr mc33W amis attad:W to bowelr driren inso 
&e pro&. This kmdizath d arigin~Uy c4asshi1 pmt c t d y  re- 
sennbtes the fomuh emlm4 late Gandhht shtslea- (Ill. 4 in .the 
Buddh images a# MaZl~wii a£ the fifth century (Fig. %). The Umiyiin 
rmgatmc has a close p a t k f  in gigpntdc N-a Buddha at 
Tqx ia TaxkbiWan f.F* 47). by its dimmaw, h f g s w n -  
B. 41. Iti@vidi 110 the stma& ceatarfl, burlaab.3~ a &tiw tJarc: 
fig& a d  men31 c.cmturies fm the wbk cy1mpk Of tk Skuem- &$&a 
is aaxpblc  
The gigantic i w  d clte Biidy3w is an *t d t h  .m thE 
~ r n r m ~ m d & e B ~ a t s W d e h c ~ ~ & - ~ t  
of the r e p m m t a b  at VP-W that, in .errsr~lhgw d e ,  m ra- 
presented in the are wiapks d 431in.a m.8 tke great w lbskna .of 
Tikbyi at Mara. The &-Q add be d d M ,  IS fBCt, as the 

of a mandda, or wsmk ckiiigmm, completed by tie wall piatiqp 
eha wiginally m d  ghe iaterior nf the o k k .  index& it highly 
pl;gusiLpp:le ;EO m q p i z e  in axis -p#hd ' %cheme&ebe- 
gianiqp d esoteric, or T.mric, B u c t c i M x w  k t  hpca ia 
rmmih~tiltiuns in Tifret, Nepal, and mystical sects of did 
Pn this very ccmmmb, it k well to pause to explain d m  Tmtrie Bsud- 



dhism, or Vajrayiina, is a ritualistic cult, a faitli del~oi t lent  011 liiagic ant] 
mystery and tlie recitation of aitspicioi~s spells, wllicli gl.e\jr out of bIa- 
Iiiiyina Butlclliism in tlie seventli atit1 eightli cc~itilries ;IS a t.llallellge to 

the dynamic universal powers o f  tlie Hintlu gods. AL the core o f  'I'antric 
worship were the Five Dliyini Hirdcllias, tlie cosmic regents o f  the four 
directions forming a constellation aroun(1 Vairocana, their creator and 
lord of the zenith. l'liey in tirrn createtl the Five Dhyiini Botlliisatt\las as 
their emanations to miriister to mankintl. X I~orrouring from H i ~ i t l ~ i ~ ~ ~  
was the assignment oE the Taras,  ils Saktis, 01. consorts, to tlie clivi~iities of 

the Vajrayiina pantheon, surely a manifestation o f  the enipliasis on sexual 
synibolisni an(l practice in tlie 'I'antric rite. Part of the paraphernalia of 
Tantr ic  Buddliism are tlie ~iiandalas, tliagranis of the spiritual arltl 
material worltls populatetl hy tlie countless creations of Vairocana, so 
that tlie inore coniplicatetl nianrlalas woirltl include not only tlie Five 
Dhyini Budtlhas I ~ u t  tlie riirmberless manifestations of tliese absolutes in 
all the worlcls. This  elal>oration of hlaliiiyina rec1iriretl a new icono- 
graphy to illirsti-ate its abstruse concepts, necessitating not only tlie re- 
presentation of a host of deities b ~ r t  also a vastly e~ilargetl repertory ol' 
tlie niudriis, or  hantl gestures, now sliapetl to set forth the new magic 
powers anrl spells o l  tlle esoteric ritual. It is certainly 11ossil1le to see tlie 
germ of this complex cosmic Butltlllism in the entlless tlefile of painted 
H~~tltllias antl Boclliisat~vas t lecorat i~~g tlic iiic.llc oi (lie 53-~iieiel. Bucltllla 
at  H;?miyiin as well as in the niantlalas i l l  tlie wall pai~itings ot nearby 
Kakrak. 
This  scheme of tleco~.ation aroi~nt l  t l ~ e  53-~iietei- Hutlcllia coltiprisetl rep- 
rese~itations o f  a c o i r ~ ~ ~ l e s s  Iiost ol' Htrtltlliirs o n  tlie side w;1115 ant1 a great 
number of Botlhisattvas ~>aintetl on  tlle Iiaunclies arid soffit of the vault. 
llntler tlie cirsl) oE tlie roirghly trefoil \.airlt is a series of I'lyi~ig tlivinities 
in nledallions. As has been notetl al,o\-e, the r~iches carvetl for tlie colossi 
a t  Bimiyiin are an atlaptation o f  the iwan of Partliian antl Sasanian 
palace architecture for Bucldliist usage. Like tlie large Iranian entrance 
halls, they Iiave tlie effect of welcoming tlie visitor into the realm of  the 
divine being. 1 t is in tlle flying C;a~iclliarvas, portrayecl as tliough scat- 
tering flowers antl jewels as oflerings to the Kutldha, that we discern a 
special connection wit11 Intlian painting ot tlie (;11pta ~ ~ e ~ . i o t l  (111. 5). The  
figures in their physical type, tlieir se~isuous grace and sirpple m~\~en ien t ,  
;il>l>eilr like ~ ~ i ~ o v i ~ i c i i ~ l  \ , e ~ . s i o ~ ~ s  01 t11e g r e ; ~ ~  I V ; I I I  l)iiit~ti~igs. ~iot:iI)l\' 
two tlieoplianies of Botll~isat~vas, in Cave 1 at  Aiii~itil (111. 23). T h e  re- 
senil~lance extends to the type of jewelry antl tlie stril~etl tlliotis worn by 
the Biimiyin deities. 



T h e  I)aintetl B~~tl t l l ia  i~liages on tlie side walls o l  tile niche ol t l ~ e  giat~t  
Buddlla statue it1 their ~nassive ~>ro]>ortion\ and rountletl volunie again 
are ohvio~rsly I~asccl 011 ( ; L I ~ L ~  IIrototyl~es i l l  pai 11 t i r~g  ant1 \c i~lpt  ure. 'T'lic! 
are in this respect tlic cli~.cct allcestors of portrayals ot Bud(ll~a\ i t1  -1"ang 
  ill in;^ a t~ t l  i t 1  1l1c 1;1111ot1\ 0.t.1~' 01 ~ ~ i 1 1 1  1);1i1itit1p,\ wl~itl l  Io1111ct.l\ ( I C X  
ol.aretl rlic i t i ter io~ ot rile KotitlO ol Horyuji a t  S;II.;I. 
This same Indian style continues in the cycle of Hotll~isattvas painted on 
the sumn~i t  of [lie \lai~ll on a level wit11 tile liead ot tllc gl-eal startle artd 
extending over the entire roof o f  the niche. rI'l~ese Sigtri-e\ ol tllc Hutl- 
dhist arcliangels have the massive proportion\ of tlleir I11tliati I,rotol\.per 
with enormoilsly witle slloultlers on a trunk tapering to a leonine waist. 
Tlic Ilarltls ol  tliesc tlivitiities s l i a p i ~ ~ g  111e illlrclr;i\, 01. 111\rtic.  gc,t111.~5, 111o\,c 
with the same pliant, flo\~verlike grace of tile #)-eat 1ntlia11 ic:ona. For all 
their gigantic proportions, tllese Bodliisattva images, lolling on enor~nous 
cusllions or baroque thrones, give an  impression of worlrl-wear) elegance 
and refinement that anticipates the hlanneristic style of Indian Gupta art 
seen in the last Afghan phase of Buddhist painting ant1 sculpture at Fon- 
dukistan. 
One final detail of the great collection ot wall paintings surrot~ntlitig tile 
53-meter colossus is worthy of special notice: this is the figure ol a kneel- 
ing donor I>alancing a tray of offerings on his Ileatl, an i9olated I'ragnienr 
located just I~elow the springing of the vault at the outer edge o l  tlie 

Fig. 48 - Donor .  f igure.  la'all pain- 
t ing  in t h f  nicl lc  of t h e  53-meter-high 
B u d d h a .  Bnrtriynn. A f g h a n i c l a n .  C o t n -  
p(1re p.  104. 
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eastern wall of the niche (Fig. 48). T h e  facial type, seen in pi.olilc, i h  

distinctly Iranian. T h e  costu~iie is tlie same type of mantle I~eltecl at the 
waist and with wide, peaked lapels that we have already seen in the tlress 
of tlie Sun Cod al>ove tlie 35-~neter Bucltll~a (Fig. 36). IZ'e sliall once more 
encounter this costlrme, apl>a~.cntly cllaracteristic of tlie Heplithalite ant1 
Turki  peoples wlio succeetletl tlie Kirshans, among tlie clecoratio~is ol 
Fondukistari, and, with olily slight modifications, in the robes of tlie 
princely tlonors portrayetl in the cave teni}>les of Kizil, halfway across 
the nortliern tracle route to China (Page 162). 
Summing u p  the evidence for tlie dating of tlie sculpture ancl painting of 
Bimiyin,  we Iiave seen that the 35-nietei- Hutldlla statue, from its re- 
semblance to early C;anclhira images, might be tlatetl no later than the 
thircl century, but, as also notecl above. a later revival of tliis nianner is 
])el'liil}>s il lllt)l.f? p~;rllsit)~e i ~ t t l ' i I ) l l t i ~ ) ~ ~ .  ,At t . 1 1 ~  S ; I I ~ ~ C  t i~iie,  1 1 ) ~  ])ililltetl tlec- 
~ I - ~ ~ L ~ O T I S  ol tllc ~ i i c l ~ e  ol' t l ~ e  \~na l l e i  c.oloh\i~s i r ~ i t l  ;rtlioi~i i ~ l g  c;rves are 
closely related in style. ancl in tlte types of crowns wor11 11). the personages, 
L o  Sasanian art ol' the periotl ol' Kl~irsrau 11 (A.D. 5!)0-(i?H) that a date i l l  

the late sixth or earl y seventh cen tirry appears inll>erative for tlle picto- 
rial remains of tllis coni1)lex. As we Iiave alho noletl. tlie folcls of the 
drapery of  the 53-111ete1- Ri~tltllia are ~iiotlelecl on tlie rolxs of the C;upta 
K~~tltlhii ililages of hl;it-l~i~rii of the mid-fiftll cc .~~tur ) ,  !\.I).. ant1 tlie style 
o f  at least some of tlie wall painti~igs in tliis sector ot clil'l' is tlerivetl from 
the classical G i ~ p t a  man~lcr ,  as seen i l l  tile wall pai~itings ol Cave 1 at 
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Ajanta. At the sanie time, tlie manneretl st?le ant1 the Tantric character 
of the Bodhisattva images decorating tlie niche is so suggestive of the 
post-Gupta, or  Pala, mode as to suggest a soniewl~at later tlating for the 
whole complex. Finally, tlie reseml~lance of the tlonor figure tliscussetl 
aljove to the Sasariian types of tile murals sur ro l~ndi~lg  the 35-meter Bud- 
dha that it is possible to suppose that the paintings on the vault ot the 
53-meter colossus may have been executed at more or less the same time, 
that is, in the late sixth or  early seventh century. 
Although, as has heen explained in the introtluction, Central Asian ar- 
chitecture cannot be treated in detailed fasllion, a brief mention of cer- 
tain architectural features at Biimiyin is useful to reinforce our  conclu- 
sions on  the different styles of painting and sculpture; for example, in a 
number of the grottoes adjoining the niche of tlie %-meter Buddlla are 
typical Sasanian squincl~es syml~olically supporting the cirlmla liollowecl 
out at  the summit of the uanctilaries. These feati~res are, ol' course, corn- 
pletely consiste~it with the l ral i ia~i  style of the surviving wall paintings of 
this complex. 
Behind the giant feet of the 53-metel- Buddlia is all ambulatory. from 
which radiate a numI>er o f  chapels \~, i th  s i~i~ulatet l  structural tlon~es 
carved into the core of  the rock. T h e  decoration of one of these citpolas 
in Cave XI consists o f  a kaleitlosco~~ic combination of triangles, hex- 
agons, ant1 ttiamonds (Fig. 4!9. Tlie hexagons in this elaborate colfering 
originally contained sti~cco reliefs of seatetl Butldhas, and small heads 



wcaring peaked caps are still visil~le in the tlianioncl-sliapetl sections. TIle 
effect of t l ~ e  whole, even tc.) the vein patterti at the I~ase of  tlie tlollle, 
closely reseml~les the ceiling decoratioli o f  the 'T'emplc ol' HacchLis at 
Baall~ck (Fig. 50). Hcre, as in tlie illusionistically ~)a i~ i te t l  cubes or l,aral- 
lelepipctls of the niche of  the great Buddha (Page log), is a striking i l -  
lustration of tlie longevity o f  sucli classical rnotifs in tliis latest conlplex 

at Bimiyiili. 
T h e  precise cllronology o f  the art of tlie Bimiyin Valley is a ~ ~ r o l ~ l e ~  

difficult to resolve witli any degree of  accuracy. have ol)servetl that 
certain iconograpllic and stylistic elements in tlie "Sasanian" cycles o l  

painting and sculpt~ire s i~rrou~lt l ing tlie 35-meter Buddlla point to a [late 
in tlie sixth ant1 seventli century. Kouglily tlie same period lias I~een sug- 
gested lor the more Inclian style of the 53-meter colossus antl tlie wall 
paintings of the giant niclie. It is olwious, of course, tliat all of these 
schemes of clecoratioli were completed I~efore the visit of Hsiian-tsang in 
622. It is impossible to suggest that one style, Iranian or Intlian, was ear- 
lier in date. As appears to Ile tlie case in so inany sites througllout Central 
Asia, all may be roughly conteml,orai-y protluctions of different ateliers 
of workmen trained in a Persian or Inclian tratlition. 

PLATE P. 111 Related to tlie tlecorations of the niche of tlie 53- mete^. Butltllia arid to 

the Hotlhisattva of C;roup E are the wall paintings that ornainentetl 
the cave chapels at  Kakrak a few kilometers to the so~itlieast of the 
Birniyan Valley. These i-nurals, now removed to tlie Kabul hluseuni, 
could be c1escril)ed as proto-niantlalas since, as a to~.ecast o l  the religious 
diagrams of Esoteric Buddhism, the predominant theme of these cupola 
p;iititings consists ol' a circle witli a c:c.~it~.al Bucldlia s~i~.i.o~iticletl I)): s~naller 
Ktitltllias i l l  colitiguolls rainl)o\v-l~iietl I )ot ly  Il;~los or a111.eolcs (Fig.. -51). 
Details of these tliagrammatic c:onipositiolis repeat tlie Central Asian 
manner of tlie Blue Bodhisattva of  Group E at Bimiyin. One section 

PLATE P. I 12 Irom the di-cor of a dome at Kakrak, the so-called H u ~ i t e r  King, portrays 

at1 entliroiietl princely personage offering his how antl arrow!, ant1 
hound to the Butltlha. presumably in a sy~i~l)olical gesture ol' tlie re- 
nunciation ol taking life in the cliase. Although tlie painting lacks the 
refinement of t l ~ c  Blue Hotlllisattva, inally tleti~ils such as tlie formalized 
hair ril)l,olis antl wiry tlrawing recall the style of the figure of  the 
B5miyin cliff. T h e  Hunter King wears a tiara with three crescents. This 
clevice resenil~les tlie crowns of some of tlle Heplit l~alite rulers of Hilluyan 
as seen in their coin portraits. Since tllese coins Iiave heen placed in the 
sixth ant1 sevelith century, they may with reservations Ile acceptetl as 
e\,itlence lor tlle clating of the Kakrak wall paintings. 



T h e  last significant mon~rnier~t  ol 1,re-lslarnic. art in Afgl~anisran is the 
monastery of  Forid~rkisran, tlra~l~arically placctl or1 a conical eniinellcc 

in the (;Iiorhantl Valley, a rerliotc arlcl isolalecl setring rliar prol>al)ly 
saved this religiolrs estal>lishnie~it fro111 t l ~ e  Iirbt waves of Aral-, invaders 

in the eight11 century. 7'11e excavation ot Foritlirkista~r in the years just 
hefore tlie Secontl World \l'ar uncoveretl a viliara, wit11 a conve~itional 
plan that inclucletl a series of chapels lor inrages arol~ncl an  open 
courtyartl. These sanctuaries hat1 I~ectr wallet1 u p  as a  recallti ti on against 
impending danger and to this we owe the extraordinary preservation o f  
both paintings ancl scores of fragile statues. Each intliviciual cell was a 
combinatio~l of painting ant1 sculpture wit11 tlie painred background as 
a continuation and setting 1.01. tlie groups of statues in a sort of Buddhist 
tableau vivant or illusioriistic peep show of the celestial regions. This  is a 
lecllr~iq L I C  u~rticipalccl ; IL  U i ~ l i i )  a ~ ~ c l  ar Hildcla aricl l 'cpc hlarandjan 
at Kabul, wliicl~ was clchtined to apl.eacl eastwartl over all Serindia to 
China. T h e  theme ol' each group of statues. iricluding Buddha and 
Bodhisattva images, was pl-es~~nial,ly intetidecl as a portra!-al of the para- 
dise of one of tlie divine B~~dcllias of the Xlaliiiyitla palitheon. 
At Fondukistan the niediuni tor sculpture was sun-baked clay, niixed 
with straw or  a~ l i~ r i a l  Iiair as a I)incling metliuni ant1 I ~ ~ r i l t  up  around a 
wooden skeleton or al-niatt~re. T'llis method approximates tlie tech~lique 
anticipated centi11.ies earlier at Klialclia!a~i, where, i l l  a sliglirly clifferent 
procedure, an osier shell \uppol-tccl the clay. Act~rally, the Fondukistan 
statues were niacle i l l  tlie saliie way ah the large nlrccl I>ricks used for the 
construction of tlie fortified maliors we see in the (;horband today. Here. 
as well as in the al-cllirecture of Inany l 'ransosian sites, like Varakslia and 
Adzliina 'Tepe, big cul,es of earth mixed with straw are pressed into 
sliape arid built into tlie ran~par t s  to clr! ill  tlie sun. ?'he fabric and the 
effect oE tlie Fo~~clukistaii sculpttire is totally different from the stucco 
ant1 stone sculptir~.e of C;andhara and tlie Kahul Valley. It is a technique 
that was employed tl~rougllout ( : c ~ ~ t ~ - a l  Asia - perhaps e \en  before its 

sopliisticated de\.clopmc.nt at Fonclukistan. 
T h e  date of tlie material founcl at Fotici~rkistan, basetl on scant): finds of 
coins of Klius~.au 11 (.\ .I).  j!)O-(iL'H) and a Hepl~tlialite prince of the same 
period, is certainly 110 e;irlier than the se~,entli cent~rl-), a chronology 
borne out by thc stvle of  tlie ~.enlarkal,le painting ant1 sculpture. In 110th 
of  tliese inetlia at Fonclukistan the sanie justal,osition of Ira!iian, Gand- 
hiran. and Indian f o r ~ n s  and clesignb ahead! noted at Bimiyin orna- 
mented the facacles of the little chapels. 
Among these fragments of  lllurals are portrayals of Taras. the consorts of  



the Botlliisattva Avalokiteivara, one liglit, one elark in complexion, set off 

against I)ackgro~~nds fillet1 wit11 conventioliali~ctl floral tlesigns.lo ?'Ile 
swelling fullness o f  tlie forms antl the use ol an  abstract sIiatling tecll- 
n i q i ~ e  as in tlie paintings in tlie niche of the 53-nieter Suclcllia at Bimiyin  
are completely lliciiari in cliaracter. ?'lie same is true of a painting fronl 

PLATE p. I I : ~  the facatle of Niche E, preservecl in tlie Kal~ul  hl~useum, wit11 a repre- 
sentation of a Bodliisattva. possi1)ly h1aitre)ra. 
Like the Bodliisattvas o f  Bimiyin,  this figure immecliately shows its re- 
lationhliip to the great style o f  lntliali wall painting in its l>roportions 
antl t l ~ e  S - c ~ ~ r v e  ot tlic to1.50. X (.loser i1ispec.tioli ~ . c \ . ' e i ~ l ~  at ollce tliat tlli5 

is at the same tirile a style apart from the classic Cupti1 manner. Tile 
pose Iias an exaggeratetl ]>rovocative ctlr\-ature eclioetl in the affected ex- 
quisiteness of tlie Iialitls antl a s~rggestion of il straltge winsome qilality in 
the t i l t  of tile Iiead and tlie tlrawilig of  the ~>ursetl, sniiling n i o ~ ~ t l i .  \Vhat 
we have is a culminatior~ of tlie kind o f  AIannerisnl alreacly suggested in 
the Bimiyin Bodliisattvas (Page 1 lo), ant1 only a step removed froni tlie 
Iialf-erotic, Iialf-mystical corlceptio~l of religious I~eings in tlie art of Tihet 

ancl Nepal. 
T h e  very first images to Ile I)l.o~~gllt to liglit at  this site in 1936 were a 
series of tragmentary fetnale I'igureb, originally parts of coniplicated relie£ 
compositions, iniages tliat at  orlce revealeel tlieir Indian character by the 
soft ant1 sensuous opulence of their anatoniiral form ant1 tlie elegant 
rhythm of their swaying posture.,. Tliis sanie precloniiliantly Indian 
character informs all of tlie sc~rlptul-a1 remains from this liionastic 
fountlation. 

PLATE P.  114 Partici~larly 1,eautiful is tlie seatecl figure of a Hotlliisattva in tlie Kabul 

Museum seated in a position ot volupt~ro~rs  ease. ?'lie soft modeling of 
the torso, suggesting tlie warnitli aritl breiitlii~ig f~~ l lnes s  of the bodily 
form, is entirely Indian. l 'lic litlie curvature of the I)ocly ancl its soft un- 
tlulation are set o f f  as in Indian bc11lpti11.e 1)): tlie precise, even Iiard de- 
finition ol the jeweled orniltlients. Indian, too, are tlie exquisite flower- 
like gesti~res of tlie Iiantlh ;111tl tlie ratliant, .,enstlolls face, like a mask 
veiled in clreanis. T h e  cxpl-esbion at once ot ratliiilit serenity ant1 bell- 
co~ltainetl hpiritual cal~ii  is tlie l.esult ot essentially tlic same allstract 
conception of tlie godly mask tliat prevailetl in the gl-eat icons of C;llpta 
I ntlia. 

Tlie soft sellstlous elegance of tlie ~ ) a i ~ i t i n g  ant1 scull,t~rl-e iit ~ot~cl~lkictan 
has a pari~llel i l l  tlie latest cycle 01 wall painting iit U5miyiin. 'l'lic giant 
Boilhisattvas recliliing on tlieir ~iiassive tlil.ones o n  tlie vault of  the colos- 
sal 13utldlia are counterparts o f  tliis sanie Rlanlierist phase of  art that 



Buddha images. Wall paintings on the east wall of the niche of the 175-ft. Buddha, BlmiyIn. Afgha- 
nistan. 5th-7th century A.D. 

The illustration shows two of the countless representations of Buddhas that once lined the walls d 
the niche of the colossal statue. Like the Bodhisattvas painted in the zone above them, the Buddhas 
and the figure t~ the right have their hands pored in variations of the dftarmacakru mdr5.  
Buddha is enclosed in on elliptical aureole. At the left one can make t ~ t  part of a representation 
d hdaiweya holding hk etPibute of the begging bowl Irr the left hand. The g l t h h  &apes bet- 
the vaicru of the Buddhas are cenmtidiaed 1- blasmzns, The white b o n k s  sarr~und'kg the 
paintings art m t  plaster sepeits. &bow the row of Buddha h g g w s  k r &OW tmpe-1 '4  d- 
ration mprclenting curtainm, d, b&m, a a n e  of pdklepipeds, such as h q m t l y  wpeht in 
Roman rnoeaier and W painting& (Fig. 80),  



Bodhisattva. Wall painting in arch of the niche of the 53-meter-high Buddha (east wall), Bamiyan, 
Afghanistan; 5th-7th century. 
Our picture shows one of the numerous Bodhisattva figures that originally decorated the entire arch 
of the niche above the head of the colossal statue. The divinity, seated with legs folded, is clothed in 
a dhoti and wrapped in scarves; the hands form the gesture of teaching. All these depictions of the 
Buddhist "archangel," like the Buddha pictures on the side walls, are to be understood as the countless 
emanations of the cosmic Buddha. Praying figures, painted as half-figures, appear next to the horse- 
shoe-shaped aureole of the Bodhisattva. The damage done to the paintings by iconclasts has be= 
repaired with plaster (with spots in our picture). The surviving wall paintings in the large niche are 
so heavily coated with dust that the viewer can now scaicely obtain an impression of the former bril- 
liance of 'the colors. However, one is @truck by the f w t  that indigo blue - and Indian color -Was 
used in all the pictures around the 5%-metw-high Buddha, while the use of lapis lazuli blue pre 
dominated in the picture cycles around the 35metewhigh Buddha. Compare p. 106. 









Seated Bodhisattva. P.rirItt>d clay. 
Fr-on1 Nichc* D. For~dukistan. 
G h o r b i ~ n d  Vallry.  .lf:hn~list;ln. 
H.  (,a. 7 2  c.111. 7tt1-Hrli c.t=ntury 
\ . I > .  k o l ) ~ : /  A ~ ~ I \ C ~ I ! I ,  
T h t *  Boc1hisattv;r. like tlrr plinted 
\.rr-sion of the s,irllr hul)je~.t. is 
scatrd i l l  ; I  r-claxccl c . i .oss - l r~~ed  
post5. T h c  ~ . i c h t  Ir;~nd i.; 11osc.d in 
t h r  :estc~rc c ~ f  tr.~c.hilrq, whilc tht. 
Irft hand  holds M;~itr i .y .~ 's  .tttn- 
I - ~ r ~ t r  of t h r  water  1)ottlr. The ma- 
tc.ri.il, .is i l ~  .]I1 thc sc,ulpr~il,r of 
F o n d ~ ~ k i s t a r ~ .  is the loc..rl reddish 
< I < I v  l l l @ l < l ~ ~ ~ l  0 1 1  , I  \vclO<lc~ll  ~Il~ln'i- 
trlrt5 Thti di\.illit) \vr.lrs ,111 III- 
dial] dhot i  drc~or.~tecl with t ir- 
,,iil'tr ~ ) ~ ~ t t ~ > r ~ r s  i i i  l ~ o t v d ( , ~  hluc, . I I I ~  

w h i t r .  T h c  flcsh t.ulor. . ts  in all 
thr. irn,iac.s f r o n ~  this q~tc,. is 
t ; ~ w n y  r-c.d. 'irrtl the 11,11r i h  paint- 
t . r l  .I dc.rp 1>lu1, 



appears like an exaggeratio~i ot tendencic\ inllcrollt i r r  t l ~ e  lila\tel pieces 
of the Gupta period, approximating tlie tla~nl)o)rirlt altct.niath ol tIii\  

golden age witli art o l  tlie Piila periocl (Fig. 52). 
J4Ihen we examine any orie ot the Uodhi\attva ligulc\ trom Fondukistan. 
it is as though sometliing of tlie qualit). ot classic.al grace oc.casional1) 
present in C;atitthira scull>ture liatl coml>iried \\'it11 tlle 111ot-e solidly irr. 
tegrated plastic tratlition ol Irtdiati art to ~>t.ocluct. a ~~eculial-1) rrrovitig - 
formula ot refirierl religious expressio~i - in a way, ahno\t 11)lwrretined - 
in the manner of late C;otliic art. 171iis i b  a forni~tla tliat tlrc artist nrust 
have found peculiarly effective Foi expreasilrg tile new demand for 
images that, following the 1latirl.e of hlaliiyii~la literature, slloultl be 
both senslrous and otherworldly. T o  these ends tlie C;upta canon o f  
measurement appears exaggerated towartl a towering elorigation. 'T'lie 
gestures assume an even nioi-e Ivric poetr! of mo\,enient and the faces, 
like the niasks of Taritric imagea in Tibet.  Iiave a \trangc expression of 
inscrutable inner absorption and clreaniy sensirality. These images have 
an air of indivi(lua1ity witliin a spiritual state, illst a \  in tlie devotional 
sects oE Btrtldhism and Hinduism the indi\ridual sot11 retains its iclentirv 
ever1 in the bliss of union with tlle Di\rine. 
It should not be overlooked that the elongatetl canon of proportions 0 1  
the Fondukistan Bodhisattvas has already been noted in the tall woodc ,~~ 
images of Pyar~tizhikent (111. 12). Again, iniportant as ; r l r  i~~t l icat ion 0 1  

tlie date and the diff~rsion of this st\le, are the i'ragl~ienta~.) Botlliisatt\ ; I  ; 
images clisco\~ered at Adrliina ~ e ~ j r ,  a site tliat we liavc already nott.1 
can be dated with certainty i l l  tlie eight11 ceritul.! (111. 13). These torso. 
of divinities h.0111 Adzhina have the same svelte proportions anct tlie S O I I  

treatnient tllat we associate especiall> with Indian sculpture of t l r c .  

Guptx period. T h e  lieads o t Buddha froni Atlzlii~la (Fig. 32) have .I 

similar resemblance t o  tlieir counterparts i l l  the C;llorbarid Valle!. (Fix. 
53). M'hether Fondukistati marks the center of t l i is  pliase of Buddlii~r 
art or whether tlie style was tlevelopeci in tlie t.elig-ious estal~lishmerll\ 
liortli of the Am11 Darva is not o f  vital i~nporta~ice:  \+-hat is significant I \  

that we can now Ile certain that this hlannerist style \\.as flourislling in . I  . 

region extending fronr tlie Hindu Kush region nort11wa1-d into Bactria i l l  

the seventh ant1 eightli centtrries: antl. as Iias alreircly I>eell \uggebterl, some. 
iispects of tliis mode were already forecast in the provincial Inclian wall 
paintings of Biniiyari. 

Fig. 52 - B o d h i s n t t ~ ~ o  P n d r n o p n n i .  hfrl~tsrtrt~ of F i n e  . 4 1 t \ .  
Boston. See oboclr. 



F i g .  53 - Donor 
figure, f r o m  Fon-  
d u k i s t a r ~ ,  Afghn- 
nir ton.  K a b u l  
M u s e u m .  See be-  

loll'. 

Still another facet of tllc irltern;~tiollal art of E'ondi~kista~i is the ap- 
pearance of elements of eastern Iranian or Soghtlian stylistic aritl icono- 
graphic features. Among the sculptures originally placed in Niche E was 
a pair of donors reclining with one elbow resting on a pile of cushions 
(Fig. 53), a pose often encounteretl in the portrayal of royal couples on 
Sasanian silver plates. T h e  costume of the male figure in this group 
copies the dress of the donor in the rliclie of the 53-meter Hudtlha a t  

Bimiyin (Fig. 48). His costume is decorated with roundels which, i t  is 

reported, originally enclosed stylized human Ileads as in the painting of 
Sasanian silk designs at Ralalik Tepe. T h e  graceful, trenlrllously ex- 
tended hand and the attenuated callon of form, of course, are features 
also typical of the religious images of Fondukistan. 

F i g .  54  - S ~ r n  god ond !?loon 

g o d .  W o l l  point ing,  niche K ,  
Fonduki.statl ,  . . i fghani<!an. 
Compare p .  1  1 7 .  



Fig. 55 - Griff in .  Detail  of a wal l  
painting in niche K ,  Fondukis tan,  Af- 
ghanistan. See below. 

This intrusion of Transoxia~i style ant1 ico~iograpliy is also loulid in de- 
tails of painting from this remarkable site. Among these may be noted a 
representation of the gods of the sun and moon (Fig. 5-I), wlio. long ago, 
as Mithra and Mao, rnatle their appearance on the coins of the p e a t  
Kushan dynasty. T h e  mantle of the the Moon God wit11 its wide flaring 
lapels and the long sword attached to the belt suggests the coslume ol' the 
solar divinity at Bimiyin. This is the same type of dress we have just 
studied on the donor ill ~ l l e  niche of the 33-meter Budillla. \4'1iat is 
probably tlie key to the style of this wall painting is the rampant griffin 
to the left of the planetary gods (Fig. 35): this monster, in tlie flat, pat- 
ternized character of the form and the spiraling wing bisected by a 
pearly band, is very closely related to a similar leogrypli found at Varak- 
sha, in a wall painting conceivetl clitirely as all imitation of Sasaludi; 
textile design (Fig. 56).  This link with the famolrs Russian site, generally 
placed in the seve~~r  11 century, provides a further corroboration of the 
date of Fondukistan. 
Space does not permit more than a brief mention of tlic Budtllla images 
of Fondukistan. Their style is completely colisisrent with what we have 
studied in the Bodhisattva statues. It is not surprising that some of these 



Fig. 56 - 
o f  a u~all 
rakrha, l 
pore p .  1 1  

G r i f f i n .  Detail 
pa int ing .  V a -  

J .S.S.R.  C o m -  
7. 

icons have taken on a htrallgely atterluated nervous tension tllat is almost 
suggestive of the exquisite Gothic Mannerism of such a modern sculptor 
as Lehmbruck. One of the Buddha images found in Niche D in Fondu- 
kistan presents an iconographical problem of great interest (111. 24). This 
is a Buddha dressed in the fa~niliar robe and wearing over it a kind of 
chasuble set with precious stones. At first this woultl seen1 unorthodox, 
since we have been led to l~elieve that the Bucldha renounced all worlclly 
splendor at the time of his Renunciation. It  would appear that with the 
growth of Mahayina Buddhism in Inciia, Buddhist icons were decked 
with splendid robes and even metal crowns to indicate the transfornlation 
of the mortal Budclha into a supernatural being. Presently, as in this 
statue and the images of Pala Intlia, the bejeweled Buddha comes to 
represent that transcendent trarlsfigurecl "Botly of Glory," the Sambho- 
gakaya, in which the now divine ~ i k ~ a l n u n i  reveals himself in radiant 
splendor to the Bodhisattvas or archangels. Originally this statue at 
Fondukistan was seated 011 a lotus upheld by two Nagas, or serpent dei- 
ties, so that the original composition must l~ave  resenlbled the Trans- 
figuration of Buddha that we see in a late C;irpta sculpture in the 
porch of the Chaitya-hall at Kirli. 
T h e  facial mask of this ilnage has sometl~ing of the spheroidal abstrac- 
tion and radiant benignity of Gupta i~nages. It is particularly close in 
this respect and in the style of  tlle hair to the seventh-century Budtlhist 
sculpture oE Ushkur anci Akhnur in Kasllmir, \vhich, like the Fonclu- 



kistan style, combines elements of Indian and <;andharan origin. lntleed, 
many of the fragments found at these sites in Kashmir are so nearly iden- 
tical in style wit11 the Afghan examples that the art o l  the two mona- 
teries appears as part of the same peripheral Buddhist cu l~ure  that sur- 
vived beyond the frontiers of India at a time when the religion and its 
art were dying out  in the land of its origin. 
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VI. S E R I N D I A  

T H E  KINGDOM OF KHOTAN ' 

Khotan, the name of a modern town on the Khotan Darya to the north 
of the Kuen-lun range, is a term that is applied not only to this site 
and the ruins of an ancient royal city to t l ~ e  north of the modern town 
but also must include various other ancient centers on the southern Silk 
Road, such as Dandan Uilik, Niya, Endere, and the monastic complex of 
the Rawak Vihira, approximately twenty-five miles northeast of Khotan. 
Presumably all of these ruin sites were at one time within the frontiers 
of the kingdom of Yotkand, or Odan, the ancient name of Khotan. 
Until about A.D. 50, Khotan, together with practically all of the princi- 
palities of Serindia, was a vassal of tlie Hsiung-nu, sometimes identified 
as the Huns. T h e  skillful maneuvers of the Chinese general Pan Ch'ao 
in A.D. 7 3  and 74, in Kllotan and Kashgar, displaced tlle Huns and made 
possible the installation of a Chinese protector general for Kashgaria, a 
medieval term used to describe all of western Serindia. T h e  finding of 
early Knshan coins and Kllarosl~tlii records by Sir Arirel Stein indicates 
relations between Khotan and tlie Kushanshal~r as early as tlie first cen- 
tury arid helps to support the vague references to the Chinese repulsing 
an abortive expedition to Central Asia by the Emperor Kanishka. T h e  
history of Khotan is punctuated by contacts with China, beginning with 
the expedition of Pan Ch'ao. In A.D. 202 an elephant was sent to the 
Han emperor as tribute: in the fifth century a similar gift, sent by the 
Emperor of Iran, passed through Kllotan: again, in 574, a gift of horses 
was sent to the Chinese court. There are records of ambassadors sent to the 
T'ang court from 652 to 644. During all these centuries, with only brief 
lapses, Khotan was apparently a docile member of the Chinese bloc. 
Wearing a costume resembling the cereliioriial robes of the Cliinese sov- 
ereigns in Yen Li-psn's Scroll of tlie 19 Emperors.1 a Kllotariese king and 
his suite are portrayed in a T'ang wall painting at Tun-huang.2 Follow- 
ing the Tibetan conquest, the history of the region in the ninth and 
tenth centuries. wheli the Arabs were overrunning Central Asia, is a 
complete blank. 
A succession of Biiddllist pilg-rirns, beginning with Fa Hsieri in the fifth 
century and ending with Huei Ch'ao in tlie eighth, have left accounts of 



their visits. Even in Fa Hsien's (lay, the desert road to Khotan was ar- 
duous and beset with danger. "On the road there are no human dwell- 
ings. T h e  sufferings on their journey on account of the diffici~lties of the 
way and the rivers exceed Iiunlan powers of  con~pa~.ison." Two centuries 
later, Hsiian-tsang relates: "The greater part of the country is nothing but 
a sandy waste; the arable portion of  the land is very contracted. What 
land there is, is suitable for cultivation, and produces an abundance of 
fruits. T h e  manufactures are carpets. .  . and fine woven silken fabrics. 
Moreover, it produces white and green j ade . .  . T h e  climate is soft and 
agreeable, but there are tornados which bring down with them clouds of 
flying gravel." T h e  pilgrim also refers to the "Indian" character of the 
written and spoken language and the dominance of the Great Vehicle 
with a hundred sunghu~~iir~zus and five thousand followers. Hsiian-tsang 
repeats Fa Hsien's observation of a special reverence for Vairocana and 
the cult of VaiSravana as a k ind  of patron saint. 
It is evident from the finds of painting, sculpture, and minor arts that 
Khotanese art was inlluenced by India, Gandhiira, Iran, and China, and 
possibly by Chorasmia and Soghdia as well. At the same time, the in- 

Fig. 57 - Plan of the 
I lawak V i h a r a ,  K h o -  
ton, Ch inese  T u r k e -  
, t a n .  C o m p a r e  p .  123 



Fig. 58 - Plan o f  the 
Kanishka Stupa (Shah-  
ji-ki-dheri), Peshawar, 
in Northwest Pakistan. 
See below. 

fluence of Khotan on Buddhist art in China and Tibet is of greatest im- 
portance for the diffusion of this conglomerate, cosn~opolitan style for 
the formation of new national artistic idioms. Buddhism was introduced, 
probably from the Kushan Empire to the west in the early centuries of 
our era. It is evident that a great many objects from the Khotan area are 
chance finds, impossible to date or  localize accurately, but the scientific 
exploration of some of the major sites was undertaken bv Sir Aurel Stein 
in the early years of the twentieth century. Later sporadic investigation 
of the sites by tlie Otani expeditions led to the discovery of a number of 
important objects. 
T o  the northeast of Khotan and nearly buried in shifting sands from the 
fierce desert winds lie the ruins of the monastic city known as the Rawak 
Vihira. T h e  stupa itself, which must have risen to a height of over forty 
feet, was possibly one of the many relic mounds of this type derived from 
the prototypes in Gandhiira. 
The plan of the stupa in the center of the vihara is a large square base-. 
ment platform with staircases projecting at the quarters so that the 
ground plan becomes cruciform (Fig. 57). This polygonal layout is close 
to the foundation shape of the so-called Kanisllka slupa (Shahji-ki- 
dheri) at Peshawar (Fig. 58) and to the ruins of the vast Tope-e-Rustam 
stupa at Balkh (Fig. 59). This same arrangement prevailed at Parihisapur 



Fig. 59 - Plan of Top-i- 
Rustom, Balkha,  Afgha- 
nistan (p. 123) .  

ant1 other stupas in Kasll~liil., a~i t l  w c  111ily wppuse tllat a11 origin in 
Gandhira architecture for all of these relic mounds, including the Rawak 
Vihira, is highly likely. This  close dependence on building plans in the 
heart of the Kushan Empire is, as we shall see, reflected in the sculptural 
decoration of the monument in Khotan. 
T h e  stupa was surrounded by a vast quadrangle, 164 by 143 feet in dimen- 
sion. T h e  inner and outer laces of this enclosing wall were richly de- 
corated with colossal stucco images of  Buddlias and Botlhisattvas built up 
on wooden armatures and attached to the wall 11y massive dowels. In all, 
Stein uncovered ninety-one statues on the southeastern and southwestern 
walls of the compound. According to Stein, the destruction of much of 
this figural tlecoration was causecl not I,y iconoclasts but by the erosion 
causetl 11y santlstonns after aba1lrlo111iie11t oC the site: there were in- 
dications that at one time the sc~llpt~rres may have been protected by a 
wooden roof. Originally, these reliefs were painted as were the spaces of 
the wall between the figures themselves. It is evident that many of the 
Buddha images with their vol~~minous  drapery represent the same for- 
malization of a classical garment found in the stucco statues of Hadda 
and Taxila. However, some of the heads, with their protruding eyes and 
small, smiling mouths set in a rather dry, conventionalized facial mask, 





method of indicating the cllrls by lightly punched depressioaS in the cap. 
like flair, that this object might be mistaken as a product of the (;andllara 
region. Among the coin finds at Rawak were over a hundred issues of 

the Later Han dynasty, some of which continued in use at least u~ltil  the 
fourth century. O n  the bassis of  this evidence and the obvious connec- 
tions with Gandhira, it would be possil)le to place remains at the Rawak 
Vihira between the third and sever~th centuries, although the close ~011. 

nectior~s with the Gandhira stucco sculptures make a clatirlg from tire 
third to the fourth century Inore ~>lausible. 
It is certainly possible that some o l  the statues of Buddha and Buddllist 
deities at the Rawak Villira were intended as replicas of fatnous miracle- 
working images worsllipetl in India. In one fragmentary relief photo- 
graphed by Sir Aurel Stein we see the central figure enveloped in an au- 
reole containing radiating figures of small standing Buddhas (Ill. 26). 
T h e  same iconography is presented in a drawing in a banner from Tun- 
huang, representing a number of sacred images of India, perhaps a copy 
of the illustrations that, in 641, the Chinese envoy \Vang Hsiian-tsO 
had made for the account of his travels in the Western countries (111. 
2'7). Both the Rawak icon and the figure in the Tun-huang painting 
appear to derive from C;andhira reliefs representing the Great Miracle 
of Sriivasti, a prototype for the iconography of Vairocana, filling the 
cosmos with his mind-matle emanations. Vairocana enjoyed a special cult 
at Khotan, based on the Avaluttlsciku SNtrcc, as nlay be noted in paintings 
of the cosmic Buddha from this site. A special sanctity was attached to 
such copies of fanlous Indian images since they were I~elieved to embody 
and transmit something of the miraculous qualities inllerent in the ori- 
ginal. T h e  Chinese pilgrims frecjl~ently reler to such replicas of Intlian 
statues brought back to China. It is this cult of miraculous icons in India 
that accounts for the numerolls copies not only in Central Asia but in the 
Far Eabt of the famous santlalwootl image ol  Utlayina, ~lllicll according 
to legend, was rnade in the K~~cldha's lifetime. Several statues at the Rawak 
Vihara with an eccentric wavelike pattern are presuma1)ly attempts to 
reproduce this venerable itlol, which, according to some versions of the 
story, was drawn Irom the Buddha's reflection as it was cast on the rip- 
pl i~ig surface of a pool. 
One of the more rewarding sites excavatetl by Stein in the desert a few 
miles south of Kaulak was the monastery of Dantlan Uilik. T h e  finding of 
Sanskrit nlanuscripts, inclutling a P~ajt'ic~p(rmlrlilcrit of the Gupta periotl 
anti a I'cijrclcchedik(~ of the seventh or eighth century, in the ruined 
villaras provides a possible terminus for tllis site together with the dis- 



covey of Chinese coins of the K'ai Yuan (5 13-42) ant1 Cli'ien Yuan (758- 
60) eras, although i t  is liigllly prol)akde that the artistic remains antedate 
this literary and nu~nismatic evidence. T h e  ir~r~irrrlerable stucco frag- 
ments, mainly heads of Bodliisattvas and minor deities, rescued from the 
sands by Stein's expedition, bear tlie s a n ~ e  relation to their pl.ototy1-s in 
Gandhira as the sculptural remains from Kawak. 
of far greater importance are the paintings of this site. T h e  most in- 
teresting of these is known only irr photog~aplls anti copies made on the 
spot, since it proved unpossible to remove the original from the wall 
(111. 25). T h e  most arresting figure in this composition represents a water 
sprite or Nigini in a pose strangely reminiscenr of the Venus dei Medici, 
standing in a lotus tank and accompanied hy a small boy. It has been 
suggested that this detail refers to a legend recounted I>v Hsiian-tsang of 
a widowed Nigini who asked the king of Kllotari for a husband in ex- 
change for her protection of the city. Tlie Nigini and her companion, al- 
though defined in a completely linear fashion, have like certain figures at  
Himiyin a strong suggestion of an  Indian style i l l  t l ~ e  glol~elike fl~llness 
of the breasts and the sinuous de'hanchernent of the body. 
In the upper left-hand portion of this rernarkal>le wall painting appear 
the figures of a Buddhist teacher, holding a poshti, or sacred text, and a 
monastic companion. Thei r  poses, and notably the stylized elegance of 
the hands, bear a striking resemblance to the portrayals of seated nobles 
at Pyandzllikent antl. at the same time, anticipate the I'i~nious pol-traits ot 
Shingon patriarchs by the T ' ang  artist Li Cli'en and his Japanese fol- 
lowers at  TGji in Ky6to.3 Visible in the photograph is a stucco image of 
VaiSrivana dressed in scale armor. A recuml>ent demon lies under the 
feet of the deity. Insofar as one can tell, this is the same type of laminated 
mail found in representations of warriors tliroi~ghout western Central 
Asia presumably derived from the armor of the Parthian cataphracts. T h e  
cult of VaiSravana at Khotan, predominating in legends reported by both 
Fa Hsien and Hsiian-tsang, spread to medieval Japan, where his images. 
like the famous example at  Seiryojii Kyoto, are known as "Tobatsu Hisha- 
monten," the "Tibetan VaiSr;lvana".l This  divinitv. the Kuvera of Indian 
Buddhist mythology, was one of the Foul- Guardian Kings, and, as regent 
of the North. especially appropriate in his adoption ar the protector of  
Khotan. 
T h e  finds at  Dandan Uilik also includetl a n u ~ n b e r  of panel paintings 
probably presented as votive offerings to a shrine. One example in the 
British Musel~m, painted on I,otli sides, shows, on  one face, a three-headed 
and four-armed divinity, painted 1,lue ancl seated on a pair of small ad- 



dorsed bulls (Page 131). Th i s  personage with three Iieatls, two benign, 
one malevolellt, wears a tiger skin loincloth and llolcls tlie tlisks oi the 
s i ~ n  and nioon in the two uppel' I~antls, co~nl)i~iation o l  attl.iblltes t l la l ,  

together with the coucllant bulls as a throne, would lead us to identify 
him as ILlalieSvara. Similar figures appear on  the silver salvers of eastern 
Iranian origin; and  the syml)ols o f  the sun and moon are also seen in the 
representations of  planetary divinities at  Pyandzllikent. T h e  panel of 
h1aheSvara from Danclan Uilik, and  also a very similar wall painting 
of the same four-armed deity from Belavaste in the Kllotan oasis,s is 
probably a n  exemplification of the al~sorption oE Hindu gotls into the 
already Tantr ic  form of Buddhisnl that flourishetl in Khotan, possibly 
as an  illustration o f  the Lanknvola?-u Sfill-u in which tlie Buddlla appears in 
the guise o l  various members of  the Brahmanic pantheon. MaheSvara as 
a Tantr ic  emblem o f  tlie Buddha's supreme spiritual power was carved 
a t  the entrance of a fifth century cave temple (No. 8) a t  Yiin Kang in 
Shansi Province." T h e  style of the MaheSvara of Dandan Uilik is as 
closely related to the India11 tradition as the image on  the other side of 
the same panel goes Inck to Iranian antecedents. 

PLATE P. 132 This  portrayal of a I>ea~-tletl, four-arn~ecl figure dressed in a green mantle 
and  pointed black I~oots has I~een  identified 11y Sir Aurel Stein as a divini- 
zation of tlie I ra~i i ;~i i  cu1tul.e Ilcro Ki~btanl,  lot only I)ec,ause ol' his 
general Persian appearance ant1 the a t t r i l ~ i ~ t e  of the I)ull-lieadecl mace 
held i l l  the upper riglit Iia~itl, 1,111 also I>cc,a~~se, at  tlie talilous Sas;unia~i 
citadel of Ki~h-i-Kliwaja in Seistan. Stein tliscovered a similar figure 
pairecl with a many-armetl deity like tlie one portrayed on the reverse of 

tlie present panel. Stylistic.al ly the got1 bears a certain i~esemblance to 
cult iniages of h,Iazdean type at Pyanclzliikent, wliere, i t  will be I-emem- 
hered, Kustam e~ljoyetl a cult. I t  is possible, as solrle ]lave suggestetl, that 
the a t t r ihu~es  of a cup ;~n t l  a knife lleltl by the clivinity might identify him 
as a protective spirit associatecl with tlie culture of silk in Khotan. In 
addition to the ttetails ah-eacly nientionetl, tlie attenuation o f  tlie form 
and the costume present liaunting rcniiniscences ol' the Soglltlian style of 
Pyantlzliikent. Tlie significance of t l ~ e  juxtaposition of this "Persian 
13otlhisattva," or "Rustain," witli the four-arnlecl hIah6svara on the 
reverse reiTiairis a 11lystel-y. 

PLATE P. 133 Another panel paint i~lg from tlle hling-o'i site o l  Karasllali~ dloultl I)e 

considered in connection wit11 tllese pallel pictures h-on1 Khotan i f  0 1 l l ~  

I~ecause tlie art of this 11orthe1-n site was closely related to that of Kholanl 
and tlie picture in tlie National h l ~ ~ s e u n l  at  New Delhi reveals tlie variety 
of styles clisplayetl by these icons Eroni tlie two ends of the Silk Koacl. The 



Fig .  62  - Seated king or divinity 
Hudda. AfRhoni.ttan. ,See belonl. 

Karashahr panel represents a Hoclliisattva seated cross-legged on a mas- 
sive throne, the back of wliicli rises in a horseslioe arch to forni a kind of 
combination nimbus ant1 enframenient Eel tlie deity. 'The pose of this 
figure and gesture of teaching (nitarko 1 1 , r r  (114) desc~.ibetl h); the right 
hand suggest a possible idelltification as Jii~itreya. Represerltations of 
the Buddha of tlie Future in a similar pose are known in Gandhara 
sculpture and in countless portrayals of this Bodhisattva in the art of Six 
Dynasties China. In many ways the style of tllis panel suggests that fusion 
of Indian, Iranian, and classical elemcnts seen in the Blue Bodhisattva 
of Bimiyin: tlie hieratic "Sasanian" pose, the scarves attached to the 
crown, tlie almost diagranimatically formalized linear drawing, combine 
with suggestions of the abstract sliadilig of Indian or  Late Antique origin. 
A wall painting discovered a t  Hatlda in tlie nineteenth century and 
known only by sketch shows a figure of a king of Bodhisattva seated cross- 
anklet1 on a tlirone with a similar liorseslioe hack (Fig. 62). Tlie strongly 
patternized conception of the figure and its setting suggests at  once the 
final Central Asian style of Birniyan and the Intlo-Iranian quasi-Byz- 
antine nianlier of Kizil. It is (lie painter1 counterpart of the painted 
sculpture 01' Shorchuk. wliich, as we shall see, is still faintly reminiscent of  
the reliefs of Hadda. Tlie drapery lines ol the dlloti are drawn in sharp 
cursive strokes in a linear shorthantl version of the Gantlhara for~nula.  
Tlie figure wit11 its \.iolet-maliogany complexion ancl full form is essen- 
tially Indian. In  the tiara are the familiar three disks so familiar t o  us in 
the lieaddresses o f  the figures i l l  the Sasanian cycles at  Biimiyan and 
Kakrak (Page 112). These details, and tlie elegance of tlie hand gesture. 
make tlie figure appear as a miniature of  the Roclliisattvas of Biimiyan. 
The  pain tetl panels recovered a t  Dantlan U ilik include several rep- 



resen tat ions of a linloecl personage riding llorses and canlels, generally 
holeling a shallow cup in one hand. ,411 must deal with local Khotanese 
legend.7 Another one of  these equestrian figures can I,e ma& out at tile 
lower left of the "Nigini" mural. A long h0l-iZontal panel deals with the 
story of the introcluction of silk to Khotan. T h e  line drawing appears to 

hear some  lati ti on to Chinese technique, but the figures in all are the 
same comhi~lation of Indian and Iranian forms so frequent at K1lotall. 
Other small Bucltlha figures, painted in a cursive manner, resemble de- 
tails of fragmentary wall ~xiintings reccn ll  y cliscovered at Arlzhina Tepee 
Among the objects ohtainetl b y  the Otani expedition of 1'310 from tile 
Khotan region, without any definite find-spot, is a gilt bronze Buddha 

PLATE P. 134 head. This piece is related to the rare examples of metalwork fount1 in 

, . Candliira proper, except.tllat it is the largest fragment of a bronze statue 
. hlliit has come to light in Central Asia. T h e  resemblance of the idealized, 

still ~narketlly Gra$w-Roman mask to the stone Birdtlha types of 
' Gandhira is immediately apparent. One specific detail, the enormously 

enlarged zl.sllni.~ha, or cranial protuberance, closely resembles the treat- 
ment of this magic mark in a nurn1)er of schist Buddha heads recovered 
Ily the Italian expeetition at Butkara in tlie Swat Valley (Fig. 9). This 
close stylistic and iconographic relationship between the bronze head 
from Khotan ancl its counterpart in the early school of Gandhiira carving 
in Buner ant1 the Swat Valley may offer a clue to the route of Indo- 
Roman art to Central Asia - as [lie comparison suggests b \  way of tlie 
passes north of the Swat region I)y way of Gilgit. In this connection, i t  

perhaps is not without significance that this same i).pe of enlargecl, bun- 
like ~i.shnisIrcr appears on the Ileatl of Huddlla in tllc p1.caching scene fro111 
hliriin (Page 3). As a footnote it may be acltled that this same stylistic pe- 
culiarity may be seen in tlle gilt I~ronze Buttellla in the M!inthrop Collec- 
tion of the Fogg Art kluseurn, generally ttesignatetl as a Six Dynasties, or 
T'ang, copy of a Gandhara statue 11ut very possibly a product ol  Khotan 
tliat found its way to China.* 
A small group of painted fragments reputetl to have been found at the 
site of Belavaste in the Khotan area present yet another facet of tlie art of 

PLATE P. 135 this region. Tllese wall paintings include several sul~jects of 'Tantric divin- 

In this aspect of Siva, the god is represented with three heads, two benign, one malevolrnt. enclosed 
in a nimbus. T h e  deity is ithyphallic and wears a tiger skin over his loins. H e  is seated on two ad- 
dorsed I~ulls in a kind of decorative repetition of his vchicle, the 11~11 Nandi. T h e  four arms display 
the ;~ttl.il)utrs of his power: the disks of the slln and nloon arcx supl,orlrd i r l  thr  uppcr pair of 
hands: the lower right hand holds a white lotus bud. and the lower left grasps a vajra. 



@a. Paintiag an wooden panel (obverye). From FSanadara U&k, Khotarr, SPnaxlPrSr 
Twhtan. H, 15 in, 6 W t h  centuqr ~.o. blrikh Husr~nnr ,  Lode% 
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&uW@ 0s Silk 'God. Painting on wooden panel (reverse of N o .  24).  From Dandan Uilik, KhatW 
Sawtuary D. VII, Chinese Turkestan. H. 15 in. 6th-7th .century A.D. British Museum, London. 



.% in. 6th- 
century . \ . I ) .  S t e i n  ( : o l i e c t i ~ ~ r ~ .  i \ n / ; o r ~ ( ~ l  M u , ~ r t n t  of I ~ ~ d r o .  .\'t,;t, D < . l h i .  
The painting represents ;I Bodhis;~tt\.;l. prol~al,ly Maitreya. seated on  nn ornatcb throne with a back 
in the shape of a horseshoe arch. T h e  divinity is seated in European fashion with crossed ankles and 
is framed in a red halo and mandorla. Scarves. like the kust i  of the Sasnnian in ;i green painting of 
Biimiyiin, are draped over the shoulders and arms. T h e  hands are posed in the dharmacnkrn m u d m .  
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The heavy bearded divinity, seated cross-legged on a cushion. wears a peaked bonnet. green surroat. 
and high black boots. In  his upper right hand the god holds what has been identified as a bull- 
headed mace, an  emblem of the Iranian hero Rustam. T h e  lower left hand appears to touch one of 
tht. scarves hanging from the rap.  T h e  upper and lower left hands grasp rrspec.tivrlv a knife and 
a cup, attributes associated with the Silk Cod of Khotan in another panel from Dandan Uilik. T h e  
gold crown recalls the description of the headdress of the king of Khotan by the sixth-century pilgrim, 
Sung Yiin: "The king of this country wears a golden cap on his head like the romb of a cock; the 
appendages of the headdress hang down behind two feet and they are made of taffeta about f ~ v e  
inch wide." These kusti, so familiar to us in the crowns of divinities in Afghanistan and Russian Tur-  
kestan, can be seen descending to rest on the knees of the present figure. 

This object, one of a number of such fragments of metal sculpture. was collected by the Otani expc- 
dition to Sinkiang. A smaller gilt bronze Buddha head of similar typr was also acquired by the Japa- 
nese at the same site. .4n unusual iconographic f r ;~ turc  is the larqc. ushr~isha. which, a s  esplrrined in 
the text. is related both to the Buddhist art of the Swat Valley and the wall paintings of Miriin (Fig. 
9 and Plate 2 ) .  With regard to the nilded surface. it should hc rcmernbered that Buddhists considered 
gold as the supreme color. Probably, as in later Tibetan practice. the bronze was coated with a thin 
mixture of gold and mercury: when gently heated. the mercury evaporated and the sold cluqg to the 
metal image. 

The figure is portrayed with hands in the gesture of meditation. The  presence of this. and indeed 
many other portrayals of the Cosmic Buddha. is a clear indication of thr ~~rrdominance of the Mahiiy- 
Zna doctrine in Khotan. Part of the iconography of the Great Illuminator. who contains all worlds. 
is the presence of a formalized Mount Meru, a number of vajras. and a winged horse. appearing like 
so many tattoos on the body. T h e  extremely hieratic treatment of the form is uni\.crsal in Khotanesr 
religious painting and is prophetic of the style of the mandalas of Tibet and the Far East. 

This small fragment presents a kneeling winged male personage. the hands folded in the aiijali rnudri 
of adoration. T h e  figure was probably placed at  the feet of a now lost Buddha irnaee. The  presence 
of a mysterious eye on the hand has suggested an  identification with Indra, who, together with Brah- 
ma. is often represented worshiping the Buddha as a symbol of the submission of the \'edic titans 
to the lord of the new order. 

ities, among them a n  image of Vairocana - his I~ody "tattooed" with va- 
rious emblems of the universal power. A distinctly Saivite deity not un- 
like the "hlalleSvara" of Dantlan Uilik, and aesthetically most pleasing of  
all, is a little winged genius with his hands folded, closed palms together PLATE P. 136 

in the n i r j ( l l i  ?r,udrG. O f  special iconographical interest is an eye that ap- 
pears on the back o f  t l ~ e  saint's hand. This  attribute, sometimes asso- 
ciated with India, freq~rently appears in Japanese icons of the Thousand- 
Armed-and-Thousand-Eyed AvalokiteSvara. Perhaps the most simple ex- 
planation of this attribute is that the merciful Bodhisattva has eyes every- 



where to see the afflictions of hllnlanity. In style, this figure and illdeed 
the whole group of paintings from Belavaste, is distinctly Indian i l l  char- 
acter - in type, in the peculiarly soft, boneless drawing of the anatomy, 
and in the jeweled ornamcnts. T h e  little angel has a very moving ex- 
pression of radiant ecstasy comnlunicated not only by the pose of fervent 
adoration but by the large lotiform eyes and the full smiling lips. The  
prototypes for this Indian style at Khotan are not to Ile sought in Intlia 
proper but rather in the provincial extension of  the Gupta manner, which 
we have already seen at Bimiyin and Fondukistan (Pages 110 and 112). 
Another feature, ultimately of Indian origin but exaggerated in the 
Afghan examples, is the filling of the flat background with conven- 
tionalized blossoms. 
Stein's excavations in the Kllo~an oasis uncovered numerous seal impres- 
sions with representations of both Indian and classical divinities, indi- 
cating positively the presence of T~Vestern traders i l l  the early centuries 
of Khotanese culture. Another chance find, acquired by von Le Coq, is a 
pottery amphora, which again presents the intrusion of the classical tra- 
dition into Central Asia (Fig. 63). Not only is the shape a familiar form 
in Greek ceramics and metalwork, but the clesigns embossetl in the medal- 
lions around the shoulder of tlle vessel inclucle sirch classic motifs as pal- 
mettes, lion heacls, ancl a silen Iiolcling a 1-hyton. It is quite possible that 
this glazed amphora is of Parthian origin. Jars of a very similar shape, 
but with less interesting clesigns, were fount1 by Pelliot at Tumshuk, 
covered with a bluisll green leacl glaze sometimes regartled as an Iranian 
invention. 
'The artistic relations between Kl~otan ant1 China are supportetl by ac- 
counts in the T'ang histories ol painting to the effect that famous Kliota- 
nese painters came to China in the sixth ancl seventh century, notably 
Wei-ch'ih I-sPng, a Buddhist painter who was the marvel of his age for 
his effects of relief - described as a "concave-convex" mocle, a technique 
that may refer either to his employment of the lnclian type of modeling 
in light and shacle or, as is suggeste(1 i l l  tlle famous copy of a lost original 
in the Museum of Fine Arts, Boston,g a techniqi~e of I,~~ilcling up parts 
of the composition in gesso, a forecast of a similar technique in later Chi- 
nese and Japanese art, as, for example, the nfil . ic~ge of hIGmGyama J a p -  
anese screens. This artist is also clescribetl as painting in lines like "bent 
and coiled iron wires," a description that calls to mint1 the linear manner 
of the paintings at Bimiyiin anti the sites of Russian 'I'urkestan. 
Also associated with Mrei-ch'ih I-seng is a scroll in the Rercnson Collec- 
tion, Settignano, again a copy of a lost original prol,al>ly macle before 



Fig. 63 - A m p h o r a  f r o m  K h o t a n ,  Chinese 
Turkestan. State  Museums,  Prussian Cul -  
tural Property,  Indian Art D e p a r t m e n t .  
Berlin. Compare  P .  138. 

A.D. 1032.10 T h e  subject is a series of dancing girls performing a wild 
measure with yard-long whirling scarves - perllapb a distant echo of 
Hsiian-tsang's note on Khotan: "The country is renowned for its music; 
the men love the song and the dance." In this scroll the figures are isolated 
against the plain hackground, according to the classic Chinese mode of 
figure painting, and the types of the dancers are the round-faced T'ang 
beauties we shall meet again at Astana. But, for all the departures from 
Wei-ch'ih's original, this late copy serves to illustrate the extraordinary 
esteem in which the art of Khotan was held in what was tor so many cen- 
turies the greatest center of painting in the Eastern world. 

I .  Paul Pelliot, Les  Gro t t e s  d e  Touen-Louong ,  Paris. 1914-1921, PI. CXXXIII. 
2. L. Sickman and A. Soper. T h e  Art  and Architecture of China ,  Harmondsworth, 
1956, P1. 62. 
3.  Sickman and Soper, o p .  c i t . ,  PI. 70(B) .  
4. Y. Yashiro, Art Treasurec of Japan ,  I. Tokyo. 1969, PI. 150. 
5. Bussagli, o p .  cit . ,  p. 60. 
6. 0. SirCn, Chinese Sculpture ,  11, London, 1925. P1. 34. 
7. Bussagli, o p .  cit . ,  p. 59. 
8. B. Rowland, "The Iconography of the Flame Halo," Bulletin of the Fogg Museum 
of Art, XI,  1 ,  Jan.. 1949, Fig. 1 ,  p. 1 1 .  
9. Seckel, o p .  cit . ,  p. 197. 
10. Bussagli, o p .  cit . ,  pp. 64-65. 





Tumsliuk, I~etween hlarhaslii ant1 Aksu, locatetl aniiclst s~nal l  mountain 
c]iains rising from the plain, to the east of Kashgar, is tllc only important 
Bu(1dhist site west of Kuclia ant1 also the most mysterious ruin on the 
northern Silk Road since the name of tlie city i b  riot nlentionecl in any 
early documents. T h e  motlel-11 place Ilame, "Tumshuk," is a Turkish 
word meaning "beak" or "pronlontory" and was unknowri before the 
fifteentll century. Only a few sectiolis of this extensive ruin field were 
superficially excavateel 1)y Pelliot ant1 von Le Coy. I11 adclitiori to a series 
of large reliefs decorating tile entrance wall of tile cella of a huiltling de- 
signated Temple B, exploretl I)y Pelliot, a great nur l ibe~  ot  statuettes and 
heatis of H~rdtlllas, Boclhisattvas, anti minor tleities in clay and wood were 
recovered Ily the Frencli and Gernlan expetlitions. It is assumed that 
Turnshirk was a Hinayina complex altliough a few lieads identified as 
Bodhisattva suggest that the Great Veliicle was also represented. 
In tlie separate panels of tlie long frieze of reliefs on the base of Temple 
H, the heads and  larger figirres were all molded in the reddish local clay 
and separately attaclletl I,? wooclen dowels to tlie back of the shallo\v box- 
like frame (111. 28). It is evident that molds were extensively used both 
tor lreads and bodies, ant1 this accounts for the i i io~~oton);  of expression 
and pose as well as the rather dry inlitation of earlier Graeco-Buddhist 
and Indo-Iranian styles. Althougli in their attenuation ant1 elaborate orna- 
ments, the figures in tlie relief of an unidentifieci scene from the life o f  
Buddha show a resenlblance to the art of Fondtrkistan, they completely 
lack tlie sensuous warmtli and elegance of tlie clay images from the 
famous Afghan site. It is possible that the formula for the expressionless 
round faces with their sliiall eyes ant1 mouths represents the intrusion ot 
a Chinese influence eve11 in this westerly part of Serintiia. ?'he \pine and 
11alnlette tlesigns that fill tlie frames of  the l'umslluk reliefs are a dis- 
tant 1,orrowing from similar motifs in Late Antique ant1 Byzantine art. 
Von Le Coq believed tile art ol' l'unlshuk could be placed in the second 
or third century: Pelliot was in favor of a tlatc in the fourth 01, fifth. Al- 
tholrgh there is no internal evidence for dating the Tumsliuk scirlpture. 
i t  certainly could I,e contemporary witll 01. slightly later tlian images o f  



Fig. 64 - H e a d  o f  o yakrho 
from T ~ i r n s h ~ r k ,  ChinvJe  
T u r k e s t a n .  M ~ r s d c  G'uinlct, 
Paris .  Con lpare  g .  113. 

Fondilkistan ant1 Aclrllina 'l'epe, in o ther  worcls. approximately se\:enth 
o r  eigl~tl i  cclitilry .~.u., I ~ u t  as we shall see I~elow,  there is some evidence 
for a n  earlier dating. 
T h e r e  is so little to tlisti~lgiiish between tlle glo1)illal- heacls of Bodhi- 
sattvas l'rorii ' I ' i ~ ~ n s l ~ u k  anel e\.eli tletails of tlleir e la l~ora te  crowns ancl 
similar heacls h.o~ii K i ~ i l  ant1 Sliorclluk that  o n e  is allnost pel.sii;itled to 
think of a n  intel-national style extctncling from Kasligar to tlie -1-urfan 
oasis, over a periocl of cer1ti11-ies. 
T h e  great assortment of sculpt i ~ r a l  f rag~nents  c.ollectetl 1)) Pelliot at 
Toqquz-Sarai, the site of tlle pi-incipal Uutltlllist 1.11 in at ?'unisl~uk, in- 
c l i~des  heacls of Hoclllibattvas o r  <levatis. In all of these portrayals of c l i \ ~ i -  
nities, tile lips are j,iri.setl i l l  all "a~.cliaic. slnile," ;I c.oi~\,clitioll L I I ~ L  a])- 
pears universally in tlle ~ n o n i i ~ t i c  cities of tlle northern caravan road; the 
smile, togetllei. witll tlle Ilall-closet1 eyes. Ilatl I)ecollle ;I c.lic.li6 lor tile 
expression of 1)eatitiicle ancl pensive sel-e~iity. Some of t l~ese  attentlants of 

Biicldha (111. 28 ant1 29) weal- l';t~itas~ically el;il)o~.ate cl.c)w~is rvith ;1 I>]-oacl 
tassle issuing Iron) a large ring-, a tIetaiI. wIlic.Il, ah hlllc. ,411l)oyer has 
~ ~ o i n t e c l  ou t  in Iler atlniil,al,le accoilllt ol' tile costtimes 0 1  tllc ? ~ i ~ ~ l l s h u k  
Eigiu-es, may go I);tck to pi-ototypes i l l  C;antll~il-a ancl AIatlli11-i (111. 31). 
As we shall tlisco\,e~- in o u r  next cli;~pter, not only tlct;tils s i i r l~  as this hilt 
also Llle l ~ l a ~ i t l  tacial niask ~.cl;itc. tlle cia!. Ileircls 01 'I '~rnisl~trk t o  t \ ' ~ ) ~ h  ;it  

Kiril ant1 Shorcli i~k.  
In  contl.asr to these sonleivliat \~c~.cotyl>ecl tli\,ille ljei.sonificatio~is, other 
heacis fronl ?'oqqii~-Sal.;ti (lispla! ; I I I  iinirsi~;iI po~vel. ant1 illdiviclllali I).. 



sucll is llle fcal-sonre \'akslla, 01. t l t .qlol l ,  i l l  rllc h1trsi.c ( ; ~ ~ i l n e r  (Fig. (id). 

'I'he Illask with its \tliltl ,  tleepl). \el rolrntl eyes arltl tile llaniclikc jtreanl- 
ing 1l;iil. iintl I)earrl is like a n  cvoc.atiorr ol ~ l ~ c  aritiqtre silc114 (1;ig. 1;s) 1Ila1 
lnake tlleir al)l)cal.alic.e i l l  llie glri\e 01 ahcetic\ 01- u) l t l ie~\  i l l  h.lal,a', al-lrly 
i l l  tile sc.11lptul.al ~-cl)e~.~oi.!  o f  Hi~cltla. :I\ 1 1 1 ~  F'l-e~lcl~ ~ - e l ~ o ~  r o11 'I '~rrn.rll~lk 
rllgg-ests, we ma)' evc.11 (lister11 ;I t l is tal~t  arltcstor i ~ r  tlrc I)ea~-tlctl silerlr o l i  

tllc coins ol anc ie l~ t  l 'a~it ical~aeunl.  All thew Iwlatetl 11-;l1rslario113 of 

classical 01- C;antllri~.a tyl~t's i l l t o  ;I \inil)liliccl local c.sl)~-c\\iori at 7 1 ' u r ~ ~ ~ l ~ u k  
jvot~ltl seem t o  1.einlorce t l ~ e  c o ~ ~ l i e c t i o r ~  \$.it11 (;aiicll1.51.a l - a t l ~ e ~ .  t l i a ~ ~  i v i ~ l l  

(lie ft~ll-l)lo\vn 11~1-oque plia\e 01 t l ~ e  a m c  (;~.aeco-Hi~tlrllri\t 11-atlit i o ~ l  ar 
Fondukistan ant1 At l~l i ina  7'cpe. A l ~ l i o ~ r g l ~  i t  i \  rct111j)ting LO colisicler rlic 
7't1msli~rk statual.), as a later conventioilali~ecl ~ i . ; i~ i \ lo~-n ia t io~ i  o l  tile 
elegant I~ i i roq~re  ~ a l ~ l e a i l s  of Fol i t l t~ki \ tu~i .  i t  is ~ I I \ I  a\ l)os\il)le tliar [lie 
sci11pto1.s 01 l ' irmslii~l; co111tl 11;1\.e al-ri\,cd iiiclcl~c.~itlc.~~tl\ at rlleir local 
e s p r e s s i o ~ ~  in tlie i~lii\-ei.sal stucco allel clay t ec l i l i iq~~e  ot (,a~i<lll; ‘11 . a,  c\'cn 
I~efore tlie AIannerist st!,le ol Fol~t l~rkis tan ant1 . \ t l / l~ i l~a  T e p e  emerged 
froln tlie same I>ackgi-ound. 
-1'lle 1.eseln1)lalice.r of tlle - l ' l r i i i \ l~~~k  l ig i~re\  to tlic I)eat~tiful litlle fot-111r 
fro111 tlie falllous \ire in tlie C;llol-l>alltl Valle! are at I)eht si~l,crticial: a 
biniilar teclinic~ue o l  mocleling alict ~iloltling i l l  cia!. ant1 a lorltlness lor 
heavily I)eje\veletl a ~ l d  a t tcn~lale t l  lornis. At Tunirl luk.  as 14,c I l a ~ ~ e  al- 
reatly noted, tlie hu;i\,e v)l)l~istication of I ;o~it l i~ki\ tan Iia\ tul.lied into a 

(11-v mechanical t'orllltrla. I t  is, 01' colll.se. a ~iatul-a1 alld coninloll laililig of 
a1.r Ili.rtoria11s ( l e a l i ~ ~ g  wit11 Ce1iti.ii1 Asiiili p~~c) l ) le~i i \  to \ t ~ . t ~ ~ g l c  to c\tal)li\l~ 

Fi,c. 
Fort ,  

I-lead 
Snrre 

Har~lc ldon.  
See  o b o i , r .  



Fig. 66 - Seated Buddha. Sanchi 
Museum,  India. C o m p a ~ e  p. 149. 

a later date for the material lrom all archaeological sites east of Gand- 
hira, forgetting, of course, that the easternmost and earliest of all the 
Buddhist centers, Miriin, is almost exactly contemporary with the Graeco- 
Buddhist art of Afghanistan ant1 northwest Pakistan. In other words, in 
our study of the various Central Asian styles, we are apt to forget the les- 
son of Romanesque sculpture in France where many different regional 

T h e  Buddha is represented seated in yoga posture, his hands folded in the d h y i n i  mudrii. T h e  drapery 
is more like a sheath, revealing the body beneath. T h e  head and ushnisha are represented as simple 
spheroidal shapes without indication of the individual curls. 

T h e  face of the Buddha head is covered with gold leaf; the curls covering the head and ushnisha 
like a cap are painted ultramarine blue. T h e  hollow in the center of the forehead probably held a 
crystal or  jeweled disk, symbolizing the urna. 

T h e  divinity wears a wreath of plaited leaves above the ringlets circling the brows. I n  comparison 
with the heads from Kizil (Plate 42 )  and Shorchuk (Plate 45), this Bodhisattva still retains something 
of the sensitivity of the modeling of the GandhrIra tradition. T h e  tre;~tment of the features ' ~ n d  the 
spiraling curls over the forehead are certainly rnodrled freehand, in contrast to the dry ~nechanical 
formalization in the headdresses of divinities found a t  other sites on thr  northern trade route. The  
closest comparisons for this pcsrsistence of the Gandhiira stucco style .Ire to h r  found In crrtnin heads 
from Tumshuk. but even there the Late Antique mode has already been translated into a Central 
Asian idiom. 







Head of a Bodhisattva. Painted clay. From Duldul-akhur. Kucha oasis, Chinese Turkestan. H. 
31.5 cm. 5th century A.D. Music Guirnet, Paris. 

Head of Buddha. Painted and gilded wood. From Tumshuk, Chinese Turkestan. H. 12.5 a. 4th- 
5th century A.D. Indische Kunst Abteiiung Staatliche Muscsn, Bedin. 



styles developed within a period of about one I~undred and fifty yeus, 
and it is not always possible to assume that the later church carvine 
were influenced by earlier or contemporary monuments: all in their dif 

, *€ waye evolved &om a common dependence on the techniques of 
Z h & i  ~cutpture, the devices of manuscript illumination, and b 

,' hez4ancea bm the Carolingian period* 7;0 repeat, in a similar fashim, it 
bentinely plausible ta think of ihe a n  of Tumshuk and other sites 

' 

-'*rchuk mrniag h t o  being through contacts with Gandhiira tdp 
bf~n rhir h v n e  &adhion, rmnbined'vrith Indian ideals probrad the 



Buddhist reliquary. Wood covered with ~ u i n t r d  cloth. From Kucha. C:lrir~r-sc. Turkrr tar~ .  I { .  '4 I t 11) 

4th ccbntury or later. h'ational Mu.seunr, T o k y o .  
This extraordinary objec*~. acquired by the Otani  expedition, is ~)osnibly from Suhanhi. whrrr c,thv~ 
caskets of a similar shape have been excavated. T h e  reliquary cor~sirtr of 3 circular twx with a (,ortit  a1 

lid. The  drurn of the casket is painted with a frieze of dancers wearing animal nlaakn. pt*rh;ll,s 1,c.r- 
forming a shamanistic ritual. T h e  lid of the box i n  decorated with medallions c.ncloninu winqrd and 
tonsured erotes playing musical instruments. T h e w  circular frarr~rs are fillt-d with pc-ads :rr i r l  S;ir;r- 
nian textile design, and the style of the music-makinn arnorini is reniiniscent of the angels of 
MirHn frescoes (Fig. 6) .  Between the roundels are heraldic birds. again sug~er t ivr  of I,rototyl)er. Thr. 

on a small scale seems to present us with an  epitome of all the various stylistic t.Iement6 
that produced the hybrid styles of the Kucha oasis. T h e  object resemblrs the conical relic-cotit.tin~ra 
represcbnted in a wall painting entitled "The Division of the Buddha's Rcalic s." for rn~-r l~ .  in tht* M.iy.1 

Cave at Kizil (Fig. 2 5 ) .  T h e  technique alqx=ars to I](. lithargc. ; ~ I I  oxide ar~hstar~tc .rtfdvd ru thr. 
l)airlt to 11rod11ce a hard varnish finish, like lacquer in nl)l)c.ar;ilic-v. It is rc.l;ircd t o  tht. m i i t u d n r o  

medium of the famous Tamamushi Shrine of Horyij i  a t  Nara. 

painted and sculptured chefs d'oeuvre of Fondukistan arid Adzhina. The 
conclusion to be drawn from this digression is that the decorations at 
Tumshuk could very possibly Ile dated as early as the f i f t l i  century, the 
chronology originally proposed hy Pelliot. As we sl~all see, some of the 
chance finds from the site, perhaps imports from the \,Irest, very clearly 
bear out s~tcli a dating. 
Among the treasures of the Central Asian collection in Berlin is a wooden PLATE P. 145  

statuette of a seated Butidlla. Altliough dated as early as the second or 
thircl century A.D. l ly von Le Coq, the figure is without any question 
either an import from India or  a close col~)'  of an image of the Gupta 
period. Its closest prototype is a statue of Ruddlla at Siiiclii (Fig. 66). 
dated A.D. 450. As in the irnage at SP~ichi, the drapery of tlle 'rumslluk 
ligurine falls fro111 the wrists to form upright V-shaped conventions 
over the folded legs. T h e  little wootlen statue has something ot the 
I~locky quality of Kusllan sculpture, but the soft, delicate n~ocleling ot 

the body, as seen througl~ a transparent .scctlghn t i, recalls the unin ter- 
ri~pted smooth surface planes of' some of the great ~nasterpieces of Gupta 
art at Sirni th,  and the face of the Enliglitenecl. One with a wonderful 
expression of absorption in seraphic vision is very tlelicatel\ carved like a 
miniature versio~i of the SPrnith formula of tlie fifth cent11ry.1 
Another rare exaniple of wootlen sculpture from Tu~nshuk is a gilded 
Rt~ddha lieatl in a quite different style. It reminds u3 imnietliately of tlie PIATE P. 1% 

conventionalized type of Huddha to he see11 in countless exaruples of' 
stucco sculpture froni Adzhina Tepe (Fig. 32). Hadda, and Fondukistan 
(Fig. 33). 'TIie face retains soniething of the feeling of ali\.eness and spiri- 
tuality of the best Gandllira art in the subtlety of tlie carving of the 
features to a tar greater degree t1la11 the faces of the clay icons from 



Tumshuk. Tlie possibility that this object, like the gilt bronze Buddha 
head from Khotan <liscussed in an earlier chapter, may be an import from 
Gandhira cannot of course be excluded.2 
T h e  presence of these two exotic wood carvings at l 'i~mslluk, both pre- 
sumably to be dateti in the fifth century, provides an argument support- 
ing the sarne approximate chronology for the whole site, but, as has been 
suggested above, the unrnistakal~le resemblance o f  the clay sculpture to 
the style of Fondukistan shoi~l<l persuade us to bracket the work at Turn- 
shuk between the fifth and seventh centuries. 
Duldul-akhur, briefly explored by Pelliot, is geographically in the Kucha 
oasis, but the fragments of sculpture frorli this Butldhist sanctuary, such 

PLATE p. 147 as the head of a Bodhisattva, are more closely linked to the style of Tum- 
shuk. In comparison with the Iieads from Kizil (Page 171) and Shorchuk 
(Page 183), this Bodhisattva still retains much of the sensitivity of model- 
ing of the Gandhira tradition in stucco and clay sculpture. T h e  features 
as treated ant! the bpiraling curls over the foreheail are certainly 
modelecl freehand, in contrast to the dry mechanical formalization 
notable in the inasks ant1 headdresses of divinities found at other sites on 
the northern trade route. T h e  closet conlparison for this persistence of 
the Gandhira stiicco style is to Ile fou~ict in heacls fro111 T L ~ I I I S ~ I ~ I ~ ,  but, 
as we have seen, even there the Late Antique mode has already beer] 
translated into a Central Asian style. 

1 .  Rowland, A r t  and Arch i t ec tu re ,  PI. 83. 
2. The  discovery of a carved wooden head, presumably in Group G at Biirniysn, con- 
firms the existence of wooden images in Afghan Turkestan. (This object is in the 
dCpSt of the Musee Guimet.) 



VIII. S E R I N D I A 

T H E  ClHIVALRIC A R T  
O F  KUCHA AND KlZIL 

The ancient kingdom of Kuclla dominateti tlie northern caravan route 
and, in the seventh century, became the capital of the Chinese govern- 
ment of the Tarim basin. From the artistic ancl political point of view it  

included the sites of Kumtura, Tumshuk, and Duldul-akhur. T h e  pilgrim 
Hsiian-tsang has left us an account of the luxuriant fertility of this oasis: 
rice and corn were plentiful; the arbors, heavy with grapes; the orchards 
produced pomegranates, plums, pears, peaches, and al~~lontls  in ahun- 
dance. In the days of its glory the culture of Kuclla was international in 
character with elements of Iranian, Indian, and Chinese civilizations and 
religions. Like most of the Huddhist centers on the northern trade route, 
Kucha was stubbornly devoted to Hinayiina Buddhism, and not even the 
eloquence of Hsiian-tsang could shake the Sarvastivadin monastic scholars 
from their aversion to the doctrine of the Great Vehicle. This kingdom 
was renowned for its music and the beauty of its women; as Hsiian-tsa~lg 
relates: "They excel other countries in their skill in playing on the lute 
and pipe. They clothe themselves witli ornamented garments of silk and 
embroidery." But not all was pageantry and courtly splenclor: in the cave 
paintings at Kizil in the Kucha oasis we are reminded more than once of 
the emphasis on the transitory vanity of human life, always uppermost in 
the rigid ascetic doctrine of the Sarvastivadins: as in the Medieval Dance 
of Death, a skeleton embraces a court lady (Fig. 67);  death's heads appear 
entwined in floral motifs; and, in one memorable fragment (Fig. 69), a 
monk contemplates a skull with all the rapt ecstasy of a Franciscan friar 
by Zurbariin. 
As will be seen, something of the splendor of this chivalric society, conti- 
nuallv on the alert against the e~icroachment oE the Turkish Khans, is 
reflected in the wall paintings of its rock-cut monasteries. The  influences 
that shaped the various styles that flourished in the oasis came from 
India and Gandhira, Afghanistan, anti the transformed Iranian art of  
the Transoxian regions, so tllat, in many ways, this culture may be re- 
garded as an eastward extension of the earlier Kushan styles and tech- 
niques. 



F i g .  67 - D e a t h  nnd  c o u r t e ~ a n .  Frorn rhp 
"Crrlee rclith the  red dome ,"  Kizi l ,  C h i n P s e  
T u r k e s t n n .  Cornpare  p .  1 - 5 1 .  

PL.4TE P. 148 One  of the 111ost ~.eniarkal>le ohjects fro111 the Ki~cha region is a relic 
casket now in the collection of the hatiorla1 hluset~in i l l  Tokyo. This 
reliquary was obtainetl 1)); tlie Otani expedition, pres~t~nably at Subashi, 
northeast of Kuclia ant1 Kizil. T h e  casket is a cylinclrical hox surmounted 
by a cone-shapecl lid. It nlay be noted that reliclitaries of tlie same shape 
are represented ill a wall painting at K i ~ i l ,  illustl.ating the divisioti of the 
relics of the Rutldlla (Fig. 25). No paintetl tlecoration, not even the fa- 
mous wall paintings at Kizil, prescllts us with 5 ~ 1 ~ 1 1  a synthetic combina- 
tion of all tlle various ele11ient.r of tlie style ol <;e~ltral  Asian art. The  or- 
nament of the lit1 is ~~al . t ic i~lar ly 1.evealing in tliis respect. Nutie winged 
erotes are cnclosctl in rot~titlels of an  i~rlmistakable Sasaniali form. The 
cupicls with tlieii. sllavc~l l~eatls a~icl evocations of tlie Late Antique 
manner of Gancthira i~rin~erliately remintl us of the wingecl genii of 
hIirin (Fig. (i). ?'he 1)ortler ol' t l ~ e  enclosing nietlallion with pearls se- 
parated by cabochons is a n o t h e ~  inlitation o f  eastern Iranian silk tlesigns, 
such as we have alreatlv no~ei l  at S;itniyiin (Page 8'3) ant1 Russian Central 
Asia. T h e  oiiler riin o l  tlie licl 01 tlie 1.eliqiral.y contailis tlie 1-el~caletl 
inotif of an oval siirroi~ntled hy small clots, anothei 11orl.owing from the 
repertory of Sasaliian textile design. T h e  cltmni of tlle Kucl~a relicluary 
is painted with a hiere of elaborately cost~~nlct l  dancers wearing de~non. 



Fig. 68 - Monk wi th  death'r head.  From the 
"Cave with the red dome," Kizil ,  Chinese 
Turkestun. State Museurrl~, P r u ~ ~ i a n  Cultural 
Propert)', Indian Art  D e p a r t ~ n e n t ,  Berlin. 
Compare p.  152. 

bird, and hare masks. Some of these bear a marked resenlblance to I)east 
masks, worn by the dancers at tlle tledication of the Great Buddha of 
Todaiji at  Nara in 752, now preserved in the ShosG-in Collection. As 
Hsiian-tsang anti other visitors noted, Kl~cha was renowned for its music 
and dancing, and what we see here is presumably a rather accurate re- 
corciing of the performance of a funerary ritual dance tending toward 
exorcisnl, a subject that woultl have a certain appropriateness for the 
function of the casket as a container of saintly relics. T h e  style of this 
painting has a daring movement. anti the foreshortening of the figures 
to suggest tlle wild rhytllm of the 1,allet is almost realistic in comparison 
to the formalized Inrlo-lranian mode of the Kizil wall paintings. How- 
ever, we shall encounter once again the general flatness of the forms and 
the conception of the figures, like suspended nlannequins with their feet 
hanging straight tlo1r.11 ill the fanlous Knights from the Cave of the 
Sixteen Sworti-Bearers (Page 162). T h e  combination of Late Antique and 
Sasanian with Indo-Iranian elenlents suggests that this fascinating object 
may well Ile one of  the earliest trxaniples of the Kucha style. certainly no 
later than the sixth century of our  era. 
?'he chief glory of ancient Ki~cha is preserved for 11s in the great collection 
of wall paintings recovereti fronl the grottoes of  Kizil by a r d ~ ~ o u s  labor 



and a miracle of improvised techniques for removal and packing by van 
Le Coq and his associates. Although lamentably great portions of this 
priceless material were lost with the destruction of the old Museum fiir 
Vijlkerkunde during the bombing of  Berlin. a sparse but choice collec- 
tion of smaller mural panels silrvived and as displayetl in the galleries of 
the museum at Dahlem they now form the finest collection of Central 
Asian wall painting and sculpture in the Western world. These murals 
present us with an astonishing pageant of  Kucllean society - kings and 
queens, knights and ladies, monks and artists, all included in seemingly 
endless cycles of wall paintings dedicated to the Buddha, his saints, and 
his legend. 
Our knowledge of the civilization of Kucha is based largely on the paint- 
ings and sculptures decorating the Buddhist rock-cut temples at Kizil, 
located to the west of the modern town in the wild ravines of the Muzart 
Ta l  River. T h e  hling-oi - "Thousantl Hoi~ses" - of Kizil, like their 
counterparts at Bimiyin, are hewn out of the soft sandstone of the moun- 
tainside. Although the plans of the individual caves differ from the 
layout of the typical Bamiyin grottoes, the complexes at Kizil were con- 

nected by interior galleries and staircases. Today the openings 0 1  t l ~ c .  

ancient chapels resemble so many clark natural caverns in the erodccl, 
deeply striated face of the cliffs rising abruptly from the floor of the 
valley. In one of the dramatic photographs taken by the German expedi- 
tion we look out of a nionastic cell at very much the same landscape that 
spread before the eyes of the Bucltll~ist community fifteen hundred years 
ago.2 Directly below are rocky escarpments furrowecl into deep gorges by 
the river that winds into the mitldle distance, a green and fertile plain 
with orchards of peach and apricot. In the distance rises an awesome 
mountain background, barren ancl cleeply scarred with crevices by centu- 
ries of erosion. No wonder that von Le Coq, like Hsiian-tsang before him, 
spoke of the beauty and bounty of  the Kuchean oasis: "Happy memories 
of fruitful work in glowing weeks of summer weather" - interrupted, as 
at every site on the edge of the Taklamakan Desert, by demonic sand- 
storms that plunged the noonday si i~i  into Stygian darkness. 
T h e  people of ancient Kucha are clescribed as Tocharian, sonletimes 
identified with the Yiih-chi11 of Chinese tradition. They used an Indo- 
Germanic language, related both to European ant1 Indo-Iranian tongues. 
However, the relations of the Kizil styles with western Central Asia and 
the problem of dating the wall ~,aintings of  Kizil are at best conjectural 
matters. Although the styles represcntecl at this site, both the semi-Indian 
manner and the highly decorative rainl~ow-hued Indo-Iranian or pure 



u ~ e l l t r a l  Asian" mode, appear to llave I~eet~i ariri<:il~atccl in ~ l l e  wall paint- 
illgs of Bimiyin, whicl~ 1 an1 inclineti to clate from the f i f t l r  to the 
seventll ccrituries. Local inlitations of these Kizil styles appear in some of 
the earliest caves at Tun-huang, assigned by most scllolars to the late fifth 
and sixth centuries. If  we are to rely on the cllro~~ological evidence of the 
murals in the Caves of the Thousancl Bucidl~as. it would, of course, be 
necessary to relegate all of  the stylistically related Buddhist wall paint- 
ings to the west of this famous Chinese sile to an earlier period. There is, 
of course, the possibility that all were clone at tlle same time and the 
further possibility that the heraldic elenlents in tlie Six Dynasties paint- 
ings at Tun-lluang traveled westward to affect the style of Kucha itself. 
There is one other possil~le and perhaps inore convincing solution to this 
dilemma. If the Bimiyin wall paintings were completed in the sixth or 
early seventh century and the reflections of the art of this famous center 
of Buddhist art at Kizil date from approximately the same period of 
A.D. 500 to 600, then the chronological relationsllip with the dateable 
material at Tun-huang of the sixth century becomes more plausible. It 
also becomes evident immediately, I>y the same token, that it is not neces- 
sary to presuppose any great time-lag for the transrnission of artistic 
styles across the Silk Road in these last centuries before the Islamic in- 
vasions. As may be seen in the portraits of donors in the wall paintings at 
Kizil, the Tocharians were European rather than hlongol in appearance, 
with light complexiotls, I~ lue  eyes. antl I,lonrl or reddish hair, and the 
costumes of tlie knights and their laclies have haunting suggestions of the 
chivalric age in the Wrest. 
What better introduction to the cycles of painting at Kizil could we ha\.(. 
than by one of the artists themselves? In the grotto, appropriately calletl 
the "Painter's Cave," we see the master lliinself (Fig. 69), a dapper littlc 
figure scarcely less stylishlv dressed than Ilis courtly patrons. He ha4 
shoulder-length hair and wears a close-fitting short tunic, a tight bell 
supporting a short sword, knickers, antl neatly laceil sandals. He wielcl\ 
a long, pliant I~rush and holds a paint pot in his left hand. Other similal 
"sell-portraits" by the painters of  the Kizil murals have their name 
annotated in cartouches, an assertion of  indivicluality in Central Asia11 
art that we have alreatly encou~lterecl in Tita'h signature at h.lir.?n. 
The various styles of painting in the Kiril grottoes appear to have theii 

Fig .  69 - Pain t e r .  Fronr t h e  "Prr inter '~  
Caite," Kizil .  C h i n t s t  Turkes tnn .  Sct 
nboue. 



atitecetients in tlie cycles ol' nlirrals at  H;lmiyiin, wliicli once again looms 
as t l ~ e  centel- for tlie cliffusiotl of Intlian, Irarlian, ancl classical forllls 

along the trade routes over. Serinciia. 
I-'he so-called Indian style at K i d  is relatetl to the vast assembly o[ 
Hilddhas, Botlliisattvas, and ~ n i n o l  deities ])ainttttl in the lliclle of [I l e  
53-meter Sirtldlia at  Biiniiyin. At K i ~ i l  wc Iiave a Serinclian veysion of the 
sanle provincial India11 style. I'lle Indian t y l x s  itlltl costurnes illustratetl 
on  Page 15'7 are a Central Asian aclaptatiori o f  tlie great wall decol-ations 
of  Ajanti .  Here, as at  Hiliiiyin, tlie sliatli~ig of  tlle forms takes on eve11 
more the appearance of a tlecorative reinforcenlcnt of the contour lines, 
irnd tlie figures tliemselves are tlrawn with lebs feeling for the suave aria- 

tonlical articulation of the G ~ r p t a  torms. 

PLATE P. 158 Fragnients like tlie portrayal ol' a yoirtlifirl ascetic from tlie Cave of the 
Navigator have a superficially IntLian look in tlie social type and 
Brahmin chignon 11ut the niask lias taken or1 a distinctly Central Asian 
clial-acter in the oval face, the greatly elongated eyes, ant1 - in a universal 
trait - the tiepressetl nose, looking alnlost as tllougll Ilroken at the britlge. 
'I'lie portrayal of  the musc~tlal  structure is certainly related to the 
scliematic appearance of thc completely Intlo-Iranian manner preclomin- 
atilig in the Kizil grottoes. 

PLATE P.  157 Tlle detail froni the Peacock Cave is pel.liaps tlie nnost convincingly In- 

clian in tlie whole Kizil cycle. Tllis group of swortl-l)earing figures are rec- 
ognizable Intlian ethnic types. 'T'lle ambit ioi~s use of 110th profile ant1 
three-c~irarter views arid tlie overlal~l~i l lg  ol' the forms in three distinct 
planes llas echoes of the Ajant;i cornpositions as ~zfell as the arrangement 
of Gandhara relief sculptill-e. -1'lie tlra\ving in fine, sini~oirs lines takes us 
back to tlie Flying Divinities of  H;lilliyilll (Ill. 5). Tlie color scheme, limit- 
ed to ocher, u:hite, aritl c o p p e ~  gl,eeti, is diffei .c~~t  tl-oln tlie palette em- 
ployetl at  Kiimiyin, ant1 tlie flat ;Ireas o l  tone ~ ' i t l i o i ~ t  sllacling are again 
coniparal~le to nlany of tlie details i r i  tlie ~iicllc of tllc 53-meter B ~ t l d h a . ~  
All of the Intlian-style pail~tings at  Kizil all.eatly sliow a for~tllle\s lor the 
flat patternization of tlie figi~res ancl an enil,llasis on  linear definition, 
wliich Iias n i ~ r c l ~  in common witli the more typical Serintlian techniques 
tlevelopetl at this tamoirs site. 

Tlie style Lor which K i ~ i l  is cliieflv lanioris is generally tlesignatetl Indo- 
Iraniall to tlescril,e the elenletits tliat co1111)rise it. Actually, as can easily 
I)e sect1 I ) ?  conlparison ot our  illirstl-ations, tlie1.c are mall)- varieties within 
this style in wliicli tlle esselitial ingretlicnts nianifest tliemselves i l l  dit- 
ferent pi-ol)ortions. Tl i i s  style, 01- tliese styles, are to I,e recognized as an 
original Kirclleatl assiniilation alltl translation of ~nan);  foreign fonns 



Figures holding Swords. Fragment of wall pint ing from the Peacock Cave. Kizil, Chinese Turkestan. 
H. 22 in. 6th-7th century A.D. Indische Kunst Abtcilung, Staatliche Museen, Berlin (Dahlem).  
The figures are arranged in three overlapping rows, a device often employed to suggest spatial depth 
in Gandh5ra reliefs. They hold short swards painted malachite green and assume hirtrionic rather 
than martial attitudes. I t  is possible that the subject represents Siddhartha learning the art. of war 
or, perhaps more likely, the dispute of the Mallas for ponreion of the r e h  of the Buddha. 



Young ascetic. Fragment of wall painting from the Cave of the Navigator, Kizil, Chinese Turkestan. 
W. 13% in, bth-7th century AD. Indische Kunst Abteilung, Stuatlichs Musean, Berlin (Dahlem). 
This fragment is an example of the Indian manner that flourished h the Kucha oasis, side by side 
4th the various Indo-Iranian styles. Not only the type and the Brahman topknot, but also the use of 
ahtr~et ~ i n f ~ m i n g  the autlines, is of Itldian derivation. White highlights on the nose and eydib 
heMtm the iUusion of relief. 

D6& ,a$d GWdbmre, i(cel~da1 ma$&n). Detail. Frqment of ivs~ll pabting rfmm the Cave of 
tW#k&&& Zi%&mo ,SUli f$hi*w Tttlkesgan, W. 58 imi, m-7tli amset? A.D. 2nd+whc, X~LBJ~ w- WMsb:  **m $a$!@ r" P(sbZd'@) 
The divinity at thd left we- an elaborate crown with thiee jeweled dish, f r m  WMC~ hmo 
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Frieze with Ducks in Medallions. Detail. Wall painting from the Largest Cave, Kizil, Chinese Tur- 
kestan. H. ca. 45 cm. 6th-7th century A.D. Indische Kunst Abteilung, Staatliche Mujeen, Berlin 
(Dahlem) .  
A clay bench some 50-cm. high ran around the side wall of the cella of this cave, reminiscent of the 
banquettes in the palaces of Varaksha and Afrasiab. The medaUions enclosing beribboned ducks 
holding pearl necklaces in their beaks formed the decoration of this base for the support of now 
vanished Buddha images. Another fragment from the same frieze is in the collection of the Hemitage, 
Leningrad. This decoration of heraldic birds in roundels, together with other similar fragments found 
by Oidenburg at Toyuk, is a clear indication of the extraordinarily accurate copying of Sasanian 
textile patterns in Eastern Turkestan and shows us unmistakably one of the ingredients that went into 
the formation of the Indo-Iranian style in Eastern Turkestan. 

Preaching Buddha. Detail. Wall painting from Upper Cave, Ravine 2, Kizil, Chinese Turkestan. 6th- 
7th century A.D. Indische Kunst Abteilung, Staatliche Museen, Berlin (Dahlem) .  
The Buddha in the center of the compositbn is represented seated, his right hand raised in the 
vitarka mudrii. Above him are the figures of Indra and Brahma. At the proper left appears a three- 
headed six-armed representation of Mahefvara. A number of deva; and lokapalas fill the upper left- 
hand corner of the composition. At the lower left appears a demonic figure holding a small child. A 



1 

monk kneels in supplication at the feet of the Buddha. The story apparently illustrates the mi 

1 when the Buddha persuaded the canaihlistir yaksha to spare the life of the child of the kix 
Atavi, who, in order to save himself, had offered daily sacrifices to the monster until only the y 
prince remained as ransom. The prescnt wall painting is only one of many such scenes of p- 
and miraculous intervention that once lined the walls of the grotto. 



Knightly Donor. Fragment of wall 
painting from the Cave of the Six- 
teen Sword-Bearers, Kizil, C&neee 
T u r k e w .  H. 63 in. 6th-7th century 
AD. Indische Kunst A bteilung, 
Stnatliche Museen, Berlin (Dahkm) . 
This is only one of a long defile of 
noblemen that. once covered the en- 
trance corridor of the cave. The che- 
valier wears a long mantle with wide 
flaring lapels. The coat is faced with 
silk of flowered design and wide bor- 
ders af varied patterns. Below the 
upper garment one can see the 
knight's tapered trousers and painted 
boots. He carnies a - long, stright 
sword attached to a belt of disks, 
probably leather, rezniniacent sf those 
seen in K u i a n  royal portraits. The 
costume ia rdated to the drer al the 
donors d 3biyEn  and Fonduksta 
(Figs. 48 and 59).  The nobleman 
holds a short dagger in his left hand; 
the right hand may have held a 
floral offering. A kind d purge or 
pocket is attached to the belt belW 
the right arm. . 



techniques into a true Cclitral Asian marlricr. As Ilas already been sug- 
gested, whether this so-called I n d o - l r a r ~ i a ~ ~  niorlc is later than or con- 
temporary witlr the provincial I~iclian style at Hiinliyili ant1 other Afghan 
sites, is a question that cannot be answered categorically. I;or example, 
from the Cave of tlie Painted Floor, tlie famous fragnlcrlt representing a 
Devat;? and a Gandllarva, a celestial musician (PI. P. 159, Fig. YO), presents 
inany analogies with the so-called "Blue Bodhisattva" of Himiyin (Page 
91). Here is the same eclectic combinatio~i of elements of Iranian, Indian, 
and classical origin, the same presentation of the forms as flat \ h a p s  
against a spaceless backgrountl, like a textile of floral forms. \Z'e firid lin- 
gering traces, too, of the now corllpletely conventionalized ahstract shad- 
ing of the Indian tradition and t l ~ e  sensitive wirelike drawing that seems 
to be an adaptation of a style of draftsmanship already present in the 
wall painting of a ritual feast at Balalik Tepe (111. 15). It may be noted, 
too, that in tlie dusky musician of this patiel tlie convention of strident 
white high l i: l I ts, more decorative than functional, had already been anti- 
cipated in tlle small 11.1gments of mural decorations in the grottoes of 
Fouladi, a few kilometers to the south of the great cliff at Bamiyin. 
In the fragment under examination, the hlue scarf of the musician with 
its stringlike foltls is a reminiscence of a late <;andhiran abstraction of 
a classical garment: tlie tiara with fluttering ribbon has its antecedents in 
the Sasanian styles at Biimiyiin (Page 88) and Varaksha (Page 50). 
Iil'hat is most striking about this style, in addition to i t b  patternization 
and reliance on exquisite ant1 hril liant mineral colors, is the presentation 
in terms of a wirelike draftsmanship that only serves to erlliance the 
abstract conception of form. T h e  round faces with small delicate features 
here as in many otlier frescoes from Kizil appear to represent tlistinctive 
Central Asian or  "Tocllarian" types. 
One may imagine that the brilliance of the colors a1it1 the almost dia- 
grammatic simplification of forms and settings at K i d  may have been 
conditioned by tlie very tlarkness of the chapels these murals adorned. In 
a setting only partially lighted througli the front etltrance of the grotto. 
or by torches, this arrangement may well have I~een calculated to make the 
Butlclhist epics clearer to 1,riests alitl pilgri~n\. Agai~i, tlie dazrling 
gaudiness of the polvchromy o l  paintings ant1 sc~tlpt111.e~ alike was de- 
signet1 to attract the visitor by its l~osterlike clarit),. At tlie sa~iie time ir 
is necessary to assume tliat tile decorative tlisemho(lied nature of the re- 
presentations of  11otli earthly and celestial forms is part ol  a style de- 
veloped to express appropriately the otherworldly nature of divine 
beings. 



70 - D e v a t a  a n d  C;andhar~lrr. 
"Caue  w i t  t h e  painted  floor," 

nest T u r k e s t a n .  S t a t e  M u ~ c u r n ~ ,  
Cu l tura l  Proper t y ,  I n d i a n  At 

rnent,  Berlin.  C o m p a r e  p. 163. 
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Evidence ot  direct Sa5anian or  eastern Iranian intluence is not lacking at 
PLATE P. 160 Kizil. A long 11ori/otital fric/e 11-on1 ~ I I C *  front ot a clay bench in the 

Largest Cave is a painted reproductioil ol a typical Sasanian textile motif 
such as we have already seen at Hiiniiyiin atitl tlie sites of Russian Central 
Asia. In the Kiril traglnetit we Iiave a silcce\$ion of typical Sasanian me- 
clalliotis with pearl I>orclers; each rountlel enclows a tormalired portrayal 
of a duck, heril~bonetl ant1 Iioltlitlg a +tring of pearls in its beak. The  
rountlels are liilketl I > )  51uallcr circles of  pearls entrarning a crescent, as in 
actual survi\*i~ig exaniples ot l r a t~ i an  \ilks aucl their representation at 
Varaksha (Fig. 43) ant1 Afrasial~ (Fig. 7 3 ) .  \2'e coultl wish lor no more 
direct proof than this tllat clccorator\ ot tlle glottoes of K~rcha were com- 
pletely fa~nilial- wit11 pill-e Sawnian or Sogliclian torms; alicl it is un. 
clo~tbtedly from this source that n l ~ ~ c l l  ot tlie patternired quality in the 
Kizil paintings derives. 
A detail from the Upper C;a\ye in the Kavine presents a composition 
that, wit11 blight variations, is repeated a n i i n ~ l ~ e r  ot t in~es o ~ i  the walls 



of this grotto: Buddha, preaching, and surrourided I,y diverse personages 
divine and human. T h e  style of  this wall paintirig reprewnts one of tlie 
many variants of the so-callecl Incio-Iranian liiaririer at Ki~il .  The  corn- 
position with superiniposeci rows of figures sytn~netrically flanking t l ~ e  
central Buddha is an arrangement often seen in Gantlhira reliefs. ?-lie 
forms are drawn with the same wiry lines alreatly noted in otlier [rag- 
merits, and the general impression woultl I)e that of flat pattel.ni~atio11, 
were it not for the use of a scl~ematirerl cljiaroscilro that consists in re- 
illforcing the contours of  faces, torsoes, a~it l  limbs with an intense orange 
pigment. This method serves to give the indivitli~al figures a suggestion 
of volume but, beyond the connotation of space indicated I,y the over- 
lapping of the rows of divinities, the forms appear to exist on the surface 
plane. Characteristic of this Central Asian style, which we have already 
seen, are the round faces and the stiff mannequin-like articulation of the 
bodies. Another constant feature, here as in other examples of tlie Indo- 
Iranian mode, is the exotic brilliance of the tonality. 
The iconographical conception of the painting with Hindu divinities as 
attendants is probably no more than a symbolical allusion to the sub- 
mission of the Brahmanic titans to Sakyamuni, and not, as in pictorial 
presentations of the Lonknvc~tai-n Slttt-a, of the Buddha's assutning the 
forms of the members of the Hintlu pantheon. 
The same insistence on form as a disintegration of substance, and the 
reduction of all pictorial elements to pattern, is illustrated ever) more 
strikingly by the wall painting of a knight from the Cave oE the Sixteen PLATE P. 162 

Sword-Bearers. Here is a style of almost heraldic simplification: the 
figures have the flatness and insubstantiality of the royal family of play- 
ing carcls. This wall painting represents a group of royal t lo~~ors.  The  
style of the picture, like that of Byzantine art, is a mi\r i~re of elenlerlts of 
classical and Near Eastern origin. It will be noted ~ I I ; I I  \pace as a pictorial 
factor does not exist. Figures, fo regro~~~l t l  and background, are all parts 
of a formalized pattern in a single p1;ilie. This characteristic is even more 
emphasized by the way in which the "sky," and ground around and be- 
hind the figures, is filled with a repeated lotus-but1 motif, as unreal as 
the design of a carpet. T h e  figures, like their B!/.rntine counterparts, 
appear to be standing on tiptoe, and their existence is noted only in terms 
of the eccentric silhouettes of their flaring mantles and pointed boots. 
We are more conscious of the textile designs than the structure of dra- 
pery folds and forms beneath. T h e  only surviving classical element in the 
representation of these figures is the suggestion of arbitrary shading in 
the reinforced orange contours of the faces. T h e  frozen rigidity of these 



Fig. 71 - Ja taka  scenes. Frotn the  " C a v e  in  G o r g e  R," Kizil, Chinese  Turkestan. 
C o m p a r e  p .  167. 

fornls ant1 the reduction of every element to a textilelike design are an 
inheritance from the Near East, specifically from the Iranian art of the 
Sasanian period, or the offshoots of that style, in ancient Soghdia. One 
should add to this the fact that there was no aesthetic feeling for the 
beauty of the lulman form as a physical organism in Turkestan, any more 
than there was in the art of the medieval M'est. 
An abstract, clecorative forin, strangely prophetic of Matisse, appears in 
the paintings from the Cave of the Frieze of Musicians. T h e  detail repro- 
duced from the Rupnvtrti Avctdrtncl is certainly only a more reEined va- 
riation of the style of the Devatii and Gandharva on Page 171. The  forms 
and their setting have been reduced to an arrangement in line and flat 
tone: the brilliance of the copper greens and lapis blues is clazzling, con- 
trasting with the chalky white of tlle flesh tones and the dark flower- 



strewn ground. Togetllcr with the floral form!, in the background, whit], 

appear like so lnany convcntionalizetl asterisks, the lig~ll-es are only dec- 
orative details in a magnif ice t~~ flat pattern, isolated like the shapes ill 

a Greek red-figure vase painting against the black ground. As can t>e 
seen by reference to the drawing of Figure 71, the forms are placed in the 
interstices of serrated leaf shapes, which themselves franled otller episodes 
from the Avadana or Jiitaka tales. 
This was a special type of religious larldscape painting developed at 
Kizil, a mode that has no antecedents nor any marked influence heyond 
Kucha. It is an arrangement for the narration of Jitaka stories, as on the 
ceiling of the Cave in Ravine R; each episode is enclosed in a merlon- 
shaped frame, so that the complete composition is divided into innumer- 
able separate space cells (Fig. 71). T h e  effect of these regularly repeated 
serrated leaf shapes is more that of a complicated foliate or flowered 
tapestry than a mural decoration in the usual sense of the term. It is 
possible to regard the individual chevron shapes as formalized mountains. 
In this respect, they have a certain resembla~lce to the sawtooth mountain 
conventions seen in the earliest wall paintings at Tun-huang (Page 207), 
conventions that the T'ang historians of painting scornfully referred to 

as mountains like "the teeth of a rhinoceros horn comb." It is barely pos- 
sible, as some scholars have suggested, that the merlon-shapes a t  Kizil are 
derived from the creneleations of ancient Iranian tradition, such as 
crowned the battlements of Khalchayan and the sanctuary of Surkh 
Kotal. 
The  dome of the Cave of the Ring-Bearing Doves, completely recon- PLATE P. 172 

structed in the Berlin Museum, is only one of a number of such painted 
cupolas painstakingly removed by the German expeditions from the 
grotto temples of Kizil and Shorchuk. T h e  prototvpe for this iconog- 
raphy of Buddhist. deities filling the cionle of a sanctuary is to be found 
in one of the shrines of Group C at Bimiyin, in \vhich pairs of walking 
Buddhas, framed in ultramarine aureoles and separated by columns, ciec- 
orate the rock-cut cupola.4 Although the decoration of  he walls of this 
chapel from Kizil, with subjects s ~ ~ c l i  as the Seven lewels of the Cakra- 
vartin - a syml~olical reference to Sikyamuni as M'orld Ruler, the First 
Sermon at Sirniith, and other scenes of Buddha preaching - is a completely 
Hinayina scheme, the arrangement of the dome with four Buddhas, al- 
ternating with four Bocihisattvas, certai~ily contains i~ilplicatiolls of a 
Mahayina concept, such as the deployment of the Buddhas of the Four 
Directions and their Bodhisattvas in fully developed mantlalas of the 
Great Vehicle. Since in the analysis of religious painti~lgs of the tradi- 



tional periods in the East as in the medieval West, it is never proper or 
possible to offer the explanation of  the artist's combining ligures of di- 
vinities solely for reasons of balance or decorative caprice, we can only 
conclude that, at Kizil and elsewhere, such domical compositions con- 
tain a symbolical reference to the ancient oriental concept of the Dome 
of Heaven, filled with images of  the transcendent Buddhas and ~ ~ d -  
hisattvas. From the point of view of style, the types of Buddha and 
Bodhisattva heads, color scheme, and the drawing of  the figures in corn- 
bination of thin line and faint suggestions of abstract shading, correspond 
to what we have seen in other examples of  the so-called Indo-Iranian 
manner in the Cave in the Ravine (Page 161) and the Cave with the 
Frescoed Floor (Page 159). 
T h e  sculpture of the Kucha oasis, which would include finds from Kizil, 
Duldul-akhur, and Kumtura, is presumably exactly contemporary with 
the wall paintings and provides a close plastic counterpart for the styles 
of these murals. There is also an undoubted relationship with the stucco 
sculpture of Tumshuk and Shorchuk in the ultimate dependence on 
Gandhiira styles. 

PLATE P. 173 A splendid and typical example of sculpture from Kizil is the head of a 
Bodhisattva from the Cave of the Statues, perfect in the preservation of 
its polychromy. T h e  type with the small penciled moustache and the 
princely crown is derived from the royal Bodhisattva images of Gand- 
hira. In  every respect, the head represents the same formalization of 
earlier classical forms seen in the Kizil wall paintings. T h e  locks of hair 
arranged in repeated figure-eight convolutions framing the brows and 
cheeks are a misunderstanding of Late Antique curls. There can be little 
tloubt that the bland, completely symmetrical mask was fashioned with a 
mold. With only slight variations the identical formula is repeated in 
other heads from the same site. There is a certain decorative originality in 
the fantastic crown, in which a tassle-like ornament emerges from a lotus 
ring and a completely stylizecl wreath covers the top of the head. This is 
a type of diadem that also adorns the heads of deities from Kumtura 
and, as suggested by the comparison with a head from Mathuri, is of 
ultimate Indian origin (cf. Ill. 29, 30, 31). 
T h e  paintings discovered at Kumtura southeast of  Kizil appear to reveal 
traces of Chinese T'ang influence to a far greater degree than the Kizil 
murals, but the painted clay sculpture from this site could be described 
as belonging so the same "International Style" as the Kizil wall paintings. 
In the figure illustrated on Page 154, the long robe, worn over a skirt or 
dhoti, has certain analogies to the painted sculpture at Kizil. T h e  cross- 



legged pose, of course, is highly suggestive of the Maitreya iconography 
of both Gandhiira and Chinese Buddhist sculpture. lndian elements re- 
main in the dark complexion and the soft pliant pose of the M y .  The  
tonality with dominant reds and greens is closer 10 the Chinese decora- 
tions in the Turfan  region than the cool mineral palette of the Kizil wall 
paintings. T h e  flowered pattern of  the robe calls to mind Chinese 
textiles of the T'ang period and tlie painted representation of such 
designs at Tun-huang. 
As has already heen noted, the beautiful head of a Bodhisattva froni 
Duldul-akhur (Page 147). although from a site in the Kucha oasis, is more 
closely i.c.lated to the style of  the transplanted late Gandhira sculpture of 
Tumshuk. 
The civilization of  Kucha, and with i t  the religious community at Kizil, 
came to an end with the disastrous Chinese punitive invasion of 648. On 
that day, the lutes and pipes of  Kucha were stilled forever. T h e  flower of 
Tocharian chivalry fell in the desert dust. With this subjugation of the 
Tocharian kingdoms of Central Asia, which included the fall of Turfan 
and Khotan, the old Indian and lranian styles disappeared forever, and 
thus, in the last monastic centers at Kumtura and Turfan an almost 
purely Chinese style prevailed. 

1. Subsequent Chinese exploration a t  the caves of K'o-tzu-erh-ming-wu. west of Ku- 
cha, has added little to our knowledge of the problem of the styles already known at 
Kizil. (Mentioned by Huang Wen-pi in a report for the Chinese Academy. Peking. 
1958.) 
2. See E. Waldschmidt, Gandhara,  Kutscha,  Turfan,  Leipzig, 1925. Taf.  26. 
3. At Kizil, the technique of the mural decoration closely followed the method found 
at BZmiyZn. The  dominant colors were lapis lazuli blue. copper silicate green, iron 
oxide red; the white gypsum ground usually served for the white areas in the com- 
position. A sooty charcoal gray was used for darker passages in the painting. This 
palette differs from the pigments used at Tun-huang, where azurite was substituted 
for lapis and ground malachite for green. (Cf.  R.  J. Gettens. "The Materials in the 
Wall Paintings from Kizil in Chinese Turkestan." Technical Studies,  1'1, 4 ,  April .  
1938, pp. 281 ff. 
4. B. Rowland and A. K. Coomaraswamy, T h e  Wall-paintings of India, Central Asia, 
and Ceylon, Boston, 1938, PI. 2. 



T h e  exact subject of this small painting is not positively identifiable, but obviously portrays a scene 
in a previous incarnation when the Bodhisattva slew himself to save the life of a child by the kneeling 
woman a t  the left. T h e  composition is framed in a conventionalized chevron mountain shape. ~t is 
one of sixty-five such separate JZtaka panels arranged in eight rows on  the haunch of the vault of 
the cells. As our drawing. Fig. 71 ,  shows, these multiple serrated panels were linked together to give 
a collective decorative effect. not unlike a complex foliate wallpaper pattern. 

I n  the eight gores of this melon dome are represented alternate figures of Buddhas and Bodhisattvas. 
Nagas support the lotuses on which the Buddhas stand; some hold sacred jewels (cintamani) in their 
hands. Demonic figures attend the figures of the Bodhisattvas. A lotus blossom is supended over the 
head of each figure. The  Bodhisattvas wear tiaras with three disks, a distant echo of the headdresses 
of the divinities a t  Biimiyiin and Kakrak. At least one Bodhisattva, wearing the Brahmanic topknot 
of a n  ascetic and holding a flask, might be identified as Maitreya. 

This head of a Bodhisattva is remarkable for the nearly perfect preservation of its polychromy. The 
type, with the small penciled moustache and princely crown, is ultimately related to the royal Bodhi- 
sattvas of Gandhara. I n  every other respect the head represents the same formalization of earlier 
classical forms seen in the Kizil wall paintings. T h e  locks of hair. arranged in a repeated fi~gure-eight 
convolution framing the brows and cheeks. are a misunderstanding of Late Antique curls. There can 
be little doubt that the bland, completely symmetrical mask was fashioned with molds. With only 
slight variations the identical formula is repeated in other heads from the same site. There is a certain 
decorative originality in the fantastic crown, in which a tassel-like ornament emerges from a lotus 
ring within a completely formalized wreath covering the top of the head. 

This unusual sculpture represents a seated personage with legs crossed a t  the ankles, wearing a magni- 
ficent gold-bordered robe of flowered silk. T h e  figure has long black 1oc.k~ falling below t h ~  shoul- 
ders. The  right arm, broken above the elbow, ~ ~ r o h a h l y  reached down to hold some \.oti\,e offering in 
the lap. The  figure was attached to the corner of a gallery or  balcony and presumably represents a 
lay personage. The  long robe, worn over a skirt or  dhoti, has certain analogies to painted sculpture at 
Kizil. T h e  pose, of course, is highly suggestive of the cross-legged Maitreya inconography in Chinese 
Buddhist sculpture. Indian elements remain in the dark complexion and the soft pliant pose of the 
body. The  tonality with dominant reds and greens is closer to the Chinese work in the Turfan region 
than the cool mineral palette of the Kizil wall paintings. 
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D O ~ @  from the Cave of thc Ring-bearing Doves, Kizil, Chinese Turkestan. 6th-7th century. A.D. In- 
direha Kunst Abteilung, Staatlrche Museen, Berlin (Dahlem).  
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~ Q ~ P I C ~  fiw from balcony. Painted clay. From main hall, Kumtura, Chinese Turkestan. H. gi j-1* 
%& C%mW a.~. I*d&t?he Kwnst A%t&lung, Stmtlithu Musttm, Burlin (Dehlem). 



IX. S E R I N D I A  

SHORCHUK A N D  TURFAN 

T h e  end of the Central Asian Tradition 

The desolate temples ant1 Ming-oi' ("The Tllousand Houses") of Shor- 
chuk located on the northern caravan route between Kucha and Ka- 
rashahr were for a span of centuries a strategic junction for the meeting 
of influences from East and \Vest. T h e  quantities of sculpture recovered 
from the sand-buried shrines and abandoned grottoes by Stein and von 
Le Coq represent a variety of styles and span perhaps as much as half a 
millennium in date. It  is evident that formative influences came from 
Kucha and, perhaps by way of Khotan, borrowings from the style and 
technique of C;andhira. Other examples of sculpture in the universal 
Central Asian medium of painted clay display a countercurrent of in- 
fluence from China and Turfan. 
On the basement wall of a sanctuary at Shorclluk, Stein uncovered a 
series of reliefs in the combination of clay covered b y  a sllell of stucco, 
the traditional method of the chloroplasts of Hadda (111. 32). The  group 
illustrated is composed of figures enveloped in clinging robes with the 
drapery conventionalized into a r~etwork of stringlike folds, a formula 
reminiscent of late Gandhara images and even more closely resembling 
the statues of the Rawak vihara. T h e  photograplls taken during the 
cursory excavations undertaken at this site by Baron Oldenburg display 
the remains of complicated reliefs filled with densely crowded figures in 
several planes, an arrangement that in the tlepth and pictorial character 
of these plastic tableaux suggests the clay relief panels of Tumslluk. 
In one of the shrines (G 4) explored by Baron Oldenblu-g at Shorchuk 
(Simsim), the walls of a narrow chapel corridor were completely covered 
with clay reliefs of a great host of divinities, rising tier upon tier from 
floor to roof. This astonishing Baroque composition, unlike anything else 
in Central Asia, with the possible exception of the frieze at Khalchayan, 
is known to us only in old photographs.1 In its complexity and sug- 
gestion of movement, this assembly of divine beings in high relief has an 
astonishing resemblance to some of the overpowering sculptural en- 
sembles of Hindu shrines such as Khaiuraho and Konarak. 



T h e  torso of a Bodhisattva or deva from Shorchuk on Page 183 is an 
illustration of this same Central Asian Gandhira style. T h e  attenuation 
and torsion of the body appear like a rather clumsy eastern imitation of 

the Hadda-Taxila manner. T h e  deeply incised folcls of the skirt reveal a 
vaguely classical pattern, although it is obvious that the formula is no 
longer fully understood, so that the organization of the folds is neither 
consiste~lt nor convincing. It is evident that this group of ~ c i i I p t u r ~  from 
Shorchuk must represent an early phase of the Buddhist art of the 
Shorchuk-Karashahr area, since, as will become apparent immediately, 
the many picbces collected I>y von Le Coq in the cave temples are in the 
orbit and period of the culture of Turfan anti T 'ang China. 
As in so many of the sites we have visited eastward from Afghanistan, the 
interiors of the cave temples at Shorchuk were composed as religious 
tableaux combining painting and sculpture around the principal object 

PLATEP. 174 of worship. A single example, a Devati from the Nakshatra Cave, de- 
monstrates this ~nethocl of tlecoration. Superficially with her heavy crown 
and massive earrings, the long locks of  azure hair carries us back to the 
exquisite sculpture of Fondukistan (Page 114) an impression heightened 
by the coloristic brilliance of the acloring Devati. But there the re- 
semblance ends. T h e  completely symmetrical face, a duplicate of others in 
the same series of figures from this grotto, was undoubtedly made with a 
mold and has at least a generic resemblance to masks of the divinities of 
Kizil (Page 173) and Duldul-akhur (Page 147). In the present example, 
however, the often sensitive modeling of the more westerly sites has given 
way to a smooth surface treatment; this quality, the definitely spheroidal 
character of the head, and the cylinclrical arms suggest a Central Asian 
approximation of the plastic style of the T 'ang period in China. 
Belonging to the same general style and period, but sonlewl~at more in- 
gratiating in the greater softness of execution, is the beautif~~lly preserved 
seated Buddha from the Kirin Cave. T h e  graceful flowing lines of the 
incised drapery folds follow a formula familiar to us at Fondukistan 
(Ill. 24). T h e  hair covering the skull ant1 ~r .~l in isha is rendered in pat- 
ternized swirling flame shapes, a completely decorative reworking of the 
flowing locks of the C;andhira Huddhas, occasior~ally seen in certain 
stucco heads from Haclda antl Taxila. As in the case of the Devati dis- 
cussed above it is impossible to arrive at anything more than an ap- 
proximate dating of about. 600 to 800 for this sculpture. T h e  Shorchuk 
Rucldha provitles one more example of  the extraordinary longevity of the 
Gandhira style in literally every Buddhist conlnlunity east of the Pamirs. 
Certainly the floral decoration of the Buddl~a's throne woultl not be out 



of place at Tun-huang and, again, as in our examination of the bust of 

the Devati, the swelling roundness of  the plastic treatment combined 
with the elegant and realistic ~nodelirlg of  the left hand inevitably sug- 
gests the Chinese T'ang sculptor's adaptation of the canon of Gupta art 
in India. 
The extremely decorative wall painting of an assembly of Buddhist PWTEP. 186 

monks from the Ming-01 site of Shorchuk belongs within the Chinese 
sphere of influence in the Turfan  region of the eighth century and later. 
The disciples in their canary yellow robes are portrayed in two registers, 
their hands folded in prayer. T h e  fact that those in the front are shorter 
in stature may simply indicate that they are younger novices, so that the 
whole composition is not to be interpreted as an example of reverse per- 
spective. T h e  figures are all conceived in terms of line and flat tone with 
thin, wiry brush lines, drawn with a certain delicacy and assurance, but 
with the same formula of surface conventions of strokes for the drapery 
structure repeated in each figure. T h e  heavy-jowled round faces, all of 
them types, have a distinctly Mongol cast. T h e  only trace of \Vestern in- 
fluence in this provincial example of T 'ang painting is to be seen in the 
roundel decoration of the yellow robes, a Chinese transformation of Sasa- 
nian textile design. 
When, in the early seventh century, Hsiian-tsang journeyed to Kao-ch'ang 
he traversed a vast desert tract, where "there are no birds overhead, and 
no beasts below; there is neither water nor herb to be found. .  . through 
which the only means of observing the way (was) the heaps of bones and 
the horse dung." Tormented by mirages of great armies maneuvering in 
the sands and by demons riding the howling winds, he finally made his 
way to the capital where the king endeavored to persuade the pilgrim to 
become his palace chaplain. Probably, even in this time, the oasis was 
only able to survive through an elaborate system of knrez, or subter- 
ranean irrigation tunnels, as Stein suggests in his description of the 
universal desolation surrounding modern Turfan and its ruin fields. 
'The Turfan oasis, or basin, lies to the north of the Taklamakan Desert in 
the shadow of the Kurak-tag11 range, in a sort of vast natural amphi- 
theatre through which passed the "New Caravan Road" opened for trade 
with the West as early as the Han period. Kao-ch-ang (later known as 
Khocho or Kara-khoja or Qoco) was the capital of the region as early as 
the first centuries of our era. From its geographical position beyond the 
western hinge of the Great Wall, Turfan was always subject to Chinese 
influence, both political and artistic, and at the same time subject to 
inroads by the Turkish hordes and later the Tibetans. In no other 



F t g .  72 - Boar's heuri ~ r r c r l a l l ~ o ~ ~ .  7 'oyuk ,  ( I h r r l e ~ e  7'utAc.i/trrr. C ~ , t t t p , r , ~  p .  I / . ! , .  

Central Asian site is it Inore possible to trace artistic developments as 

parallels to political change than in Turfan.  In  tlle beginning both the 
people and language of T u r f a n  were relatttcl to tlie Indo-lranian culture 
of Western Turkestan, but with the ascendancy of the Ch'iu dynasty of 
Chinese origin in the fifth century there began a gradual process of 
"Sinification," culminating in  tlie conquest of Tu1-ian by T ' a i  Tsung's 
armies in 640. From then 011, until the Uighur occupation of 843, Turfan 
and its art  were to all iriterits ancl purposes a province of T 'ang  China. 
During the Uighur domination blanichaean ant1 Nestorian establish- 
ments vied with B~~tlclhism, until the end  of the ninth century, when 
Buddhism, characterizecl b y  Tantr ic  irlfluences from Tibet ,  enjoyed a 
revival, that lasted until the Moslem and blongol invasions. 
T h e  term Tlclfan embraces a great number of separate sites, both re- 

Fig. 73 - Boar'.) head  medallion: 
Detail  of o itloll painlitzg. Afrnsiab 
( S o m a r k a n d ) ,  U . S . S . R .  Compare 
1. 179. 



ligious and secular, rcpreseliting every pliase of tlle tlevelopment ol' art in 
Eastern Turkestan. We know the art of tlic region througli the efforts of 
the Germall expeditions of \Ion Le Coq ant1 C;riinwetlel and tlle extensive 
excavations by Sir Aurel Stein ir i  tlie early decades of our century. 
The principal sites excavated by von Le Coq a~itl  Stein include the cave 
tenlples in tlie red santlstone cliffs o l  the gorge of 'T'oyuk, ancl ruins of 
the Uighur capital of  Kara-khoja, twenty miles eaht of Turfan, tlie Hud- 
&list grottoes in the pictureque valley of Bazalilik, the defile ot the 
Kizil-Tagh, east of Kara-kho la. Hotli Steiii ancl t lle Japanese cxpcdit ion 
under Count Otani explored the graveyard ol  Astatla at the outskirts of 
ancient Kao-ch'ang. 
Each of the successive centuries of culture in the I'urfan oasis reveals a 
completely different and separate stylistic character. The  earliest remains 
of sculpture and painting from such sites as hiurtuk and Toyuk are 
distinctly "Western," a combination of Indian and Iranian elements, with 
only slight suggestions of Chinese influence. At Toyuk, for example, the 
Gerinan expedition tliscovered a frieze of painted boars' heads ill medal- 
lions (Fig. 72), a colnpletely formalized version of a motif originating in 
Sasaniari textile design and also found in the painted decorations of 
Binii\;ttl (Page 91) and Afrasiab (Fig. 73). 
Tlie wall paintings from the shrines at XIurtuk, east of Turfan, clearly 
demonstrate the Chinese domination o f  the art of this region as early as 
the eighth century. T h e  rather strident rainl~ow l i ~ ~ e s  ol the detail of a 
Buddha image illustrated on Page 185 display a tonality totally different 
from the cool, mineral palette of the Kizil murals. Both the types and the 

Fig. 7 4  - Horse .  Ch inese  
grace figure. F o g s  Ar t  Mu-  
seum,  C a m b r i d g t .  Mass. 
C o m p a r e  p. 180. 



Fig. 75 - K u  K'ai-chih, 
de ta i l  f r o m  the  scroll, "The 
a d m o n i t i o n  of the instruc- 
tress t o  the  court ladies." 
Brit ish M u s e u m ,  London. 
C o m p a r e  p.  189. 

Fig. 76 - Y e n  Li-pen,  scroll ) 
o f  portraits  of thirteen em- 
perors,  de ta i l .  Museum of 
Fine  Ar t s ,  Boston. Compare 
p .  190. 

color scheme are comparable to the cycles of painting of the T'ang period 
in the Thousand Buddha Caves at Tun-huang. T h e  actual choice of the 
dazzling coml~ination of colors is only another different attempt to sug- 
gest the radiant splendor of the celestial realms by the sheer brilliance of 
the tonality, a device independently arrived at by the mosaicists of By- 
zantium and the Italian religious artists of the late Midclle Ages. 

PLATE P. 188 Indicative of the variety of styles, all of them ultimately of Chinese 
origin, is another fragment of Buddhist wall painting from Khocho, the 
Kao-ch'ang of Hsiian-tsang's epic journey. Enough remains to enable us 
to identify the episode of the Great Departure, which hacl been popular 
in China as early as the fifth century, in the reliefs of the grottoes of YGn 
Kang. T h e  heavy proportions of tlle Bodhisattva are completely typical 
of the T'ang figure style, and Siddhartha's steed with its long mane and 
lean neck repeat an ideal of animal proportion seen in countless grave 
figurines of the T'ang period (Fig. 74). Again completely Chinese is the 
sure and sweeping line drawing. 
Although there are minor variations in plan and elevation, many of the 
temples at Bazahlik repeat the typical form of  the grottoes at Kizil, with 
a square cella enclosing a stupa, preceded by a porch or open gallery. At 



Tur tan  sonie of the chapel5 wel-e liollo~,ecl our 01 [lie rock, I)ut otllers 
were freestanding 11-ooclen rtl-ucture+ I ) \ ~ i l t  against the sicle of the gorge. 
so~ne t i~nes  with rill 01- pa1.r of tlie cella cut inlo the wall ol the cliff. 
\2'llcreas the art  o f  Kucha allel other weste1.1). +ites on [lie norther11 trade 
route were exclusi\~ely cleclicatecl to Hina\.iina Bucltlllism. in the T u r f a n  
region wall painting ant1 sc.t~ll,t\rre alike \$.ere tle\.otecl to Alahiyana 
~hemes.  hlany sho\s Talitl-ic eleniellts int1.oducecl Irom Tibet  in the ninth  
century. O n e  ol' the fa\.ol-ite subjects a t  Hazihlik was the representation 



Torso of a Bodhisattva o r  Deva. Painted clay. From Shorchuk. Chinese Turkestan. 5th-6th century 
..\.D. or  earlier. Indische Kttnst Abteilung, Staatliche Museen,  Berlin ( D a h l e m ) .  
The  figure. nude from the waist up, wears a skirt o r  dhoti still vaguely reminiscent of a classical gar- 
ment. It was probably a part of a large relief composition. such as those uncovered by Oldenburg, 
Stein. and von Le Coq, in their explorations of the Ming-oi' of Shorchuk. I t  is possible that the rather 
heavy blue and green of the skirt represents a later overpainti~lg. 

This and other similar half figures of divinities were originally installed in niches some two meters 
above the floor, as if to suggest that they were adoring the Buddha from the skies. The  devata wears 
a heavy diadem above the coiffure arranged in incised gore shapes and massive earrings. Billowing 
behind the figure is a volun~inous rnantle framing the deity like an i111re01e. T h e  hands folded in  
aiijali m u d r i  hold two blossoms as offerings to the Buddha. 

T h e  pedestal is decorated with two wreaths of conventionalized flowers enclosing winged deer, 
perhaps a local variation of the Sasanian roundel pattern. T h e  Buddha is represented seated in the 
yoga posture. the left hand holding a fold of his mantle. T h e  missing right hand probably described 
the vitarka mudrii of teaching. 

in gigantic scale of the Manushi Budtlhas, repeatetl endlessly in the 
temples explored hy von Le Coq ant1 Stein (111. 33). T h e  Manushi Bud- 
dhas are tlie pretlecessors of ~ i k ~ a m u n i ,  wlio appeared in the world in a 
succession separated by vast aeons of time. T h e  nunlber of these para- 
cletes varies from five to as many as fifty-two in Nlahiiyina texts. In 
Tibetan and Nepalese Bucltlhis~n they are I~elieve(l to be imhued with the 
essence of the cosmic creator, Acli B~~dcl l ia ,  and a t  their death or Nirvana 
were reabsorbed into tlie gotlheatl. One, Dipankara Rutldha, enjoyed 
particular popularity because (luring his earthly ~nissiorl he prophesied 
that his devotee Sunlati woliltl one clay be reborn as tlie Iiistorical 
Buddha Sikyamuni.  A number of these large wall paintings, recovered 
Ily von Le Coq, were imbedclecl in tile walls 01 the Museum fiir Volker- 
kunde in Berlin, where they were completely tlestroyetl (luring the Secolld 

PLATE P. 193 Ilt'orld M'ar. Others of the salrle type recoveretl by Aurel Stein from ad- 
,joining caves, but more severely tlamagetl, are exhil,itetl i r ~  the hluseum 
for Ceritral Asian Antiquities in New Delhi. Tlle arrallgelnent in all is 
invarial)le, wit11 a large UucItIIia treatling on lotus I~lossoms flanked I ~ Y  
tlo~lors ant1 divine personages. 
From the stylistic point o f  view it is evidenl at once tliat tliese murals 
belong to the period when tlie art  of  the T u r f a n  region was completely 
do~nirlatetl by the influence of T ' ang  China. Altliough tlie basic conlposi- 
tion of a central Btltldha, surrounclecl by attcntlants in slualler scale, goes 
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Group of Monks. Wall painting from Ming-oi site (M. XIII),  north of Shorchuk, Karashahr, Chi- 
nese Turkestan. W. 29% in. 8th-9th century A.D. Museum of Central Asian Antiquities, New Dehli. 
This fragment was removed from a small sanctuary, which may have been a Buddhist theological 
seminary. The group of disciples in the present wall painting is probably to be considered in con- 
nection with other panels representing aged Buddhist teachers from the same cave. 
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8 ~ t ~ d  Buddha. Detail. Fragment of walZ-paMng fmm Temgk 19, Bdurtuk, Tmddn, Chin* Ttd 
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The Great Departure. Fragment of wall painting. From Khocho, Turfan, Chinese Turkestan. H. 
10% in. 9th century A.D. Indische Kunsi Abteilung, Staatliche Museen, Berlin (Dahlcm). 
This fragment originally decorated the central rosette at the summit of a temple cupola. The picture 
dWs the legend of Siddhartha, mounted on his horse Kanthaka, fleeing from his father's palace at 
W d w a t u  to renounce the mmps d the world. The Bodhisarttva's left hand is raised in tha 
121$ Tk &am is aided by .a aurcbu~t dmbua 
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back to precedents in the art of Gandhara, and a few scattered details 
as winged helmets and types of armor, are vaguely reminiscent of 

Sasanian motifs, the style as a whole is unmistakably Clhinese. Not only 
do the bland spheroidal masks of the Buddha and attendants reflect the 
T'ang transformation of the Gupta style but the essentially linear char- 
acter is not notably different from what we see in paintings of the seventh 
and eighth centuries at Tun-huang. These huge panels have a distinctly 
flamboyant, Baroque quality in their crowded, intricate compositions and 
the somewhat lurid palette of reds, blues, greens, and maroons. Such 
minutiae as the conventionalized floral forms and drapery patterns are 
again derivative of T 'ang formulas. 
The Tantric ogress, or  Dikini, illustrated on Page 194 is another master- 
piece of the T'ang style in this last phase of Central Asian art. T h e  as- 
surance of the draftsmanship expressing at once fullness of form and 
movement is comparable to the finest examples of Buddhist painting at 
Tun-huang. T h e  suggestion of a swaying, dancing rhythm, appropriate to 
the iconography of the Dikini, is imparted not only by the gentle torsion 
of the slim body, corseted in a scaled cuirass, but also by the long flut- 
tering scarves, streaming like pennons in the wind to fill more than half 
the wall space allotted to the figure of the Diikini herself. These wind- 
blown ribbons cannot fail to remind us of the similar use of such motifs 
in the famous scroll attributed to Ku K'ai-chih (ca. A.D. 400). "The Ad- Frc;. 75 

monitions of the Instructress of the Palace Ladies," in the British Museum. 
The painting of draperies stirring and moving as though a wind were in 
them is attributed to the great Wu Tao'tzu by the T'ang historians of 
painting in their descriptions of Master 1i\'ll1s now-vanished masterpieces 
in contrast to the soaked, clinging draperies characteristic of the Soghdian 
artist Ts'ao Chung-ta. Again, in this particular frieze from Turfan, the 
isolation of the figures against the empty background reflects this com- 
positional device in the classic Chinese mode of figure drawing as seen in 
the scroll by Ku K'ai-chih and the works of early T'ang masters like Yen 
Li-pen. Likewise, the color scheme in its combination of ocllers, greens, 
and tawny browns is a distinctly T'ang palette. 
The penetration of Manichaeanism into China is attested by textual 
evidence, such as the dispatch of a "Teacher" as an envoy of the king of 
Chaganian to the T'ang court in . 4 . ~ .  719, and by the finds at Khocho of 
fragments of sacred texts and votive portraits of noble devotees of the 
faith. In the example illustrated, although realistic portraiture is in- PLATE P. 195 

tended, the formula for the massive bearded head and the hieratic pose 
echo the Chinese-type portraits of the early T'ang period, as in \'en Li- 



Fig. 77  - Elel~en-headed 
Al~aloki lesz~ara (Juichirnen 
K a n n o n ) .  K o n d o  of t h e  HO- 
ryuj i ,  Nara ,  japan.  Com- 
pare p. 191. 
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Asian congregation is a kind of realism we have not previously en- 
countered in Central Asia. Although certain technical details, like the 
fine linear expression and the blank background, are suggestive of Chi- 
nese practice, other details, like the abstract greenish shading of the 
piest's robe and the whole feeling of the panel, crude but direct in nar- 
rating a religious scene, are haunting reminiscences ot the Late Antique 
mode of Early Christian art and Byzantium, a style completely apart from 
the Indo-Iranian idiom of Kucha ancl the Chinese tradition of Turfan. 
This fragment, like the Nestorian remains from Khocho, clearly indicates 
that each separate religious group, represented in these missionary out- 
posts, perpetuated something of the artistic traditions of its distant 
origins in the Roman East and Iran. 
Typical of the predominant Mahiiyina iconography and style of Turfan 
is the fragment of a banner representing the Eleven-headed Avaloki- PLATE P. 197 

teivara. This esoteric form of the Bodhisattva of Compassion is known in 
many examples of T'ang sculpture and painting. A wooden image of this 
deity of the tenth century or earlier was found at Toyuk. The  present 
example is an illustration of the kind of classical perfection developed in 
T'ang China on the basis of Indian models. The  conception in rounded 
volumes stressed by the rhythmic repetition of the curved lines describing 
the outline and interior drawing of the features gives an air of rarefied 
purity, the T'ang adaptation of the Gupta formula to volumes even more 
abstract in simplified geometric circular shapes. In the process all sug- 
gestion of the Indian expression of sensuous warmth and sensuality has 
been refined away. Although the rounded lines may suggest spheroidal 
mass, the expression is essentially composed in terms of line and flat tone 
through the traditional Chinese mode of calligraphic, even cursive, drafts- 
mansliip. 'Illis fragment, a not undistinguished example of the mature 
T'ang style of Buddliist painting, is conlparahle to the probably some- 
what earlier representation of the Eleven-headed Avalokiteivara in 
one of the t~acllv damaged eighth-celitul-y wall paintings of Horyiiji at 
Nara (Fig. 7 7 ) .  
The graveyartl of Astana in the Turfan oasis yielded a treasure trove of 
textiles and hagments of painting to 110th the Tapanese expeditions and 
11ie excavation of tllis site 1 1 ~  Sir ;\t~l-el Stein. The  fragments of woven silk 
i l l i  lrltlc the Imal-'s I~eacl niedallion (Plate 15). which is probably of pure 
. j ; i \ ; i l l i ; i l ~  ol.igill, at~cl. among tllc lapancse fintls, are fragments of the 
I ; l v o ~ - i r c .  S;~,anian enit~letn ol  the wingctl I~orse, u~liicll are possibly of 

(:;l\l('r~i I l . ; t ~ i i ; i ~ ~  origill 01 local i~llitatio~is of this originally Zoroastrian 
~ l ~ o ~ i f .  



The fraglnentary paintings found at the site obviously date from a period 
when the art of the Turfan oasis, like the decorations of the Tun-huang 
grottoes, was a provincial extension of Chinese painting of the T'ang 
period. In the collection of the National Museum in New Delhi are frag- 
ments of scroll paintings on silk, painted in a courtly style representing 

PLATEP. 190 ladies and attendants under flowering trees. The  famous painting of 
Court Ladies Preparing Newly Woven Silk by the T'ang painter Chang 
Hsiian, which we know only in a copy attributed to the Sung emperor 
Hui Tsung,a belongs to this same school, which derives from the T'ang 
court painter Chou Fang, known by a copy of a similar subject of court 
ladies listening to music.4 The  Astana painting exhibits the same T'ang 
ideal of soft, voluptuous beauty, painted in brilliant colors, with the 
forms set off against a background of empty silk. This same figure style is 
represented by other eighth-century masterpieces, like the Kichijoten of 
Yakushiji at Nara 5 and the screens with paintings of ladies under trees 
in the Sh6s6in treasury.6 The  fragments of the scroll in New Delhi are 
without doubt an imported example of this style to Turkestan. These 
soft beauties in the serenity of this budding grove are a small but ex- 
quisite Central Asian reflection of the golden luxury of the short moment 
of grandeur in the civilization of T'ang China. 

1 .  Scythian, Persian and Cr2ntral Asian Art from the Hermitage Collection (Cata- 
logue, in Japanese), Tokyo, 1969, p. 7 .  
2. S. Beal, Life of Huien-tsang, pp. 18, 2 1 .  
3. Sherman, E. Lee, A History of Far Eastern Ar t ,  New York, ( n o  date) .  p. 339. 
4. Ibid. ,  p. 290. 
5 .  Ibid. ,  Fig. 346, p. 273. 
6. Ibid. ,  Fig. 347, p. 273. 

T h e  figure, with the exception of some small indication of shading in the folds of the robe, is pre- 
sented entirely in terms of the virtuoso line drawing typical of the T 'ang period. T h e  mask of the 
Buddha is the same formalized stereotype, again entirely linear in expression, which appears over and 
over again in the wall paintings recovered from this site by Stein and von Le Coq. T h e  color scheme 
with its predominant reds and greens is a tonality frequently encountered in the wall paintings of 
Tun-huang. 

I n  Vajrayina. or Tantric Buddhism. the Five Dakinis. like the Five Taras. are the female counter- 
parts or consorts of the Five Dhyini  Bodhisattvas. They are sometimes described as fiends or the 
manifestations of Kili .  Their  pacific and angry aspects arc reflected in the three heads of the exam- 
ples from Bezaklik. They are sometimes associated with the more orgiastic rituals of Tantric Bud- 
dhism, exerting their charms to  arouse excesses of lust to provide a cathartic subjugation of evil im- 
pulses. Their  attributes include the noose, the sacrificial knife, the skrrllcap, and the vajra. Their 
presence a t  Bezaklik may be taken as evidence of the strong Tibetan influence that began to infiltrate 
Buddhism and the art  of Turfan and Tun-huang in the eighth century. 
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biikini. wag painting from Bezaklik, Turfan, Chinese Turkestan. 8th-9th century A.D. Museum csf 
C'nhd A d d  Antipuitirs, N6w Delhi. 





"Palm Sunday." Wall painting from the Nestorian temple from the eastern gate. Khocho, Chinese 
Turkestan. H. 23% cm. 9th century A.D. Indische Kunst Abteilung, Staatliche Museen, Berlin 
(Dahlem)  . 
This fragment of wall painting shows a robed priest holding a chalice before a group of worshipers 
of obvious Mongol type. They hold what look more like the branches of fruit trees than palms. 'l%e 
principle of hieratic scaling prevails in the difference in size between the priest and the congregation. 

One explanation of this esoteric form of the Bodhisattva of Compassion is that when Avalokitedvara 
looked down on the miseries of the world, his head literally split with pain, and his spiritual father, 
the Buddha Amitiibha, refashioned these fragments into eleven separate heads, some benevolent, 
others malignant in expression. Nine heads are visible in the fragment in our illustration. According 
to a different iconographical explanation, three heads express rage at the evil of the world; three 
rejoice in the good; and three are filled with compassion for man's sorrows. The crowning head of 
the Buddha Amitiibha appears at the top of the Turfan painting. The left hand is raised in the 
t~itarka mudrii. 





Detail of Ladies and Attendants under Flowering Trees. Fragments of painting on silk from Astana, 
Chinese Turkestan. 8th century A.D. Stein Collection, National Museum, N e w  Delhi. 
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X. T H E THOUSAND BUDDHA CAVES O F  TUN-HUANG 

T H E  A R T  O F  T H E  SILK ROAD AND T H E  FAR EAST 

The last stage on the long road from western Central Asia to the gates of 
China proper was the oasis of Tun-huang at the end of the lines 
that constituted the western end of  the Great M'all. Although the region 
of Tun-huang in present-day Kansu Province came under Chinese rule 
as early as the first century oE our era, the actual foundation of the fa- 
mous Thousand Buddha Caves (Ch'ien Fo-tung) is traditionally asso- 
ciated with the monk Lo-ts'un, the holy man from the "Mrestern Coun- 
tries," who excavated the first sanctuaries in the loess cliff in the year 
A.D. 366. As is specifically mentioned in the lYci shu ,  "The land of Tun-  
huang, from its relations with the religious and laity of the M'estern 
Countries, obtained from them prototypes for stupas and Buddha 
images." A later inscription of the year A.D. 7'76 relates that "first the 
Thousand lmages of the Thousand Buddhas of the kalpa of the virtuous 
were modeled in moist clay, which was then painted with various colors; 
spaciously the walls of the shrines were freed from the rock; majestically 
the golden faces of the Buddhas assumed their shapes" - a description 
that would be equally valid for the procedure followed in the sites of 
the "Western Countries," from which the artists of Tun-huang drew 
their inspiration. 
The stylistic character of the surviving painted and sculptured decora- 
tions of the Six Dynasties period reveal the closest connections with the 
styles at Kizil and other sites on the northern trade route. Before 
A.D. 439, when the territory was taken by the T'opa Tartars of the 
Northern Wei dynasty (A.D. 386-534), Tun-huang had been the domain 
of the Liang people. T h e  Liang rulers, sometimes of Tibetan, sometimes 
of Chinese origin, maintained a precarious, ephemeral dominion in 
Kansu Province as early as the late fourth century. T h e  kings of the SO- 

called Northern Liang dynasty, founded in 410, were ardent patrons of 
Buddhism. FoI I ,  , M . I I I ~  the invasion of the T'opa Tartars in 439, the pop 
ulation of K ~ I I , ~ I  ~ t - ; t s  enslaved and deported to the M1ei capital at Ta 
T'ung-Eu. It  is quite possible that Liang artisans, trained at Tun-huang, 
may have had a part in fashioning the images in the cave temples of Yiin 
Kang begun in 450. 



Fig .  78 - Fragment  o /  a  
s t a t u e  o f  t h e  B u d d h a ,  from 
K i z i l ,  Chine.re Turkes tan.  
S t a t e  Museun l s ,  Prus.rinn 
C u l t u r a l  Proper t y ,  Indian 
A r t  D e p a r t m e n t ,  Berlin. Se t  
beloul.  

Although it used to he assumetl that all the early work at Tun-liuang 
perished during the persecution of Butldhism from A.D. 446 to 453, many 
Western as well as Far Eastern scholars are now of the opinion that at 
least some of the earliest surviving wall paintings ancl sculptllres at Tun- 
huang escaped this iconoclastic movement and may be dated in tlie 
Northern Liang periotl (A.D. 412-439). or slightly later. In this connec- 
tion, the earliest dated inscription of A.D. 538 is locatetl in Cave 285 (Cave 
120 according to the nunlbering system of Paul Pelliot). 
A single example will serve to show tlie close relationship between Tun- 
huang anti tlie K~lcha oasis. In a number of the earliest caves, the 
modeled clay Kudtllla statues reveal a drapery formula in which the 
originally classical garment has I~een retl~~cetl to a series ot flat, tapelike 
foltls arranged in meaningless l'orketl foltls ("Gahel Falte") over the torso 
ant1 liinl~s (111. 34). This convclltion, originally appearing in late Gand- 
hira statues from Pait ivi  (Ill. 2) ant1 Sliotorak, is presented as a com- 
pletely formalized pattern in a fragment f r o ~ n  Kizil (Fig. 78). It makes its 
appearance, too, in sonle of tlie earliest Chinese rock-cut statues of the 
later fifth century, notal~ly tlie a~tenclant Budtlha image of Cave 22 at 
Yiin Kan (ca. A.D. 450-494) (111. 35) ant1 the I~ronze Rlaitreya of A.D. 477 
in tlie Metropolitan IbIi~seuin, New York.1 
It  slioultl be notecl that, cven in tlle earliest caves at Tun-huang, where 
Central Asian in fluencc l>redonlinatetl, there was I~eginning to emerge 
that ~xwely Chinese style of Hilcltlliist scl~lpture, which in its hieratic all- 
straction and tlematerialization of the forms into linear sy~nbols of divine 



beings, is a process closely approximating tlie similar al~stract fornlulas 
to suggest the transcendental and invisil~le in the Komane.que p e r i d .  
The special factors of  this Six Dynasties style, such as the conception of 
the heads as cubic masses and the elongation and flattening of  the bodies, 
are mystical rather than decorative in intent. 
One of the earliest wall paintings at Tun-huang of the Six Dynasties pe- 
riod will serve admirably to illustrale the transference of Central Asian 
styles, notably the manner associated with Kucha, to this Chinese Bud- 
dhist frontier post. This  is the representation of the Ruru Jataka, dealing 
with the Bodhisattva's incarnation as a stag, in Cave 257 (Pelliot, 110). PLATE P. 207 

Although the serrated-mountain conventions and the flowerlike trees 
are inherited from the technique of  the Han reliefs, many elements take 
us back to the styles we have followed over the Silk Road from Western 
Central Asia; for example, the batiklike quality of the deer outlined 
against the red background reminds us of the famous stenciled ram 
textile of the Sh6sGin (Fig. 79), itself an ultimate reflection of the heraldic 
style of Sasanian Iran. Like the Chinese imitations of Sasanian textile 
patterns found a t  Astana, the ShikGin ram batik is probably a production 
of the seventh century, when the flight of the Sasanian nobility, together 
with Persian craftsmen, broke in a wave of Iranian influence over China. 
We have encountered the floral conventions that fill the background of 
the Tun-huang Deer litaka at Kizil and Bimiyin. Even though the red 
ground of the Tun-huang mural may have an iconographical significance 
- a  symbolic reference to the red earth of the Gangetic plain where the 
legend took place - its decorative conlbination with the stylized beast 
forms evokes memories of the hunting frescoes of Varaksha. T h e  human PLATE P. 70 

figures in their proportions and the tecllnique of reinforcing the outlines 
with heavy bands of tone can be found in numerous examples at Kizil, PLATE P. 161 

and the trailing serrated scarves of the kneeling suppliant before the stag 
repeat a convention we have seen in the beautiful Celestial Musician and 
Deva at Kizil. Below the'frieze of the Jitaka story is a zone with an illu- PLATE P. 159 

sionistic portrayal of  parallelepipecls, just as we see them in the wall 
paintings of Bimiyin and in Roman mosaics at Shapur and elsewllere 
(Fig. 80). T h e  wall painting of Cave 257 in its extraordinary combination PLATE P. 207 

of forms from the Western countries and earlier indigenous traditions is 
a perfect example of the fusion of these Central Asian and Chinese ele- 
ments into the Six Dynasties style. Again, the wall paintings of many of 

the early caves at Tun-huang reveal a color scheme with predominant 
blue and green tonality tones that closely approximate the palette of 
the Indo-Iranian manner at Kizil. 



It  is only in the Six Dynasties caves of the fifth and sixth centuries at 
Tun-huang that we can rightly speak of  the intrusion of Ccntral Asiatl 
styles, as we have seen in the decorations of  Cave 257, from the Kuclla 
region. In some of the other early grottoes, for example, Cave 428, 
the scenes of Buddha preaching, flanked I>y Bodhisattvas ant1 Devatas, 
the schematized shading of  the bodies in heavy outlines of orange ilermil- 
lion pigment (sometimes oxiilized to a clark brown color), are a further sim- 

PLATE p. 171 plification of the already patternized Indian chiaroscuro at Kizil.2 There 
are similar technical reminiscences of the Kizil style in the Jitaka stories 
on the ceiling decorations of the same cave, but the arrangement in long 
scroll-like bands is certainly a Chinese contribution; and the arcllaic 
trees and sharply pointed, flat mountain motifs that separate the con- 
secutive scenes, although vaguely reminiscent of the merlon conve~ltions 
found at Kizil, are surely adaptations of primitive landscape formulas 
already employed in Han reliefs and metalwork. Again, in Cave 285, 
tlated A.D. 538, the painted ceiling is completely Chinese in style, but the 
representation on the walls flanking the niche of the central Buddha 
image in a galaxy of Hindu divinities, including MaheSvara, Vishnu, 
Ganesha, and Kumara,s clearly reflects those provincial translations of 
the Indian style that we have seen at Biimiyin and in many details at 
Kizil. Except for these portrayals of the Hinclu titans which would appear 
to represent a kind of primitiir 11i;~1icl;113 assimilating the Brahmanic 
deities as syml>ols of the Budclll;r'\ I I I ; I I I ~  lolcl powers, the early sculpture 
and painting at Tun-Iiuang are largely Hiriayiina in character, and this 
iconography in itself would indicate an affiliation with Kucha and other 
Buddhist sites on the northern trade route. 
In all the later grottoes at Tun-huang from the seventh century onward, 
the oasis and its art swing con~pletely into the orbit of T'ang China, a 
moment in art history that saw the formation of a truly classic Chinese 
art. This was the period of the great masters of painting, Yen Li-pen, Wu 
Tao-tzu, and Mfang Wei. T h e  part played by Ccntral Asian painters, like 
Wei-ch'ih I-seng of Kliotan and Ts'ao Chung-ta of  Saniarkand, has al- 
ready been mentioned. There is a legentl that the latter hrougllt a paint- 
ing of "Amitabha and the f i f ty  Bodhisattvas" from his homeland, the sub- 
ject of which may have provitletl the basis for the iconography of  "T'he 
Paradise of Amitibha" in Cave 322 at Tun-lluang.4 T h e  international char- 
acter of T'ang Buddhist art was furthered by the closer contacts with the 
Western countries through the travels of Hsiian-tsang, the pilgrim, and 
Wang Hsiian-tse, the imperial envoy. It was untloubtedly this newr and 
more direct contact with lntlia of tlie late Gupta ant1 post-Gupta period 



Fig.  79 - Ram. Batik on s i lk .  Sho- 
soin, Nora, Japan. Compare fi. 
201. 

that was responsible for tlie more distinct]) plahtic, volunlinous to r~n  i l l  

T'ang Buddhist sculpture, the discarding of the old hieratic and angular 
shapes of Six Dynasties icons in favor of an expression in swelling, round- 
ed volumes and softly undulating drapery, both revealing the massive 
Indian forms and enhancing the suggestion of their fullness and p n -  
derosity. T h e  new realism and dynamic movement in religious painting 
and sculpture is part of this Chinese Renaissance, a reflection of the spi- 
ritual and material power of the Middle Kingdom. T h e  westward ex- 
pansion of this new Chinese idio111 has already been noted in the art of  



the last centuries of artistic activity in T w f a n .  T h e  force of this ascend- 
ing tide of Chinese styles was cliecked by the final occupation of all of 

Central Asia by Islanlic invaders in the tenth century. 
T h e  beginnings of landscape painting in Cliina as a setting for Buddhist 
subjects already found in examples of  the Six Dynasties wall paintings at 
Tun-huang have, as we have seen in the examination of the Ruru Jitaka 
of Cave 257, only slight connections with Central Asia. It  is part of that 
Chinese Iiurnanist romantic interest in man's environment that is the 
poet's and painter's involveinent in the mysteries of nature, and is a corn- 
pletely indigenous development. 
T h e  art of Tibet and Nepal is arlistically as well as geographically out- 
side the scope of the present work. Tliere are many records of.Khotanese 
painters working in Tibet,  but 011s earliest examples of Tibetan painting 
and sculpture, both from Turfan and Tun-huang, appear like local, often 
imaginative, adaptations of Indian prototypes of the Pila-Sena period 
(ca. 750-1 195), together with an assimilation of Chinese techniques and 
decorative forms. ?'he Lamaist art of hlongolia arid China is a trans- 
ference of the Tantric style of Lhasa to the Far East. 
What can we say of Central Asian art in comparison with the art of the 
Eastern world as a whole for the period of something more than a 
millennium that we have followecl its clevelopment? It  goes without say- 
ing that the remains of painting and sculptures found in the skeletal 
ruins of these many vanislled civilizations from the Caspian Sea to the 
gates of China are of the greatesl irllportance for our knowledge of the 
spread and growth of Buddhist iconography. They help to complement 
what we know of the linguistic ant1 ethnic character of the many different 
peoples that once brought these civilizations to flower. T h e  intensive 
scientific work of the Russian archaeologists in the ancient provinces of 
Transoxiana, taken in connectio~; with the remarkable finds in the ruined 
palaces and monasteries of this desert tract, present a complete picture 

Fig. 80 - Mosaic with parallel- 
epipeds,  from Bishapur, Iran. 
Louvre,  Paris. Compare f i .  201. 



of the material culture of  these lands. This is not true of the results of 
the excavations, or, perhaps better, "prospecting expeditions," in Serindia 
carried out sporadically and often under tremendous diffic:ulties by Ger- 
man, British, French, Japanese, arid Russian expeditions before China 
barred any further exploratiorls in Sinkiang after I9 15. 
From the aesthetic point of  view, the names of a handful of famous 
masters from Soglldiana and Khotan are mentioned in Chinese sources, 
and we have a few copies remotely recalling their exotic styles. For the 
most part throughout all Central Asia as in ancient India and Iran, paint- 
ing and sculpture are an anonymous craft tradition, often carried out, we 
may suppose, by hands of workers like the hlagistri Conlacini of the later 
Middle Ages in Italy. Often the work strikes us as routine arid mechanical 
in performance. Excluding the few fragments of Chinese origin buried in 
the graves of Astana, is there anything to which we can apply the word 
"masterpiece" in the way that this c~ icomiu~n  is freely awarded to Western 
artists of all periods? U'hat most nearly approaches the definition of 
monumental and magisterially conlposed a]-e the cycles of the legend ol 
Rustam at Pyandzhikent and the splendid composition of the ambassa- 
dorial suite at Afrasiab, which, in narrative energy, arrangement, and, of 
course, draftsmanship and color, evoke memories of some of the great 
fresco complexes of our M'estern heritage, such as the Triumph of Death 
at Pisa, or even the Giottesque murals at Assisi. As we Iiave seen, a single 
fragment, the Harpist of Pyandzhikent, rivals the exquisite grace of 
Trecento Siena and Heian Japan. Certainly the exotic Mannerist sculp- 
ture of Fondukistan can he placed beside the best of late Gupta and Pala 
art. Although, as a t  Kizil, there are flashes of what wre can recognize as 
the expression of aesthetic pleasure in the pure beauty oi  color able to 
communicate an appropriate divine luminosity. it has to be admitted that 
a great deal of the remains of sculpti~re and painting in Serindia is me- 
diocre in comparison with the art of the great civilizations that sur- 
rounded the wastes of innermost Asia. 
There are, of course, many exceptions in sculpture to the juclgnlent that 
so much of this material is mere repetitive artisan plasterers' work, as 
in the notable fragments fro111 the Ki~cha oasis and Shorchuk, illustrated 
in this book. Again, a l t h o ~ ~ g h  there are great variations in the compelerice 
of the painters o t  Kizil, there are many unforgettable individual panels 
such as the Devati and Gandharva and the astonishing portrayals of the 
chevaliers of Kuchaglow with the splendor of Byzantine mosaics. 
Just as the famous treasure of Begram reveals a collection of luxury goods 
from the Graeco-Ronian, Iranian, Indian, and Chinese worlds gathered 



in palace of the Kusilan emperors, so the fabulous contents of tile 
S]losoin at Nara, bequeathed to Todaiji by the Emperor Shomu in 753, 
presents an incredible inventory of treasures, many of which found their 
way to Japan over the ancient Silk Road. In this connection, it must not 
be forgotten that Central Asia by its strategic geographical, commercial, 
and political position at the heart of  Asia was not only the recipient of 
the iconography and techniques of  all the great empires of the pre-Islamic 
East - Hellas and Rome, Iran, the empire of  the Kushans, and India of 
the g-reat classical periods - but also the transmitter of these traditions 
that formed the cornerstone of the great Buddhist cultures of China, be- 
ginning in the Six Dynasties period, and ultimately shaped the religious 
and material culture of Japan from the days of Shotoku Taishi to the 
final magnificence of Buddhist art  in the Heian and Kamakura periods. 

1. L. Sickrnan and A. Soper. T h e  Art  a n d  Archi tec ture  of C h i n a ,  2nd edition. Balti- 
more, 1960, PI. 3 0 ( A ) .  
2. Pelliot, op. ci t . ,  P1. CCLXXXII. 
3. Ib id . ,  P1. CCLXI. CCLXV. 
4. Pelliot, op. c i t . ,  V, PI. CCCXVIII. 
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Buddha. From Mardan, Gandhara, Northwest Pakistan; 1st-2nd century A.D. Photo Archae- 
ological Strraej* of India, Lahore. Compare p. 28. 
The  Buddha of the Great Miracle. Paitava, .Afghanistan. Kabul Museum, Photo B. Rowland, 
Compare p. 28. 
Bodhisattva. Gandhara. Northwest Pakistan; 1st-2nd rentury A.D. Royal Ontario Mltsetcm, 
Toronto. Photo muselcm. Con?fiare pp. 29,  98.  
Putti with garlands Detail from a wall painting. Hadda,  Afghanistan. Murie Gltitnet. Pnris. 
Photo rnuseurn. Compare p .  37. 
Flying divinites. Wall painting from the niche of the 53-meter-high Buddha. Bamiyin. Copy b) ,  
A.  Godard, photo Musie  Cuimet,  Paris. Compare p. 106. 
Ivory rhyton from Nisa (deta i l ) ;  2nd century B.C. Hermitage, Leningrad. Photo Josephine 
Poulell, Rome. Compare 1. 47. 
Gilt silver dish. Bactrian; 2nd century B.C. Hermitage, Leningrad. Photo museum. Compare p. 48. 
A and B: Obverse and reverse of a tetradrachma of Demetrius of Bactria. From the Kundu~  
Treasure;  2nd century B.C. Kabr~l Museum. 
C :  Tetradrachma of Eucratides of Bactria (obverse) ; 2nd century B.C. Kabul Museum. Phot0.r 
1. Pou?ell. Compare p. 48. 
River goddess, from Pendzhikent, U.S.S.R.; 7th-8th century A.D. Hermitage, Leningrad. From 
A. M .  Belenitskij and B. Pitrouskij: Skul'tura i dzhivopis' drevnogo Pyandzikenta, Moscou!, 1959. 
plate X X X .  Comfiare p .  63.  
Capital from Chamquala; 1st century B.C. or later. Kabul Museum. From B. Dagens, M .  le Berre, 
D.  Schlumberger: Monuments priislamiques d'dfghanistan, M D A F A ,  X I X ,  Paris 1964, plate 
X X I V ,  I .  Compare p. 52.  
Statue of a princess, from Chamquala. U.S.S.R.; 4th-5th century A.D. Photo J .  Pou:ell. Compare 
p. 55. 
Charred wooden statue of a prince. From Pendzhikent, U.S.S.R.; 7th-8th century A.D. Hermitage, 
Leningrad. Photo J .  Pou!ell. Compare p. 61 f f .  
Torso of a Bodhisattva. From Adzhina Tepe,  U.S.S.R.; 7th-8th century A.D. Dujhonbe Mlt.reum. 
Photo Prof. B. A .  Litvinskij, Dushanbe, U.S .S .R.  Compare p .  78 .  
Tribute bearer or  envoy. Wall painting from Afrasiab, Samarkand; 6th-7th century A.D. Front 
V. A .  Shishkin: Afrasiab, Tashkent, 1966, p. 19. Compare p. 71 
Banquet scene (detail) .  Wall painting from Balalik Tepe,  U.S.S.R. From G. A. Pugachenkova 
and. L. I. Rempel: Istorijla iskussv' Uzbekistana, Moscow, 1965, fig. 12. Compare p p .  68.  73 mm., 
94. 
Head of a prince. From Toprak Kala, U.S.S.R.: 4th-5th century . \ . I ) .  Hermitnae, Leningrad. 
Photo J. Powell. Compare p. 54 
Head of a prince. From Khalrhzyan, U.S.S.R.; 1st century B.c.-1st century AD. From G. 
Pugachenkova: La sculpture de Kholchayan, in Iranica Antiqua, uol. 2. 106.5. Conlpare P P .  49 
f f . ,  55. 
Head of a Bodhisattva. Gandhara, Northwest Pakistan. 1st-2nd century A.D. Philadelphia 
Museum of Art. Photo-Museunz. Compare p .  51.  
Bust o l  a female harp player. From .Airtam, U.S.S.R.: 1st century A.D.  or earlier. Hermitage. 
Leningrad. Photo J.  Powell. Comparc pp. 49, 51. 
Head: from Varaksha, U.S.S.R.: 6th century A.D. or  later Hermitage, Leningrad. Photo 
I .  Powell, Compare p. 74.  
Bamiyan Valley, Afghanistan. (With 35-meter-high Buddha.)  Photo B. Ro~crland. Compare P .  83. 
Thirty-five-meter-high-Buddha. Bamiyan. Photo B. Rozvland. Compare p .  84. 



















Bodhisattva Avalokiteshvara. Wall painting from Ajanta, Cave I. From C. Yardani: Ajanta, I .  
Oxford, 1930, plate X X X I .  Compare p p .  99, 102. 
Bejeweled Buddha. Fondukistan, Afghanistan. Mushe Guimet. Paris. Photo museum. Compare 
p. 118. 
Nagini, or water spirit. Wall painting and statue of the Vaisravana. From Dandan-Uilik, 
Khotan, Chinese Turkestan; circa 5th-6th century A.D. From F. H .  Andrewr: Wall-painting 
from Ancient Shrines in  Central Asia, Oxford ,  1948, plate X X X I I .  compare pp.  127, 130. 
The Great Miracle of Sravasti (or Vairocana-Buddha). From the Rawak Stupa, Khotan, Chinew 
Turkestan. From Sir M .  A .  Stein: Ancient Khotan, Oxford, 1907, P.  492. Compare p. 126 f f .  
Indian statue. Painting on silk. Tunhuang, China; circa 8th century A.D. National Museum, h'eu. 
Delhi, Slg. Stein. From Sir M .  A .  Stein: T h e  Thousand Buddhas, London, 1921, plate X I V .  
Compare p. 126. 
Relief from Tumshuk, Chinese Turkestan; 6th century A.D. or later. MusPe C;uimet, Paris. Photo 
museum. Compare p. 141 f f .  
Head of a Bodhisattva, from Tumshuk, Chinese Turkestan: 5th century A.D. or later. Mushe 
Guimet, Paris. Photo museum. Compare p. 142. 
Head of a Bodhisattva. Kumtura, Chinese Turkestan. 5th century A.D. or later. State Museumr, 
Prussian Cultural Property, Museum for India Art ,  Berlin. Photo museum. Compare 168. 
Head of a Bodhisattva. Mathura; circa 4th-5th century A.D. Muttra Museum. From L .  Hambir: 
Toumschouq, I .  Paris, 1961, plate C X X X V I I I .  392. Compare P. 142. 
Relief. Ming-oi, Shorchuk, Chinese Turkestan; 6th century A.D. or later. From Sir M. A.  Stein: 
Serindia, I l l ,  Oxford,  1921, fig. 295. Compare p. 175. 
Pranidhi scene. Bazaklik, Turfan, Chinese Turkestan. Formerly State Museums, Prussian Cultural 
Property, Ethnological Museum, Berlin. Photo museum. Compare P .  182. 
Seated Buddha. Tunhuang, Cave 257; circa 500 A.D. Photo Langdon Warner. Compare p. 200. 
Buddha. Yuen Kang, Cave 2 2 :  450-494 A.D. From 0. Sirkn: Chinese Sculpture, 11, London, 
1925, plate 54. Compare P .  200. 



GREECE AND ROME IRAN RUSSIAN TURKESTAN 

400 B.C. 

33 1 B.C.  Invasion of 
332 B.C.  Alexander routs Alexander; fall of 

the Persians in battle of Achaemenid Empire 
the Issus River 323 Death of Alexander 329-327 B . C .  Alexander i n  

364-322 Seleucid Empire 364-32 1 Seleucid Empire Soghdia and Bactria 

300 B.C. 

250 Parthian Empire 

200 B.C. Hellenistic art of 
159-133 Kingdom of 173-138 Mithridates I c. 173 n . c  Old Nisa or 

Pergamum Mithridatkart 
146 Fall of Corinth 123-88 Mithridates I1 c. 160 B.C.  Kushans 

(Yiiehchih) in Ferghana 

100 B.C.  64 Roman conquest of 
Syria 

31 Egypt a Roman 53 Parthian victory over 
province Romans a t  Carrhae 

27 B.c.-A.D. 14 Augustus 

0 
Palace of Khalchayan 
Sculpture of Airtam- 

98-1 17 A.D.  Trajan Termez 

A.D. 100 
1 17-1 38 Hadrian 

161-180 Marcus Aurelius 

- - 

.A.D. 200 241-273 A . D .  Shapur I 
Reliefs of Naqsh-i-Rustam ; 

260 Capture of Valerian Bishapur Buddhist shrine at Giaur 
by Shapur I 276-293 Varahran I1 Kala (Merv)  

Revival and reformation 
of Zoroastrianism by 
Kartir 



AFGHANISTAN INDIA AND PAKISTAN SERINDIA CHINA 

327-325 B.C. 

Alexander's march to 
the Indus 

322-185 Maurya 
Empire 

250 B.C. Bactrian 273-233 Asoka 
kingdom under 
Diodotus 

c. 220 Euthydemus of 
Bactria 

200 Siege of Bactria by 
Antiochus I11 

City of Ay-Khanum 

Ordos Animal style 

206 e.c:.-A.D. 25 Former 
Han dynasty 

166- 136 Eucratides 
c. 130 Fall of Greek 

Bactrian kingdom 

185-80 Sung3 period 165 B.C. Yiieh-chih 
driven from Kansu by 
Hsiung-nu 

138-1 26 General 
Chann Ch'ien'a 
mission to Ferphana 
and Bactria 

12 1 General Ho Ch'ii- 
ping defeats the 
Huns 

2 A.D.  Kushan ( ? )  
Kujula Kadphises Buddhists in China 
W'ima Kadphises 73 B.C. General 25-206 Later Ha11 

Treasure of Begram Pan Chao in Khotan dynasty 

Beginning of Gandhira Beginning of Gandhira 148 Parthian Buddhist 
art art teacher An Ehih-kao 

110-1 15 A.D. Kanishka 1 10-1 15 A.D. Kanishka in China 
Kushan sanctuary of Kushan capitals a t  18 1 Parthian Buddhist 

Surkh-Kotal Peshawar and teacher An Hsiian 
Mathura in China 

242 Invasion of 
Shapur I and fall of 
Great Kushan 
dynasty 

265-58 1 Six Dynasties 
period 



GREECE AND ROME IRAN RUSSIAN TURKESTAN 

A.D. 300 307-337 Constantine 309-379 Shapur I1 Buddhist stupa at Merv 
330 Founding of 

Constantinople 
359 Siege of Arnida by 

Shapur I1 
- 

A.D. 400 Toprak Kala ( Khwarezm) 

476 Fall of Rome 
484 Death of King Peroz 

in battle against the 
Hephthalites 

- - -  

A.D. 500 Balalik Tepe 
529-579 Khusrau I Varaksha 

527-565 Justinian 590-628 Khusrau I1 
Taq-i-Bustan 
Grotto of Taq-i-Bustan 

- - 

6 13-65 1 Arab conquest of 
Iran 

651 A.D. Capture of 
642 Battle of Nehawand Merv by Arabs 

Pyandzhikent 
Afrasiab 
Adzhina Tepe 

674 A.D. Arab advance into 
Transoxiana 

A.D. 700 722 Fall of Pyandzhikent 
to the Arabs 

739 Sarnarkand and all of 
Soghdia under Arab 
dominion 

A.D. 800 800 Carolingian Empire 
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Hadda 
320-600 A.D. Gupta 

period 
366 A.D. 'run-huang 

founded by Lo-u'un 
395-414 Fa Hrien'a 

pilgrimage 

450 A.D. Devastation of 450 Invasion of White 
monasteries of Huns 
Nagarahara and Ajanta, Cave I 
Hadda by White Buddhist sculpture of 
Huns MathurZ and 

Siirnath 

4 A.D. Khotan (Rawak 
Vihiira, etc. ) 

440 Northern Liang 
in Turfan 

439 T'opa Tartarr 
conquer L i a n ~  
territories 

450-494 Yiin Kang 
cave temples 

494 Northern Wei 
capital at Loyang 
Lung-min cave 
temples 

Tumshuk 

Kizil-Kutha 

- - 

606647 640 Turfan occupied 
Harshavardhana by Chinese 

632 Arab conquest of 647 Kucha occupied 
Bactria Kakrak by Chinese 

Fondukistan 670 Tibetan conquest 
of Khotan, Kucha. 
Karashahr. and 
Kashgar 

692 Chinese expel 
Tibetans 

6 18-906 T'ang dynasty 
627449 T'ai Tsung 
625445 Hsuan-tang's 

pilgrimage 
632-635 Chinese 

domination of 
Serindia 

Wei-ch'ih I-sing, 
Khotanese painter 

640-680 Yin Li-pen 

c. 730-1 197 P d a  and Shorchuk 
Sena dynasties in i53-840 Uighur 
Bengal Kingdom in Turfan 751 Defeat of Chinese 

790 Tibetan conquest by .Arabs at  Talas 
of Turfan 

Moslem domination 906-960 Five Dynasties 
of Serindia period 

960-1279 Sung dynasty 
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147, 150, 156, 167, 168, 169. 170f., 176, 180, 
182, 188, 191, 196, 201, 202ff. 

Bokhara 19, 73ff. 
Bolan Pass 2 0 
Borghese vase 53 
Boston, Museum of Fine Arts 115, 138, 181 
Brahma, Brahman 113, 128, 137, 158, 160, 165, 

170, 202 
Buddha 33, 64, 84, 87, 88. 93, 101, 102, 103. 

106, 107, 109, 111, 117, 124, 126, 130, 141, 
144, 145, 150, 154, 156, 158, 160, 165, 167, 
168, 170, 176ff., 185, 187, 189, 193, 200, 202 

Buddha, Head of 36, 77, 125, 134, 147 
Buddha legend 34, 52 
Buddha's relics, the division of 65, 149, 152 
Buddhism 15, 22, 56, 76, 115, 128, 191, 200 
Buddhist sculpture 32, 37, 51, 61, 62, 123, 204, 

206 
Bukar 7 1 
Buner 3 7 
buran 2 5 
Burnes, Lieutenant 8 3 
Bussagli 16, 26, 37, 40 
Butkara 35, 36, 130 
Byzantium, Byzantine, 56, 62, 63. 99, 129, 141 

165, 180, 191, 205 

Cakravartin 167 
Calcutta, Indian Museum 31 ,52  
Calydonian Boar 39 
Cambridge, Mass., Collection B. Rowland 

30,43 
Cambridge, Mass., Fogg Art Museum 179 
Carl 83 
Caspian Sea 13, 16, 19, 61, 204 
Cathay 82 
Caves of the Thousand Buddhas 23, 155, 199ff. 
Celestial Musician 20 1 
Central Asia 65ff., 73, 75, 77, 79, 81, 97, 99, 

106, 107, 121, 125, 127, 130, 138, 143, 144, 
149, 150, 152, 154, 155, 156, 163, 165, 169. 
175, 176ff., 189. 191, 199, 200, 204ff. 

Ceylon 2 2 
Chaganian 67, 69, 71, 189, 192 
Chamquala 52f., 53 
Chang Ch'ien 20 
Chang Hsiian 192 
chansons d e  geste 57 
Charikar 82 
chiaroscuro 36 
Ch'ien-fo-tung 199. See also Thousand Buddha 

Caves 

Ch'ien Yuan 127 
Ch'in 2 0 
China, Chinese 17ff., 73, 107, 121, 1 2 2 ,  123, 

138, 169, 175, 180, 189, 199ff., 204, 205, 206 
Chinese imitation, Chinese influence 89. 141, 

151, 203ff. 
Chionits 21, 82ff. 
Ch'iu dynasty 178 
Chorasmia 20, 24. 27. 45, 53, 54ff.. 81, 122 
Chosros I1  68,96 
Chou Fang 192 
Cintamani 170 
Cleveland Museum of Art 60, 67 
Colossal Buddha 76, 77, 83ff., 92, 101, 156 
Constantine 29, 36. 85 
Coptic 44 
Corinthian capital 49, 52 
Corinthian order 5 1 
Ctesiphon 15, 74 
Cyrus 451. 

Dailaman 61, 68 
Dakini 189ff.. 192, 194 
Damghan 74, 96 
Dandan-Uilik 121. 126, 127, 128ff.. 131, 132, 

137ff 
Darius 2 5 
Dastgard 15 
Dawn Maidens 86ff. 
DPlCgation ArchCologique Franqaise en 

Afghanistan 13, 24, 95 
Delphi 47 
Demetreus 49, 82 
Denau 49 
Deva 136, 201 
Devatii 30, 39, 40, 42, 43, 142, 159, 163, 164, 

166, 176ff., 182, 184, 202. 205 
dharmacakra-mzcdrii 109, 133 
dhot i  110 
Dhyani Bodhisattvas 192 
Dhyani Buddhas 102 
dhyani-mudra 144 
Diako'nov. M. M.  56ff., 61 
Diodotos 48ff. 
Dionysian scenes 26. 30. 53 
Dipankara Buddha 182 
Divashtich 56. 65 
Dorn~tian 31. 53 
drr la~po  60. 67. 70. 71 
Durcio 62 
Dukhtar-1-Noshirwan 94, 96, 99ff. 
Duldul-akhur 150, 151, 168, 169, 176 
Dura Europos 28. 36. 38 



Dushanbe Museum 
Duttha Garnani 

Egypt 
Ekadasarnukha Avalokiteivara 
Endere 
Epiphany 
Ethiopia 
Eucratides 
Euthydernos 
Eyre, Lieutenant 

Fabriano, Gentile da 72 
Fa-Hsien 19, 22ff., 31, 33, 121, 122ff. 
Far East 137, 199, 204 
Fayurn 35 
Ferghana 20, 45 
Firdausi 57ff. 
Fondukistan 22, 29, 61, 63, 70, 71, 77, 78, 79, 

103, 104, 107f., 113, 114, 115ff., 116, 117, 
. 138, 141, 142, 143ff., 149ff., 162, 176, 205 

Foucher 24 
Fouladi 163 
Four Guardian Kings 127 
French Archaeological Mission in Afghanistan. 

See DClegation Archiologique Fran~aise 
Frumkin, Gregoire 13 
Fu Chien 20 
Fujiwara period 6 2 

Gandhara 12, 27ff., 32ff., 35, 38, 39, 40, 46, 
49, 51ff., 52, 53ff., 63, 65ff., 76ff., 79, 80, 81, 
82, 83, 84, 85, 91, 94, 98, 99ff., 101, 104, 
107ff., 119, 122, 123, 124, 125, 126ff., 130, 
142, 143ff., 148, 150, 151, 152, 165, 168, 169, 
170, 175ff., 189, 200 

Gandhiira sculpture, relief 1 1, 30, 31, 32, 34, 
36, 41, 50, 51. 115, 129, 156, 157, 158, 169 

Gandharva 102, 159, 163, 164, 166, 205 
Ganesha 202 
Ganges 27 
Genghis Khan 18, 83ff. 
German expedition 154, 167, 179fI. 
Ghorband Valley 79, 82, 107, 113, 114, 115, 

143 
Giaur-Kala 76 
Gilgit 130 
Godard 83 
Gothic art 30, 40, 1 15 
Graeco-Bactrian culture 79. S e e  also 

Hellenistic-Bactrian art 
Graeco-Buddhist style 14 1 
Great Departure 180, 188 

Great Illuminator 137 
Great Miracle of Srlvut i  28, 126 
Great Vehicle 23ff., 122, 141, 151, 167 
Great Wall of China 13, 17, 177, 199 
Greece 17, 206 
Creek art in Bactria 25. S e a  d s o  

Hellenistic-Bactrian art 
Griffin 117. 118 
Griinwedel, A. 23. 179 
Gupta 77, 100, 102, 103ff., 108, 115fI., 118ff.. 

125, 138, 149ff.. 156, 177, 189, 191, 202, 205 
Gupta relief 3 8 

Hackin 83, 99 
Hadda 22, 29, 30, 31ff.. 37ff., 50, 51. 64, 65ff.. 

71, 74, 76, 79, 107. 124, 125. 129fl.. 143, 149, 
175, 176ff. 

hainsa 86 
halft-khu~an 5 7 
Hall of Kings 54 
Hall of Victories 54 
Hall of Warriors 54 
Harnadan 143 
Harni 19 
Han 18, 25, 33ff.. 121. 126, 177. 201, 202 
harpist 55.59 
Hatra 47, 80, 81 
Hazaras 19 
Hecate 8 2 
Hedin, Sven 2 3 
Heian period 206 
Hellenistic art 45, 49, 52, 53. 63, 64ff. 
Hellenistic-Bactrian art 32. 65 
Hellenistic elcrnents. form. style 28. 39, 40, 

52ff. 
Hellenized Asia 64 
Hellespont 15 
Hephtalite 21ff., 70. 75. 79, 82ff.. 85. 94. 104, 

106, 107 
Heraclius 15ff. 
Heraeus 50ff. 
Herakles 47, 48 
Herat 8 2 
Herculaneurn 48 
Hermes 38, 44 
Henfeld 7 2 
Hi-lo 3 1 
Himalayas 18. 79 
Hinayina 22ff., 93. 141. 151, 167. 181, 202 
Hindu gods, divinities 102, 128, 165ff.. 202 
Hinduism 115 
Hindu Kush 16. 79ff., 82, 83. 94, 115 
Horyiiji 103, 190. 191 



Hsiung-Nu 20, 12 1. S e e  also Huns 
Hsiian-tsang 22ff., 31ff., 82, 83, 85, 106, 122, 

127ff., 139, 151ff., 154. 177. 180, 202 
Huei-ch'ao 22. 83, 121 
Hui-tsung 192 
Hungary 18 
Huns 19ff., 82, 121 
Hunter King 106. I l l ,  112 
Huvishka 80 

:ndia 16ff., 20ff., 27, 32, 33, 45, 56. 62, 68ff., 
77, 79, 80, 81, 82, 91, 98, 99. 100, 103, 108, 
114, 115ff., 126ff.. 137, 149, 163, 202, 204. 
205, 206 

Indian elements 29, 156ff., 202, 203 
Indo-European kingdoms 

b 

2 1 
Indo-Iranian style 70, 71, 103, 106, 119, 122, 

138, 141, 151, 153. 154, 158, 160, 163, 165ff., 
168, 169, 178, 191ff., 201 

Indo-Roman art 28 
Indo-Scy thian influence 50. 53, 81 
Indra 160 
Indus 15, 79 
Iran 17. 19, 25, 27, 32, 45ff., 56, 61ff., 68ff., 

71, 74, 75, 79, 82, 91, 97, 98, 99, 102, 105, 
106, 107, 121, 128, 204, 205, 206 

Iranian art 66, 67, 74, 85, 163 
Iranian elements, forms 29, 52, 62, 68, 7 1, 72, 

74, 113, 116, 151ff., 156, 158, 164, 191, 201 
Islam 16 
Islamic invaders 2 04 
Istanbul, Archaeological Museum 54 
Italian artists 180 

Jagdalik Pass 8 3 
Jalabad 3 0 
Japan 62, 137, 206 
Japanese expedition 179 
Jataka 62, 116, 167ff., 170, 201, 202 
Juichirnen Kannon 190 

Kabul 79, 80, 82, 107ff. 
Kabul Museum 77, 80, 89, 95, 105, 106, I1 1, 

112, 113. 114. 116, 125 
K'ai-Yiian 127 
Kakrak 22. 102, 105, 106, 111, 112. 129, 170 
KHli 192 
Kalpa 199 
Kamakura period 206 
Kanishka 27ff., 28, 32, Eloff., 86, 121, 123 
Kanishka statue 80 
Kanishka stiipa 123 
Kansu 20ff., 199ff. 

Kanthaka I88 
Kao-ch'ang 177ff., 180. S e e  also Khocho 
Kapilavastu 188 
Kiipiia 23, 26, 79, 82 
Kara-khoja 177, 179ff. S e e  also Khocho 
Kara korum 17 
Karashahr Zlff., 128. 129, 133, 175, 176, 186 
karez 24, 1 7 7  
K5rli 38, 118 
Kartir 7 6 
Kashgar lgff. ,  22ff., 121, 141ff. 
Kashgaria 12 1 
Kashmir 12, 40, 63, 118, 119, 124 
Khajuraho 175 
Khalchayan 27ff., 31, 32, 38, 40, 49ff., 52, 53, 

55, 81. 89, 94, 107, 167, 175 
Kharoshthi 12 1 
Khocho 177, 180, 188, 189, 191, 196 
Khotan 12, 18, 21ff., 24, 25, 85, 99, 121ff., 

124ff., 125, 127, 128ff., 131, 132, 134, 135, 
136, 137ff., 139, 150, 169, 175, 202, 201, 205 

Khusrau 15, 94, 95, 96, 104, 107 
Khusrau I1 55 
Khwarezrn 18. 24. S e e  also Chorasmia 
Khyber Pass 20, 25, 80 
Kichijoten 192 
Kidaras 82ff. 
kinnaras 86 
Kizil 2 1 , 2 3 , 5 6 , 6 5 , 6 6 , 8 5 , 9 1 , 1 0 4 , 1 2 9 , 1 4 2 ,  

144, 149, 150, 151ff., 152, 153, 154ff., 155, 
156ff., 157, 158, 159, 160, 161, 162, 163, 
164ff., 166, 167ff., 170, 171. 172. 173, 176, 
180, 199, 2OOff., 205ff. 

Kizil-Tagh 179 
Klementz, D. A. 2 3 
Koh-i-Baba 16. 83 
Kohlapur 25 
Konarak 175 
Kondo 103. S e e  also Horyuji 
Koshelenko, G .  A. 7 6 
krobylos 2 8 
Kucha 18, 2lff., 24, 26, 91, 141, 147. 149, 150. 

151ff., 154ff., 158, 164, 168, 169, 175ff.. 181. 
19 1 ,  200, 201, 202ff., 205 

Kuchaglow 205 
Kucht 19 
Kuen-1~1n 17, 121 
Kuh-i Khwaja 72, 128ff. 
Ku K'ai-chih 180, 189ff. 
Kumara 202 
Kumtura 151, 168ff., 174 
Kunduz 49, 52 
Kurak-tagh 177 



Kushan 15, 19ff., 22, 26ff., 28, 32ff., 38, 49ff.. 
52, 53ff., 76ff., 79, 80ff., 94, 104, 117, 149, 
151, 162, 206ff. 

Kushan empire 15, 21, 45, 82 
Kushanshahr 20, 32, 46, 80, 81, 121 
kusri 73. 133, 137 
Kuvera 127 
Kyoto, Seiroji 127 
Kyoto, Toji 127 

Lahore, Central Museum 35, 89 
lakshanas 2 8 
IalitPsane 113 
Lankavatara Siitra 128. 165 
Late Antique 32, 40, 63, 65, 141, 153, 168, 190 
Le Coq, A. von 13, 16, 19, 23, 24, 138, 141ff., 

149, 154, 175, 176, 179, 182, 192 
Legend of Rustam. Src Rustam 
Lehmbruck, W. 118 
Leningrad, Hermitage . 53, 54, 55, 57, 59, 61, 

62, 70, 160 
Lhasa 204 
Liang 199ff. 

Northern Liang 20. 200 
Li-Ch'Cn 127 
Litvinakii, B. A. 13, 22, 24, 76ff. 
Lokottaravadin 22, 82, 85 
London, British Museum 95, 127, 131, 132, 

180, 189 
London, Victoria and Albert Museum 63. 64, 

72, 91, 97 
Lop Nor 3 3 
Lo-ts'un 199 
Loulan 19, 23, 38. 39, 44 
Loyang 22 
Lysippus 48 

Maes Titianus 25 
Magistri Comacini 205 
Mahapurusa 85 
Mahavamsa 2 2 
M a h i y h a  22ff., 78, 82, 83, 85, 93, 102, 107. 

115, 118, 137. 167, 182, 191 
Maheivara 128ff., 131, 137. 160. 202 
Maitreya 91.93 ,94 ,98 ,108,129.169.170,  

200 
Mallas 157 
Manchuria 18 
Manichaeism 22, 56, 178, 189, 195 
Mannerist phase, style 108, 115 
Manushi Buddhas 182ff. 
Mao 117 
Marbashi 171 

Marrian 3 1 
Marco Polo 16, 49 
Marcus Aureliur, Column of 66 
Mardan 35, 37 
Margiana 22, 76ff 
Marshall, J. 11 
Massagetae 45 
Masron, C. 24, 3 1, 89 
Mat 80, 81 
Mathurii 32ff., 51. 63. 80. 81ff., 86. 100, 101, 

104, 142, 168 
Matisse 1 66 
Mauryas 18, 25 
Mazdaism, Mazdean 15. 16. 56, 59, 71, 74, 75, 

76, 80, 81, 95 
Mediterranean tradition 35 
Mediterranean world 26, 27, 36, 39, 53ff. 
Mcleager 39 
Meru, Mount 137 
Merv 19, 22ff., 28, 75, 77 
Mesopotamia 16, 46, 67 
Miletus 4 7 
Ming-oi 128, 133, 154, 175, 177, 182, 186 
Miran 4, 33ff., 34, 37ff., 40. 41, 42, 50, 130, 

137, 144, 149, 152, 155 
Mithra 35, 86, 88, 95, 11 7 
Mithridates I Mff. 
Mitsudaso 149 
Momi5yama screens 138 
Mongolia 204 
Mongols 16ff., 155, 177 
Mosaic 204 
Mostamindi, M. and S. 3 2 
Mounted Hunter 70 
Mounted Warrior 59 
mudras 103 
Mug, Mount 56. 59, 65 
Murtuk 179, 187 
Muslim antiquities 23 
Muttra. Archaeological Museum 51, 80, 101 
Muzart Tal River 154 

Naga Porch 64 
Nagi Porch 64 
Nagarahira 3 1 
Niginis 64, 65, 127ff., 130 
Nandi 130 
Naqsh-i-Rustam 46. 61, 72. 74 
Nara 101. 103. 153. 190. 191. 192,203. 206 
Nehawend 15 
Neo-Attic style 28, 62 
Nepal 18, 101, 108, 182, 204 
Nestorianism. Nestorian 22. 178, 190. 191 



New Caravan Road 177 
New Delhi, Museum of Central Asian Antiquities 

4, 12, 34, 39, 41, 135, 136, 182, 186, 192ff., 
193, 194 

New Delhi, National Museum 42, 44, 90, 128, 
133, 198 

New York, Metropolitan Museum 125, 200 
Nihawand 15 
Nike 54, 55 
Nimrud Dagh 80 
Nirvana 31, 77, 101, 182 
Nisa 47, 67 
Nishihonganji 24 
Niya 121 
Nowruz, feast of 67, 75 
Odan 12 1. See also Khotan 
Oldenburg 160, 175ff., 182 
Olympia 47 
Orpheus 3 5 
Otani Kozui 24, 33, 123, 130, 137, 149, 152, 

179 
Oxus 1 5 , 1 8 f f . , 2 1 , 2 7 , 4 2 , 4 3 , 4 5 , 4 9 , 7 7 , 7 9 ,  

82 

Pahlava 22. See also Parthians 
Pii tava 28, 79, 200 
Pakistan 25, 27, 30, 31, 39, 40, 123, 144 
poksha 7 3 
Pila 105, 115, 118, 205 
Pala-Sena period 204 
Pallium 2 8 
"Palm Sunday" 196 
Palmyra 28, 29, 36, 51 
Pamirs 16, 19ff.. 79, 82, 176 
Pan Ch'ao 20, 121 
Panjir 82 
Panticapaeum 143 
Parihisapur 123 
Paris, Cabinet des MCdailles 94,96 
Paris, MusCe Guimet 142, 143, 147 
Paris, Louvre 204 
Parkhar 48 
Parthenon frieze 50 
Parthia, Parthians 17, 22, 31, 45, 55, 56, 66, 

76,81, 102, 127, 138 
Parthian art 29, 67 
Pelliot. 1'. 13, 23, 138, 141ff., 149, 150, 200. 

20 1 
Pergamum 32, 50 
Peroz 82 
Persepolis 33, 52, 73 
Persian tradition 106 
Peshawar 30, 37, 40, 43, 81, 123 

Peshawar, Archaeological Museum 35 
Petrowskii, N. F. 2 3 
Pisa 205 
Poseidon 
posh ti  

?a 
127 

Prajiiaparamiti 126 
Pranidhi legend 193 
Praxiteles 48 
Ptolemy 20, 26 
Pugachenkova, G. A. 13, 24, 31, 32, 50ff. 
Punjab 8 2 
Pustin 80 
Pyandzhikent 24, 54, 55, 56, 57, 59, 61ff., 62, 

65ff., 70, 71, 73, 74ff., 98, 115, 127, 128, 205 

Qoco 177. See also Khocho 

rajah 28 
Kawak Vihara 121, 122, 123, 124, 125, 126ff. 
Rhyton 47, 48, 60, 66, 70 
Riggisburg, Abegg foundation 38 
river goddesses 6 2 
Roman forms 25, 28 
Roman influence 65 
Romans 66 
Rome 27, 85, 99, 206 
Rome, Muieo Nazionale d' Arte Orientale 35 
Rosenfield, J. M. 13, 81 
Roshana 101 
Rowland, Benjamin R. 43 
Roxana 49 
Rupavati Avadana 166, 171 
Ruru Jataka 201, 204, 207 
Russian Central Asia. See Turkestan 
Rustam 57ff.. 61ff., 62, 128ff., 132, 137, 205 

Sakas 20 
Saktis 102 
Sakyamuni 4, 22, 34, 37, 38, 84, 93, 118, 165, 

167, 182ff. 
Sale 83 
Samarkand 12, 18ff., 26, 56, 67, 68, 69, 71 ff., 

178, 190, 202 
Sambhogakaya 118 
Sammachii 63, 64 
Saiichi 30, 149ff. 
Siiichi, Museum 144 
Sanghiramas 22, 122 
ranghati 28, 85, 149 
Sarnith 149ff., 167 
Sarvastivadin 22, 151ff. 
Sasanian 18, 21, 25, 3 1, 61, 66, 70, 72ff., 75ff., 

79, 82ff., 85ff., 89, 94, 95ff., 99, 100, 102, 



105, 106, 113, 128, 129, 133, 152, 153, 160, 
163, 164, 166, 182, 189. 190, 191. 201ff. 

Sasanian art 116, 117. 149. 177 
Sasanian Empire 15 
Sasanian patterns 7 1 
Sasanian silk 26, 71. 74 
Scythian dynasty 82 
Seasons, Personification of the 39, 40 
Seckel. D. 13, 32 
Seirtiji 127 
Seistan 128 
Seleucid 48ff.. 76 
Semitic 4 
Senmurv 68ff. ,  72 
Seres 25 
Serindia 12, 16. 18ff., 21. 24, 26, 31. 33. 63. 

72. 81. 82. 107. 121. 141ff., 151, 156ff.. 175. 
205ff. 

Settignano, Berenson Collection 138 
Shahi Tigin 94 
Shah-ji-ki-dheri 123 
Shah nameh 5711.. 61 
Shahr-i-Gholgola 8 3 
shahristan 56.63 
Shahr-i-Zohak 82. 83ff. 
Shami 8 1 
Shan-shan 33ff. 
Shansi 128 
Shapur 201 
Shapur I 27. 76. 81. 94 
Shapur I1  76 
Shapur I11 32. 65 
Shcperd. D. 6 7 
Shibar Pass 20. 79ff.. 82 
Shiksitn 2 3 
Shingon 127 
ShGmu 206 
Shorchuk 23. 85. 129. 142, 144, 148. 167. 168. 

175ff.. 182, 185. 186. 190. 205 
Shtisti-in 153. 192. 201. 203. 206 
Shtitoku Taishi 206 
Shotorak 79. 200 
Siberia 17. 26 
Siddhiirtha 157. 180. 188 
Silen 143 
Silk god 137 
Silk Road 18ff., 21, 27. 39. 74. 121. 128. 141. 

155, 199. 201. 206 
Siva 130 
Six Dynasties 73. 130. 199. 201ff.. 204. 206 
"Small Vehicle" 2 '2 
Soghdian 19ff.. 21ff.. 45ff.. 46, 56ff.. 60. 61. 

62ff.. 65, 66, 67, 70. 71ff.. 81, 113. 116, 122. 

128, 164. 166. 189. 205 
Solar deity 84 
Sradnyaya Aziya 145 
Sravisti 28, 38 
Stein,SirA. 12. 13, 16.19,23ff..33. 121,123. 

124ff.. 127. 128ff., 138. 175. 177. 179ff.. 
182ff.. 191, 192. 198 

"Stone Tower" 2 0 
stupa 31. 33 
Subashi 149. 152 
Sumati 182 
Sun God 1 04 
Sung Yun 137 
Surkhan Darya 7 4 
Surkh Kotal 32. 49. 50. 51. 52ff.. 65, 70. 79. 

80. 81. 167 
Siirya 86. 88 
Sutasoma Jataka 171 
Swat Valley 35. 37. 130ff.. 137 
Syr-Darya 16 

Tabari 83 
Ta-chueh 21. See also Turks 
Tadzhikistan 16, 45. 48, 57. 59. 76. 78. 101 
Tadzhiks 7 5 
T'ai Tsung 178 
Takht-i-Takdis 15 
Taklamakan 17ff.. 21. 154. 177 
Tamamushi Shrine 149 
T a n g  21. 73.99. 103. 121. 130. 138. 139. 167. 

168. 169. 176. 177ff.. 180ff.. 189ff.. 192ff.. 
202, 203 

Tantric. 12, 10lff.. 105. 115. 128ff.. 178. 181. 
189. 192. 204 

Taq-i-Bustan 55. 68, 71. 95, 96 
Taras 102, 107, 192 
Tarim 17. 20. 23. 24. 151 
Tashkent 19.47 
Tash Kurgan 20 
Tathagata 1 1  1 
Ta T'ung-fu 199 
Taxila 11, 30. 43. 51. 124. 176ff. 
Tenlple of Vespasian 5 3 
Tepe Kalan 3 i 
Tepe Marandjan 107 
Tepe Shotor 32. 64. 65 
Termez 26. 51. 52. 53 
terra-cotta plaques 50. 5 1 
Thiasos 5 3 
Thousand Buddha Caves 23, 155. 199ff. 
Tibet 12. 18ff.: 101, 108. 115. 121. 123. 137. 

178, 181. 182. 199. 204ff. 
Tibetan art 12 



Tibetans 21. 177 
T'ien Shan 17 
Ti ta  33ff.. 155 
Titus See Ti ta  
Tobat st1 Bishamonten 127 
Tocharian ' I f f . ,  154. 155. 163, 169ff. 
T6dayi 101. 153. 206 
Toji  127 
Tokhara 199 
Tokharistan 21.22 
Tokyo. National Museum 134, 149, 152 
T'o-pa-Tartars ?Off., 199ff. 
Tope-e-Rustam 123. 124 
Toprak Kala 24. 40. 54. 55. 56, 71 
Toqquz-Sarai 142ff. 
t o r a n a ~  30 
Toyuk 160, 178. 179ff., 191 
Transoxiana 13. ?Iff., 25ff., 3 1 ,  38, 50. 53, 70, 

72, 75. 76, 79. 81. 82. 107. 117, 151, 204 
Trecento Siena 2 05 
Triumph of Death 205 
Ts'ao Chung-ta 189, 202 
Tumshuk 13, 23ff., 125, 138, I4lff.. 142, 145, 

147, 148, 149ff., 168. 169, 175 
Tun-huang 12, 16, 19ff., 23ff., 98. 121, 126, 

155ff.. 167. 169, 177, 180, 189ff., 192ff., 
199ff.. 202ff. 

Turfan  12, ?Off.. 23ff.. 36, 90. 97. 142, 169ff., 
170. 175ff, 178ff.. 181ff., 188, 189, 190, 
191ff.. 193. 194, 195, 196. 197. 204ff.. 307 

Turkestan 18, 20. 24, 25, 26. 27, 32. 61, 166 
'4fghan 52. 79. 81, 82, 90 
Chinese 65,98, 122, 125, 131, 132, 134, 

135, 136, 139, 142, 145, 147, 152, 153, 157. 
158, 159, 160, 161, 162, 164, 166, 171, 172, 
173,174, 178. 182, 184, 185, 186, 187, 188, 
193. 194, 195. 196, 198, 200 

Russian 13. 23ff.. 45, 49. 51. 70. 89, 137, 138 
Western 66 

Turkmenistan 16, 45, 47. 76 
Turks, Turkish 70, 72, 104, 151, 177 

Vdayana 
Uighurs 
Unai  Pass 
urna 
Urumchi 
Usah 
Ushkur 

ushnisha 
Uzbeks 
Uzbekistan 

\'airocana 93ff.. 101, 102. 122, 126, 135, 137 
\'aisrivana 122, 127f f .  
Vajra 137, 192 
Vajracchedika 126 
Vajrayiina 102ff., 192 
Vakhsh Valley 76 
\ 'arahran I1 7 6 
Varaksha 24, 70, i3ff.. 84, 95, 97. 98, 99, 107, 

117, 118, 160. 163. 164. 201 
Vasudeva 8 2 
\'ekil-Bazar 2 8 
Venus dei Medici 127 
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