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Foreword H. K. Chang
(President, City University of Hong Kong)

he Chinese Civilisation Centre of City University of Hong Kong organizes the Chinese Buddhist Sculpture Exhibition and is in quest of a forward
message for this book. | am delighted to offer to put down my thoughts on this exhibition.

Buddhism originated in India, later flowed in China through Middle Asia at the turn of the 3rd century and shed its influences all over the map since the
Northern and Southern dynasties (386-581) where it was received as one of the springs of intellectuality and was relied upon by many followers to offer
mental support. Buddhist culture kept glowing in the Sui and Tang periods (581-907), fueling the glamour of the imperial dynasties. An import to China in the
first place, Buddhism gradually weaved into local Chinese tradition and was worshipped by Chinese fellows, blooming and flourishing continuously. Not only
is the cultural fusion a historically eventful occurrence, but also a testimony to the cultural diversity that promotes the vigor of Chinese civilisation, as well as
a precedent for what we propose a multi-faceted culture in present-day.

Buddhism is a set of religious belief. Its followers seek spiritual emancipation through different rites, thereby praying for a passport to paradise.
When Buddhism came to China, it was accompanied with a string of cultural lifestyles: leaving one’s home heading for conversion to Buddhist religion;
vocalizing and reciting Buddhist classical works and stories which left imprint on Chinese literary tradition; everyday practices, etiquette and attitudes and
Buddhist sculptural culture, among all. All influences impacted Chinese cultural and art phenomenon and set a new direction for the path of development of
Chinese civilisation.

Buddhist sculptures were carved on caves opened up by Buddhist followers and were endowed with the mission of spreading Buddhist sayings.
At the same time, these figures are also a concretization of exquisite craftsmanship and toil as they were brought about by the creator’s absolute religious
devotion and yearning for culminating the soul and mind. Incarnations of solemnity and wisdom were carved on the solid rock from every single meticulous
hammering. Today when we visit Yungang Cave, Longmen Cave or see the Buddhist sculptures in Longxing Temple in the ancient city of Qingzhou in the
Shandong province, we shall feel them touching, and find them striking. This emotion transmits not from the religious messages expressed by the sculptures.
We are stimulated because we feel our ancestors’ insistence on and devotion to the pursuit of artistic ideal and their transcendence of self in the process of art
creation motivated by their religious belief.

There happened strife intended to suppress Buddhism; there also erupted religious conflicts that aggregated into wars and manslaughters, that often
engulfed the unassuming structures like temples and sculptures, which were oblivious to the bloodsheds, into turbulence of destruction. In retrospect of the
massive revolutions broken out at different moments in history, there were times when the originally benevolent mission of “replacing the outdated by
establishing the modern” turned about to be fierce, roaring and disastrous propaganda that crudely labeled the art treasures created out of our ancestors’
intricate works as barricades to reform. Obliteration was taken as the absolute solution. Whenever looking at the Buddhist sculptures that are fortunate
enough to have the slim chance to stay, we are reminded of those painful experiences. These heritages teach us that the development of art and culture does
not allow the ridicule of “ultra-radical correction” or the fascist tactic of “extermination before construction”. A Chinese old saying that “A sea engrosses a
hundred streams; a noble man is open to broad-mindedness” suggests a humble way that we have to follow.

By courtesy of Mr. W. Y. Chang who has been collecting this group of Buddhist art treasures for several decades of year, we are offered an opportunity to
display before us our ancestors’ works of creativity and an opportunity to dwell on the prospect of Chinese civilisation. We learn about our present from
the past. Only diversity, openness and liberty will bring us to a glittering future.
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Preface

The august and glorious countenance of Buddha

n October of 1996, a hoard of Buddhist
relics was unearthed from a pit under the site of
Longxing Temple in the city of Qingzhou in
Shandong Province. The sheer number, superior
craftsmanship and well preserved applied gold
and color paintings caused quite a stir in its
days and the dig was regarded as one of the ten
most significant archaeological finds of the year.
After a period of cataloguing and collation,
several hundred full items were restored from
mostly fragments. Their first exhibition at the
National Museum of Chinese History aroused
great international interest, and the show
subsequently traveled to Hong Kong, where it
also caused quite a stir.

The special qualities of the Qingzhou
Buddhist statues inevitably trigger many
afterthoughts from the viewer. One asks how
are the qualities of divinity and compassion
manifested through the work of the artisan?
When sparks and gravels flew as the chisels
met stone, did the artisan see hope for
enlightenment and imminent Buddha’s light
directed on the emerging figure? This exquisite
Buddhist art that purifies and sublimates the
soul, from what creative spirit did it spring from?
Did Longxing Temple at the time gather all the
best artisans of the country for the grand
creative effort which bestowed upon us this
great cultural inheritance?

Although the statues excavated from
Longxing Temple can carry one away, one must
not forget the other peaks of the Buddhist plastic
arts during Buddhism’s long reign, from the
Northern and Southern dynasties to the Sui and
Tang to the Sung and Yuan; and within its
immense geographical outreaches, from the
mountain ranges and walls of the Western
frontier to the central areas, to Shandong and
the South. The present exhibition of City
University based on the extensive collection of
Mr. W. Y. Chang affords us a glimpse of the

many styles that have evolved within these

reaches. We see a plethora of expressions, from
the elegant and lithe to the unassuming and
austere, and from the serene and benevolent to
the noble and spiritual.

In the collection of Mr. W. Y. Chang, many
pieces are from the Northern dynasties from the
environs of Qingzhou in and stylistically
compatible with the sculptural style of the find
at Longxing Temple.

Scholars of the find at Longxing Temple
have pointed out that most of the statues were
made from the fine limestone found in
Qingzhou, naturally suitable for fine detailing.
Although Sakyamuni has long had a
standardized representation, the items from
Qingzhou are able to convey a compassionate
inner world through subtle handling of lines and
forms around the brows and eyes. The hugging
kasaya evident in the statues from the Northern
Qi also succeeds in bringing a certain litheness
and the specter of movement and strong
physicality to hard stone. Through artistic
sublimation, these are able to focus the worldly
energies and yearnings of the soul towards the
transcendent world.

In contrast to the forms of the Buddhas,
those of the Bodhisattvas and apsarasas have
lesser restrictions placed upon them and are
more open to creative imagination and
decorations. Reflection of worldly beauty and
elegance are of paramount artistic importance.
The finely chiseled crown, intricate necklace
and pendants, over-the-shoulder streamers and
yingluo spread over the torso of the Bodhisattva
all contribute to an image that is virtually a
makeover of a dignified, elegant, graceful but
inviolable lady. Describing the exquisite beauty
of Buddhist sculptures, Jin Weinuo has
emphasized: “The benevolent face is not
accomplished by mere rendering of a smile but
by expression of the kindness in the heart of
the Bodhisattva, and by appreciation of the
inner beauty of form through the serene smile.”
The great achievement of the Buddhist plastic

arts rests on the ability to not only recognize
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and express the beauty of the flesh, but to
sublimate it through spiritual devotion; and the
ability to find an appropriate expression despite
the seemingly irreconcilable conflict between
carnal knowledge and religion’s passionate
quest for transcendence.

In this exhibition, a 19cm Northern Wei
Buddha’s head from Qingzhou (Plate 1) has a
high usnisa with spiraled hair and a very lively
countenance. The slender beauty, seeming
softness and gentility not only arouse but also
invoke a peaceful yearning for transcendence.
After fifteen centuries of weathering, the surface
is yellow-black yet the roughness could not
perturb the underlying beauty. The slender and
tall nose bridge, clean smiling lips and ample
yet solid cheeks illustrate a soft and refined
physicality. The smile is not only at ease and
self-sufficient but also exudes otherworldliness.
One’s view can be likened to a lotus sprung
from mud which, in familiar ancient prose,
“though bathing in clear water and surrounded
by ripples, is not vulgar... its fragrance staying
clear while traveling far; its posture erect and
serene. It can be admired from afar but stays
inviolable.”

A 14cm Northern Qi stone Buddha’s head
(Plate 2) has a long and full face, barely opened
eyes and raised corner of the mouth that exude
compassion and solicitude. The smile,
somewhat different from the former figure, is
more akin to the expression a caring father has
for his children, with benevolence inherent in
authority. Another figure from the Northern Qi,
a 51cm seated Sakyamuni (Plate 3) casts a clean
and fluid figure. The elegant and pure lines are
derived from an apparently fast and secure
carving technique and are representative of the
Qingzhou style. Yet another figure from the
Northern Qi, a 32cm Buddha’s head (Plate 4)
manifests authority and augustness by the ample
forehead and robust face. Although from
Zhucheng (also in Shandong), the discerning
eye will find the finely spiraled hair on the

usnisa, the delicate lines around the eyes and



brows, the full but chiseled face and the display
of lightness amid authority to be in the same
vein as the Qingzhou style.

This particular aspect of the Qingzhou style
is omnipresent in the standing Buddha statues
shown in this exhibition. Three of the five stone
fragments from the Northern dynasties project
the strong and elegant torso of the Buddha
(Plate 5, 6, 7) by clean, unadulterated carvings.
The other two are standing Bodhisattvas
(Plate 5, 8) that have bare upper torsos with
scarves draped over the shoulders and wearing
collar-style pendants. One wears an additional
yingluo diagonally, the other only wearing
an elaborate collar-style pendant comprising
stylish jade and stone pieces. In general, the
clothing has sparse but fluid folds which focus
the energies unobtrusively and which act in
synchrony with the benevolent and serene
visage to reveal the subject’s etherealness and
freedom from worldly ennui.

Aside from the previously mentioned
Northern Qi seated Sakyamuni, figures like
the Northern Qi Meditation Buddha seated
in half-lotus position (Plate 14) (height 65cm),
the Northern dynasties Bodhisattva in relief
(Plate 9)(height 53cm; width 48cm), the
Northern Wei figural stele with flying dragon
breathing out lotus against a backing mandorla
(Plate 31) (height estimated 70cm), the Eastern
Wei fragment of Right Side Attendant
Bodhisattva (Plate 32) (height estimated
80cm) and the Northern dynasties fragment
with apsaras on backing mandorla (Plate 30)
(height 42cm, width 67cm), all exhibit the
Qingzhou style. The first three are largely intact
and match well with descriptions from previous
research on the find at Longxing Temple.
In particular, the stele with flying dragon and
lotus stands out by its intricate carvings and
vividness. The lotus breathed out by the flying
dragon displays strong lines and swells into
the lotus pedestal under the Buddha’s feet
with a semblance of sweeping motion. Most
exquisitely, the impetus of the lotus in motion,
the rippling of the robe’s edges and the
fluttering robes of the apsaras at the top of the
stele create together a collective stirring, as if a
breeze has summoned all to hear the teachings
of the Buddha, and as if commanding radiance
has been cast upon this limestone relic and
moved the heavens to a shower of flowers.

Though fragments, the superb art of the last

two also beg for attention. The countenance
of the Eastern Wei Right Side Attendant
Bodhisattva bears a striking resemblance to
the 19cm Buddha’s head mentioned before
(Plate 1). A pregnant smile is implied by the
lines around the eyes, brows and mouth.
Although transcendent and unfathomable,
it serves as a guide to sublimation. Scholars
have pointed out that the gentle smile of a
Buddha or Bodhisattva reflects the truth and
serenity inherent in Enlightenment and the
land of Purity. As in “Mona Lisa”, the Buddha's
smile realized by the Qingzhou style represents
a tribute to ethereal qualities by human
intelligence.

In the exhibition, many of the other relics
from the Northern dynasties are not from
Shandong and they illustrate the stylistic
division of the regions. The Northern Wei
Buddha’s head from Shanxi (Plate 10), height
33cm, with his square head, big ears, full chin
and cheeks, exudes dignity and compassion.
Similar piece could be found in the museum of
Eastern Antiquities, Stockholm, Sweden. (Fig.1)
Artistically, otherworldliness is conveyed less
than authority, and steadiness more than
elegance. In some ways, perhaps this more
static style can better reflect the relationship

between the believers and the godly figures,

Fig. 1 Buddha head in the Museum of Far Eastern
Antiquities. Stockholm, Sweden.

as if in this way the faithful can wholeheartedly
dedicate their lives and worldly possessions to
such unfaltering figures. Another 58cm Five
dynasties Buddha’s head from Shanxi (Plate 12)
has lowered eyes and an even more inward
strength. The smile at the corner of the mouth is
elusive, as if emotional exchange of the human
kind is no longer needed along the path to
transcendence. The human being is humbly
subordinate to the authorities of the godly
figures, whose powers only are needed for
achieving Transcendence and Nirvana.

The 111cm Northern Zhou standing
Bodhisattva from a cave in Shanxi (Plate 15)
also displays this more static mainstream style.
The lotus crown and the shoulder-wrapping
long scarves are frugal in their simplicity. The
yingluo hanging down from the left shoulder
and over the left arm is neat but not elaborate,
as if reflecting the broad strokes of artisans of
the period. One wonders whether this portends
the suppression of Buddhism that ensued during
this period in history.

The decorative style of the Sui can be seen
in the many Buddha’s heads and standing
Buddhas of the period. The tall crowns,
precious vases, elaborate lines, collar-style
pendants, yingluo and beads are all elaborate
and sophisticated. Another interesting thing is
that the visage of the Bodhisattva has
approached that of the Buddha. The face is
square, the ears big, and the cheeks and the
small of the back are fleshy. These confer a
more weighty feeling at the expense of charm
and fluidity. In other words, during the Sui
period a certain inertness had set in.

This somewhat self-conscious style of the
Buddhist arts of the Sui may have been
indicative of its times. Three to four centuries of
warfare and social unrest had just ended. The
fragmentation of the Northern and Southern
dynasties had been replaced by peace
everywhere in the country and a new order had
set in. Stability benefited the artistic process,
yet the change from disorder to order
had occurred rather too suddenly for a more
incisive style to be wrought from over-riding
psychological concerns of the period for
stability and prudence.

A transformation can be seen in the figures
from the Tang. Figures from the peak of the
period show strong projection and great

attention paid to the body’s physique, and yet




manage to convey weightlessness through the
substantial and coherent style. A comparison of
the standing Buddha from the environs of Xi‘an
to the Sui standing Buddha from the environs
of Weinan instantaneously reveals the gulf in
style and expression. Although both have a full
body, the 64cm Tang figure (Plate 36) has a
voluptuous and careening quality that conveys
the undulating torso in a manner that is
altogether missing from the squareness and
hidden physique of the Sui figure. The Tang
sculpture not only cuts a suave figure but
also shows great elaboration on details of
clothing and accessories. As much as the
outward opulence, the curves of the torso
echo and resonate off each other and exalts
the imagination.

This flowing Tang statue sits on an
octagonal stone pedestal with a date inscribed
on the back: “The tenth day of the second
month of the fifth year of the Tianbao era of the
Great Tang”. One revels in the splendor of the
period, when sinuous dances had already been
imported from Kucha in the Western frontier.
The Western influences transformed even the
Buddha’s bearing to something akin to the
S-shaped undulating torsos of the dancing
figures found on the Dunhuang murals. One
thinks of pirouettes, and a description of the
dances in lightly rainbow-colored and feathered
silk costumes favored by Emperor Ming of the
Tang: “Opulent palaces rise skyward to the
clouds; carried by the winds heavenly music is
heard everywhere; stirrings of willows and
bamboos are arrested by courtly dance and
music in olden modes; at the day’s end the
Emperor is still asking for more.,” And thus
a mélange has formed between the grace of
the Bodhisattva and the music and dance of
human decorum; and between the glorious
countenance of Enlightenment and Nirvana and
the undulating and sinuous torsos of earthy
dancers. That the Buddhist relic created for the
purpose of worship has acquired an earthy
beauty without equal, complete with expased
navel, undulating waist and twisted hip, serves
as an interesting comment on the mores during
the splendor that was the peak of the Tang.

The robustness of the face of the
Bodhisattva statues from the Tang can be
likened to the full moon. The emphasis on the
double chins, a symbol of prosperity, could

have been a.standard for beauty for that time.

An entry on the Precious Concubine Yang
(concubine of Emperor Ming) in the Anecdotes
of the Kaiyuan and Tianbao eras records her
bearing: “Her Precious Highness has always
had a full figure that sweltered in the summer.
Her thirsty lungs could only be revitalized by
the cooling and nourishing properties of a jade
fish held in the mouth daily.” Yang was not only
voluptuous, but had asthma during the summer
months when she would put on further weight,
necessitating the jade fish held in the mouth to
aid in the inflation of the cheeks and airways.
This brings us to the 28cm Tang Bodhisattva's
head (Plate 11) unearthed in Weinan of Shanxi
Province which has a robust face with
prominent double chins. The cheeks are slightly
protuberant which, even without fish-in-the-
mouth, readily gives the feeling of a “full
figure”. The fleshiness of the Bodhisattva can
also be seen in the previously mentioned
standing figure from the fifth year of the Tianbao
era (Plate 36) and in seated figures (Plate 37,
38). Temptation of the flesh exudes from the
curvaceous body, with its worldly charm, full
breasts and hips. This is in stark contrast to the
stone figures of emaciated Christians from the
Western European medieval age of abstinence,
and quite different too from the fleshy and
benevolent appearances of figures of Holy Mary
holding the Holy Child.

The latter two figures from the Tang are
seated upright and appear solemn, yet behind
this one can definitely see a determined effort
by the artisans to portray the Bodhisattva’s
fleshiness. This is evident from the round and
full face, prominent double chins and
particularly the treatment of the neck, which has
three brimful folds of skin. From the back, the
curvature of the slender waist meeting the full
hip entices the senses and reflects the
preference of the Tang for particular aspects
of the female physique. Several features
are outstanding in these figures: the way fluidity
co-exists with serenity; the way a feminine
charm imbues the augustness; and fullness
without awkwardness. On one hand, the half-
lotus position triggers the feelings of equilibrium
and propriety, and inspires admiration; on the
other hand, it also shows weightlessness and
agility, as if the Bodhisattva is ready to ascend at
an instant to tread on air and to shower on us
the sweet dews of deliverance from the

heavens. That the expressions of the Bodhisattva

can accommodate both litheness and femininity
within authority and sublimity speaks volumes
for the arts of the Tang. The sensitivity for and
delicate balance between two polar extremes of
esthetics in particular make us exclaim in
astonishment and joy.

In the exhibition, aside from those from
the Northern, Sui and Tang dynasties, there are
some other Buddhist sculptures from the Liao
and Song, as well as stellae from the Chang
collection. From different angles, all reflect
the achievements of the Chinese plastic arts
and fill in some of the gaps in research
on cultural history left by perished literature
and documents.

From getting to know Mr. W. Y. Chang, to
planning for the exhibition , to liaisons with Jin
Weinuo, R. Whitfield, Chang Qing, Zhao Chao
and Wang Tao, and finally to writing a preface
for the book, the chain of events form a
causation that is eminently memorable. Hail to
Buddha's compassion and Bodhisattva’s
assistance; we gratefully receive showers of

flowers from the heavens. Hail Amitabha.
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Plate 1 [l 1
BUDDHA HEAD 7 Pbuifg

Northern Wei Jt#  Qingzhou Shandong 1113 M
Limestone 19cm 414418 19 JH kK

Published: Jin Weinuo, Ancient Chinese Buddhist Sculpture, Beijing: Wenwu Press, 2002, pg .170, pl.2
R < AR o R fCORE bt S HiAE > 2002 0 170 B > B2

This Buddha has a high spiral usnisa, thin eyebrows and big eyes, high nose and small mouth and smiling slightly. The depiction of this Buddha’s head is
lively, clear and refined. Another typical example of stone sculptures from Qingzhou at Northern Wei dynasty.
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Plate 2 [l 2
BUDDHA HEAD 71 Pbii %

Northern Qi 4E#F  Qingzhou Shandong LI H M
Limestone 14cm £ %A1 H 14 Ji Ok

Published: Jin Weinuo, Ancient Chinese Buddhist Sculpture, Beijing: Wenwu Press, 2002, pg .188, pl.26
A AR R ORI o L SCHHREL > 2002 - 188 5 - M 26

The head bears spiral shape and pointed protuberance, a long and full face. The forehead is narrow and the eyebrows are finely drawn. The eyes are heavy-

lidded, while the nose is high and lips thin, corners of the mouth slightly turned upward. The face was formerly gilded and polychromed. The air of this
piece is sedate and solemn. ‘
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Plate 3 [flhf 3

SEATED SAKYAMUNI B33 A2 g A5 B 35 14

Northern Qi At#  Qingzhou Shandong LI M
Limestone 51cm 1 %41 B 51 JE Xk

The seated Sakyamuni has an usnisa with visible large spiral shapes. Facial features are small and
concentrated in the centre of the face, eyes looking downward with smile, muscular and strong body
structure. Wearing a kasaya which covers both shoulders with inner layer, a knot is visible on the left side of
the shoulder. The right hand is damaged and the left hand holds a ritual object, the lotus stand is missing.r
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