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Buddhism is a philosophy for everyone, and the
Museum in Tsz Shan Monastery aims to tell the
story of Buddhism and how it survives its
environment as it moved through the course of

history.

Many of the exhibits housed here show the
beautiful transcendence smile of the Buddha, yet
behind this smile is the story of human dedication
and suffering. All exhibited relics were once
contemporary, honed and perfected by centuries
of masters committed to embodying and
expressing the life and teachings of Buddhism
through their art. Their masterpieces are a portal
to the past and the future, seamlessly weaving
together the Dharma of purity, integrity and
impermanence. It takes visitors on a journey
through space and time, and enriches those who
seek transcendence and spiritual realisations with
an opportunity to explore beyond the symbolism
and the art for the essence of the Buddha’s

teachings.

The quest for peace and tranquility is more
relevant than ever in our hectic everyday
existence - so unfathomable is the gateless gate
that we need Bodhi wisdom to see into the
nature of one’s own being, and we need
enlightenment to spark our inner strength into
external power. As our virtuous qualities of
love, compassion, joy, courage, equanimity,
mindfulness and wisdom develop, the more
gratitude arises. The more we engage in
compassionate actions towards ourselves and

others, the more we realise the limitation of

egocentricity and the liberty and clarity
spiritual insight can bring through attainment
of Bodhi’s wisdom.

As Buddhism developed, there are many positive
transvaluations shone through different forms
and guidance to enlightenment: Ksitigarbha who
vowed to pass through the door of Nirvana only
after everyone else has entered first and Guanyin
determined to fulfil her vows to save all sentient
beings with her many avatars. Their silence, loud
as thunder, echoed with a past that waxes and
wanes, but never diminishes nor gone. As is life
itself, everything is impermanent; when we
search and ponder on all earnestness the answer
to the eternal question - Who am I ? The Dharma
teachings light up a way out of suffering and out

of the constraints of mind-body dualism.

The compassion in Buddhism embraces all of us.
It is indeed a blessing for me to see a project that
started 17 years ago — the Monastery and the
Museum — from conception to completion. I am
grateful to many for their support of Tsz Shan
Monastery and with humility we serve the world
together. All phenomena are like a dream, an
illusion, a bubble, a phantom - as we know and as
we see, something is what it is only because of
what it is not. To take the world as it is in its
manifolds, to laugh if we can, to cry if we must.
May we all live a life of infinite hope, boundless

compassion and profound enlightenment .

Li Ka-shing
2019-1-30
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Tsz Shan Monastery: An Introduction

The idea for Tsz Shan Monastery
germinated with Mr. Li Ka-
shing, founder of the CK Group
and Chairman of the Li Ka Shing
Foundation. Mr. Li was influenced
by his elders from a young age, and
developed a deep and lasting affinity
with Buddhism. Mr. Li established
his charitable foundation in 1980, and
has since pledged to donate one-third
of his estate to advance healthcare and
education and to alleviate poverty,
putting into practice the key tenets of
Buddhism - clarity, compassion and
action — to fulfil his wish to contribute

to his efforts in the promotion of

Buddhism.

A Path to End Suffering -

Clarity, Compassion, and Action

Mr. Li understands the intensity and
stress of everyday life in Hong Kong,
and the growing negativity brewing just
below the surface. The idea for Tsz Shan
Monastery is to provide a sanctuary
for spiritual purification as well as a
place to learn the Buddhist approach
everyday living. It would serve as a base
for charitable work and benefit society
through the spread of Buddhism.
According to the teachings of the great

Sage Vimalakirti, “If the mind is pure,

the land is pure”. Hence by calming
our hearts, we can positively affect the
society around us. In this way, our
innate wisdom can shine light to what

is around us.

There is a reason and cause for
everything. Mr. Li’s proposal received
the support of the Hong Kong
Buddhist Association and its Chairman,
the late Venerable Kok Kwong, who
also accepted the invitation to serve
as the inaugural Chairman of the
Board of Directors of the Monastery.
In December 2003, planning and
development of Tsz Shan Monastery

began in earnest.

With such favourable conditions
ready, the support and joint efforts of
many individuals and organisations,
as well as colleagues of Cheung Kong
Property Development Limited and
the Foundation, construction of the
Monastery was completed more than
ten years later. The Monastery opened
its gates to the public in April 2015, and
has welcomed nearly one million visitors

as of December 2018.

The Vitality of Buddhism

With a history that dates back

over 2000 years, Buddhism has
manifested its vitality around the
world, and throughout the ages. Tsz
Shan Monastery aspires to continue
the momentum of Buddhism by
developing new initiatives in education,
community care and the arts to meet
the needs of contemporary society. Mr
Li was inspired to create a platform
where the public could appreciate and
participate in Buddhist arts and culture,

hence the construction and planning of
the Buddhist Art Museum in 2016.

Located beneath the Guan
Yin (Avalokite§vara) at Tsz Shan
Monastery, the Museum houses
important Buddhist statues and
artefacts. Through the exhibits and
related activities, the Museum aims
to provide a site for appreciation of
Buddhist art, as well as a cultural space
for spiritual nourishment. The Museum
opened in 2019 is a significant addition
to the Buddhist arts and cultural scene

of Hong Kong,

The Foundation has supported the
Monastery and Museum with donations
amounting to over HK$3 billion,
covering land acquisition, planning
and development as well as the daily

operating costs.
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Standing Sakyamuni Buddha
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Schist | Gandhara Kushan dynasty 2"'-3™ century CE

Height 79.5cm | Accession no. 2017.43
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Gandhara, one of the 16 kingdoms of ancient
India, was located in the northwestern part of
the subcontinent around present-day
Peshawar Valley in northern Pakistan and
eastern Afghanistan. Since it had been under
Hellenistic rule, its art was stylistically deeply
influenced by Greco-Roman art. During the
Kushan dynasty (1°-3'¢ century CE), strong
patronage over Buddhism by successive
Kushan kings along with the rise of
Mahayana Buddhism resulted in the
evolution of Buddhist art from aniconic to
iconic. Gandharan Buddhist sculptures are
highly realistic and bear strong flavour of
Western art, casting profound influence on

early Chinese Buddhist statuary.

This standing Buddha has a circular nimbus
behind the well-rounded head, an oval face
with a broad forehead, a topknot (usnisa)
protruding under large wavy curls, an irna
between the eyebrows, pronounced facial
features, a high nose, exquisite deep-set eyes
with pupils, full lips with slightly pursed
outer corners, and a dignified and awe-

inspiring countenance.

The kasaya robe covers both shoulders. The
right forearm is broken off, while the left
hand that extends naturally downward is
holding the end of the robe. The part of the
statue below the ankles is missing. The statue
shows a strong physique with broad shoulders

upon a relatively narrow torso, resulting in a

slightly V-taper upper body. The muscles are
realistically represented. Despite the
apparently massive robe, one can still perceive
the undulating contours of the thick chest
muscles, slightly bulging belly and mildly
flexed left leg underneath it. The posture is
elegant and spontaneous, demonstrating the

unique charm of Gandharan sculptures.

The drapery is meticulously rendered. On
the one hand, the fabric follows closely the
subtle undulation of the body. On the other
hand, the relationship between the garments
and the body is clearly indicated by the
catenary and ridged folds carved in the
round. Although the statue is partially
damaged, the realistic style of Gandharan

sculptures is still well-demonstrated.

Catalogue | 53
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Buddhist sculptures known as Qingzhou
Statuary are mainly distributed in the
northern part of Shandong Province. The
richest yield came from the site of Longxing
Monastery in Qingzhou, with the majority
of the finds dated to the Eastern Wei and
Northern Qi dynasties. These statues are
noted for their unique style and superb
artistic value. They demonstrate one of the
important regional styles in the late period
of the Northern and Southern Dynasties
(420-589 CE). Qingzhou Statuary are
known for their strong regional flavour.
Apart from sophisticated statues carved in
the round during the Northern Qi dynasty,
many works of this period are also
resplendently adorned with gilt and
polychrome decorations displaying a vibrant
palette. Their Bodhisattvas are elaborately
ornamented with heavy and luxurious
multi-stranded necklaces and jewellery. The
Buddha’s kasaya come in many different
styles. The fabric appears diaphanous and
close-fit. The drapery is succinctly and
fluidly rendered. Some are even devoid of
any depiction of drapery. All these

contribute to the aesthetic uniqueness of

Qingzhou Statuary.

Catalogue | = $%
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Bust of Buddha

This Buddha bust bears strong flavour of the
iconographic style of Qingzhou Statuary. The
head is surmounted by an usnisa gently
protruding under tight snail-like curls. The
well-rounded face is delicately featured with
plump cheeks, a broad smooth forehead, long
narrow eyes, full lips with deeply indented
and uplifted outer corners, and a placid and
kindly countenance. The diaphanous and
close-fit kasaya, covering both shoulders, is
devoid of drapery depiction.This is a key
characteristic showing the stylistic influence
of Indian Buddhist art on Qingzhou
Statuary. On closer inspection, one finds
traces of gilt on the face and neck, and
vestiges of black and red pigments as well as
faintly visible grid pattern on the surface of
the kasaya, indicating that the former
presence of polychrome decoration. Although
only the bust of this sculpture remains, its
charm and vividness has fully proven the
beauty of Northern Qi Buddhist sculptural

art.

axRE | B LR (550-577)
i 54.5 %7 | BLESE 2018.59

Limestone | China Northern Qi dynasty (550-577 CE)
Height 54.5cm | Accession no. 2018.59

15



16

Bh—8 | Aconic Illumination: An Iconic Journey of Buddhist Art in Asia

¥ 3o B M K B AR R

Pensive Bodhisattva
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Gilt & polychrome white stone | China Northern Qi dynasty (550-577 CE)

Height 63cm | Accession no. 2017.64

The principal deity enshrined in this niche is a
Bodhisattva seated under twin trees carved in
openwork. This Bodhisattva has an oblong
face, a regal crown with ribbons gliding over
the shoulders, close-set facial features, eyes
highlighted with black lines, and a calm
countenance. The necklace, armlets and
bangles on the exposed upper body are gold-
painted. He is seated in ‘pensive posture’ on a
tall cylindrical pedestal with the right leg
resting levelly upon the left knee, the left hand
placed on the right ankle, and the raised right
hand touching the cheek in contemplative
mood. The lower body is wrapped in a long red
skirt. The left foot is stepping on a lotus
platform. The front and reverse sides of the

nimbus are carved with lotus motifs.

The principal Bodhisattva is flanked by a
bhiksu, a ‘Solitary Realiser’ (pratyekabuddha)
and a Bodhisattva on ecither side. Two donor
images, one male and one female, are sculpted
below the lotus platforms of the bhiksus, while
a dragon with head turning around is sculpted
below that of the Solitary Realiser and
Bodhisattva on each side. In a semicircle above
the head of the principal Bodhisattva are six
apsaras with body twisted into a U-shape.
They are jointly holding a huge jewelled
garland, hoovering at the top of the twin trees.
The top of the niche right above the
Bodhisattva’s head has a sculpted Buddha
image seated in ‘lotus posture’. The centre of

the rectangular base features two boys

supporting a hill-shaped censer, flanked by a
pair of lions and Heavenly Kings (Lokapaila),
all carved in relief. The wrathful-looking
Heavenly Kings are all bearing a vajra and a
wish fulfilling jewel. The shorter sides of the
base are also decorated with relief carving of
narrative Buddhist images. The back of the
base is carved with two donors, one on each
side, sitting under a tree in ‘relaxation posture’
(lalitisana) and holding a gem in both hands
in worship. The trunks of the twin trees
forming the back panel are carved with two
standing attendants with cupped hands on the
reverse side. The back of the Buddha seat

shows a meditative monk in a red robe.

The back panel of this niche is made up of
the trunks and interweaving branches of
two huge trees, with robust and fierce
dragons vigorously coiling around the tree
trunks. These are distinctive elements often
found on white stone statuary unecarthed
from around Yecheng, Hebei Province. This
openwork niche carved from white stone is
noted for its complex composition, rich
layering, meticulous carving, extraordinary
height exceeding 60 cm, and the vibrant
pigments still surviving on the stone surface.

It is an extreme rarity among white stone

sculptures of the Northern Qi dynasty (550-
577 CE).

Catalogue | [ $%




Bh—8 | Aconic Illumination: An Iconic Journey of Buddhist Art in Asia

[T 3 e A 4%

Seated Amitabha Buddha
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Amitabha (Buddha of Infinite Light), also
known as Amitayus (Buddha of Infinite
Life), is the Lord of the Western Pure Land.
Since Monk Shandao (613-681 CE) of the
Tang dynasty (618-907 CE) advocated the
chanting of Amitabha’s name to achieve
salvation, the Pure Land belief associated
with Amitabha began to prevail, laying the
foundation for the development of the Pure

Land School during the Tang dynasty.

This seated Amitabha statue has a prominent
usnisa, big spiralling curls, a round face with
squarish jaws, well-proportioned facial
features, a short flat nose with a relatively
wide frame, a mouth with indented corners, a
slightly protruding chin, and a solemn
countenance. He wears a kasaya with collars
hanging down from both shoulders, over an
undergarment (samkaksika) held in place by a
girdle knotted in front of the belly. He has
thick round shoulders, a gently contracted
waist, thick chest muscles, a slightly bulging
abdomen and a stocky, strong torso. His right
palm is damaged but the angle of the bent
elbow suggests that the hand was originally
in ‘fearless gesture’ (abhayamudra). The left
arm extends naturally downward and the

hand rests flat upon the knee.

The drapery is fluidly rendered and

rhythmically spaced to echo with the form

Limestone | China 1" year of the Chuigong reign (685 CE), Tang dynasty

Height 54.5cm | Accession no. 2017.46

and movement of the body. The back panel
is largely broken off, but fortunately the
fragmented remnant reveals the beautiful
design combining openwork with relief
carving. The circular nimbus behind the
head, featuring a relief lotus, is connected
to the mandorla by openwork design with
five-petalled florets carved to the braces.
The mandorla’s outer border is decorated
with continuous flaming motifs of succinct
and elegant design. The front side of the
hexagonal pedestal is carved in relief with a
censer. The left, right and rear sides of the
pedestal are sculpted with small niches
accommodating relief images of the Four
Heavenly Kings (Lokapila). These Dharma
guardians wear a high topknot, with
ribbons and streamers flowing around in
the air. They are attired in Tang dynasty
armour suit with mirrored plates. The
attributes in their hands differ. Their feet
are trampling on mountain rocks, and their
warrior-like images look very fierce and

lifelike.

The pair of reclining lions originally carved
to the front corners of the base have been
badly damaged and their former appearance
can hardly be seen. According to the votive
inscription engraved on the front edge of the
base, this Amitabha statue was presented by a

donor in honour of his deceased parents.
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The iconography of Bodhisattva Guanyin
varies tremendously. The one portraying
Guanyin sitting leisurely with one hand resting
on the rocky seat, while another hand placing
on the knee of his bent leg was created during
the Tang dynasty (618-907 CE) in the 8th
century. According to the Avatamsakasitra,
this was an important iconography in China
from the 11" o the 13" century, commonly
seen among Buddhist statuary of the Song
(960-1279 CE), Liao (916-1125) and Jin (1115-
1234) dynasties.

This Guanyin has an oval face with a squarish
chin. His tall topknot is surrounded by a crown
with cloud motifs, slightly damaged at the
centre front and only Amitabha Buddha’s lower
body image remains. The statue has close-set
facial features, smoothly articulated brow ridges
and eye sockets, forward-gazing half-open eyes
with lifted outer corners, a small mouth with
ruddy full lips, a squarish and slightly
protruding chin, eyebrows and beard delineated
by fine blue lines. He is seated with knees bent;
the right knee pointing upward and the left
knee pointing outward. The right elbow is
resting on the right knee, while the left hand is
providing support on the ground. The exposed
upper body is adorned with strings of jewellery.
The shawl goes around the shoulders and glides
down the arms. A sash runs diagonally from the
left shoulder to the right side of the abdomen.

The arms are adorned with armlets and bangles.

Catalogue | = $%

Seated Guanyin Bodhisattva

Moreover, the Bodhisattva also has a
proportionately larger head, relatively narrow
shoulders, a firm chest, a domed belly, a
gently swaying body and a very spontaneous

posture.

Guanyin’s limbs are finely executed,
meticulously representing the undulation of
the muscles. The palms are plump, firm and
pliable. The fingers are sensibly and
realistically sculpted, showing nuance of
gesture. The statue also has a solemn
countenance, a relatively low chest line and a
plump torso that looks stout but not stocky,
which are notable characteristics of Liao
statuary. The long skirt around the lower
body of the statue has undergone restoration
during the Ming dynasty (1368-1644). The
gelled appliqué cloud motifs highlighted with
colloidal gold painting around the knees and
bordering the hems are Ming additions.

REERAE | B B/ (916-1125)
66 A7 | B 2018.08

Polychrome wood carving | China Liao dynasty (916-1125 CE)
Height 66cm | Accession no. 2018.08
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Standing Ksitigarbha Bodhisattva

HA Sk R (1192-1333)
715 | HESE D 2017.20

Gilt-lacquered and polychrome wood carving
Japan Kamakura period (1192-1333)
Height 71cm | Accession no. 2017.20
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Ksitigarbha, The Earth Treasury, is the name
of the Bodhisattva who is said to be “steady
and immovable as the earth; discreet and
deeply seclusive like a secret treasury”. He
had made many great vows many aeons ago.
Eventually, after attaining the state of
Bodhisattva, he was entrusted by
Sikyamuni to take up the task of edifying
all sentient beings in the Six Realms of
Existence during the time between
Sikyamuni’s death and Maitreya’s rebirth.
Since he has vowed not to achieve
Buddhahood until all hells are emptied, he
is also venerated as the Lord of Hell. He is
also an extremely important Bodhisattva
with profound influence on Chinese and

Japanese Buddhism.

This Ksitigarbha statue has a monk image.
The six rings at the top of the metal staff
carried in his right hand symbolise all
beings in the Six Realms of Existence. The
raised left hand holds a wish-fulfilling jewel
(cintamani). According to Buddhist text, he
“holds the wish-fulfilling jewels in his two
hands” and “fulfils wishes as the wish-
fulfilling jewel does”. The wish-fulfilling
jewel thus became his important attribute.
He has a round shaven head, an oval face
with well-proportioned facial features, an
irna originally set in the forehead, crescent
moon eyebrows, long narrow downcast eyes
with straight slits, together with a solemn

and dignified countenance.

He wears a kasiya exposing the thick solid
chest. The belly is slightly bulging. Since the
chest line is relatively low, the muscles
appear to be sagging. The drapery is
represented by fluidly rendered cord-like
ridges. The original lacquered surface of the
robe has been blackened due to centuries-
long exposure to incense smoke. The robe is
uniquely decorated using a traditional
Japanese gilding technique called kirikane.
The Bodhisattva is standing on a beautifully
crafted waisted pedestal whose upper section
resembles a full-blown lotus with upward-
facing thick broad petals with slightly
upturned tips. The lower section, in a lotus
shape, is flattened with downward-facing
petals. The hollow waist is carved with
openwork tendril motifs. Below the lotus
pedestal is an octagonal stepped base with
corners reinforced by gilt metal brackets

chiselled with tendril and fish-roe motifs.
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The Naga King’s iconography protecting
Sikyamuni has its origin in the life stories
of the Buddha. When the Buddha was in
deep meditation under the Bodhi Tree in
Bodh Gaya, a violent storm broke out and
continued for seven days. On seeing this and
fearing that the Buddha might get hurt,
Mucilinda the Naga King left his abode and
wrapped seven coils around the meditator.
He also transformed his serpent head into
multiple hoods and spread them above the
Buddha’s head to protect him. Other Naga
kings also came from all directions to
provide shelter until the storm subsided after
seven days. Then, the Naga kings prostrated
to the Buddha and returned to their

respective abodes.

This statue has an elongated oval face, a low
conical usnisa, tight snail-like curls and
pierced elongated ears. The absence of crown
and ear ornaments is an innovative
iconography of the Buddha statuary of the
Bayon period (12tP-13th century) of the
Khmer Empire. The statue has a broad
forchead, well-proportioned facial features,
gently contoured skin surface, slightly
opened eyes, broad nose nostrils, broad
thick lips, and a smiley countenance

revealing serenity and compassion.
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Seated Buddha Protected by the Naga King

His body is plain and smooth, apparently
without any clothing. His hands, one on top
of the other, are placed on his feet in
‘meditation gesture’. He is seated with legs
locked in ‘lotus posture’ (padmdsana) on the
mass formed by the coiled body and tail of
Mucilinda. Seven hooded heads rear up from
behind to provide him shelter. The frontal
head that rises highest in the middle is
flanked by three heads on ecither side to
provide all-encompassing protection to the
Buddha. The features of Mucilinda are
portrayed in bas-relief on the slab behind the
Buddha. The physical details and the scales
are delineated by incised lines. The primary
role of the Buddha carved in the round and
the supportive role of the Naga King rendered
in bas-relief are harmoniously represented.

W | S HEEY 12-13 4
143 2857 | BUESE C 2016.18

Sandstone | Cambodia Khmer Empire 12"-13" century
Height 143cm | Accession no. 2016.18
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Seated Luohan
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The term arhat is commonly rendered as
Luohan in Chinese though the word Yingzhen
(a perfected person) is sometimes used. A
Luohan is an individual who has attained the
highest level of Hearers (sravakas). In early
Buddhism, most Luohans were the
enlightened disciples of Sikyamuni. They were
beings who had removed all defilements and
obtained the Six Kinds of Supernatural
Abilities through practice. In Mahayana texts,
before Sikyamuni entered parinirvana, he
requested 16 Great Luohans not to enter
parinirvana, but remain in the mortal world as
Dharma protectors (Dharmapalas). Thus, apart
from being practitioners, the Luohans are also
associated with guarding the Buddhist
Dharma, edifying sentient beings and

removing perils.

This seated Luohan statue has an oval head, a
youthful and handsome countenance, a high
straight nose, downcast eyes and lips with
lifted outer corners giving a smile. He wears a
kasaya baring the right side of the body and is
seated with legs locked in ‘lotus posture’
(padmasana) and hands with palms up in front
of the chest, probably holding an object which
is now missing. He also has broad round
shoulders, a narrow waist and a solid robust
chest.

Gilt bronze | China Ming dynasty First half of the 15" century

Height 80cm | Accession no. 2016.16

The statue is stylistically similar to the statuary
produced or commissioned by the Ming court
during the Yongle reign (1403-1424) and
Xuande reign (1426-1435). For instance, the
drapery represented by neat and fluid sinuous
lines with distinct crests, the triangular folded
end of the robe draping over the left shoulder,
the angular articulation of the facial features
carved in high relief as well as the elasticity of
the body and skin are similar to the Yongle
and Xuande statuary of the early Ming dynasty.
Although no Luohan statue of the Yongle and
Xuande reigns has been found so far, the
impressive size and superb modelling technique
demonstrated by this statue strongly suggest
that it is closely related to the imperial atelier
of the early Ming dynasty.
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The biggest difference between a Buddha and
a Bodhisattva is that the former wears no
crown and strings of jewellery, while the
latter does. However, this head with a rtall
crown also has tight snail-like conical curls
and other characteristic features of a Buddha,
indicating that the head originally belonged
to a Buddha statue. Since only the head is
preserved and there is no hand gesture to help
identify this Buddha, the head is simply
called “Head of Buddha with Regal Crown”.

This Ming dynasty (1368-1644) Buddha
head is noted for its vivid expression and
anatomic precision. The modelling of the
facial features is particularly exquisite. The
Buddha has an oblong face, elongated plump
ears, fleshy cheeks, a broad forehead with an
irna in the middle, downcast eyes, sharply
defined eye sockets, and thick heavy eyelids
with low relief edges highlighted by incised
lines to emphasise the skin fold of the upper
eyelid and the sagging of the lower eyelid.
Glassy material is used for the pupils to give
them brightness and spirit. The high straight
nose has relatively wide nostrils and a
rounded aquiline tip. The full soft lips are
delineated with fine raised lines, and with
gently lifted outer corners. The countenance
is dignified and majestic looking. Facial hair
are painted above the upper lip and on the
chin. The moustache is parted at the middle
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Head of Buddha with Regal Crown

TRERE | PR AR 15 il
= 86.5 A% | LA : 2017.29

Polychrome stucco | China Ming dynasty 15" century
Height 86.5cm | Accession no. 2017.29

of the philtrum and the two ends curl up like
tongues of fire. The facial hair on the chin is
represented by swirling lines. The tall
openwork crown above the Buddha’s head is
elaborately and exquisitely constructed with
continuous beads, flowers and beaded floral

motifs.

The Buddha’s facial features and the crown’s
style share similarities with several seated
Buddhas inside the Grand Hall of
Guangsheng Monastery in Hongtong
County, Shanxi Province. The statues were
carved during the Jingtai reign (1450-1456)
during the Ming dynasty. This Buddha head
is believed to have been produced in Shanxi

in the mid-Ming dynasty.
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Gilt bronze | China Ming dynasty 15" century
Height 67 cm | Accession no. 2017.54

The image showing Bodhisattva Guanyin
seated on a ‘lion mount’ is also called
Simhanada Avalokite$vara or Guanyin of the
Lion’s Roar. This mount is in fact a divine
beast, known to the Chinese as hou. Legend
says that this beast was in fact Naga King’s
son. This form of Guanyin is believed to
have the divine power of subduing all
diseases and sufferings caused by the Nagas,
and delivering sentient beings of the Three
Realms (Realm of Sensuous Desire, Realm
of Form and Realm of Formlessness) from
the ocean of sufferings. The image was quite
popular during the Ming dynasty. Apart
from appearing alone, Guanyin normally
rides a hou, and is sometimes joined by other
Bodhisattvas — Manjuéri riding a lion and
Samantabhadra riding an elephant, to form

the Triad known as the Three Great Beings.

This Guanyin statue has an oval face,
crescent eyebrows, long eyes, plump cheeks,
smiley lips and a benevolent countenance.
He wears a triple-lobed topknot behind a
crown set with an image of the Amitabha
Buddha, a shawl around the shoulders, and
elaborate and resplendent strings of
jewellery. The garments’ folds twist
spontaneously, showing fluidity and

elasticity of line. The borders of the shawl
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Guanyin Bodhisattva Seated on Lion Mount

and the skirt are chiselled with floral and
foliage motifs. The craftsmanship is refined
and exquisite. The right forearm rests on the
right knee, while the left hand clutches the
stalk of a lotus. The statue is seated leisurely
in ‘relaxation posture’ (lalitdsana) on the
back of the gold haired mythical beast while
leaning against an armrest. The lion-like
beast has a horn on the head, long wavy
mane, an elongated stout body and relatively
short limbs. It is crouching on a bed of
mountain rock and turning around its head
to gaze at Guanyin. Its gaping mouth
suggests that it is roaring. The portrayal is

very lively and vivacious.

This majestically modelled and meticulously
crafted statue attests to the incorporation of
even more Chinese characteristic elements
into the style of early Ming (1368-1644)
imperial Buddhist statuary. It is a brilliant
masterpiece of sculptural art of the late 15t®

century.
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