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Mr. A.B, Griswold
( 1 )

Some of the Buddha images of nmthern Siam are powerfully
majestic, some are gerenely gentle, a great many have a very
friendly look. If in the last analysis they cannot match the ethereal
masterpieces of Sukhodaya for sheer inspiration, they are much
eaiier te appreciate at first acquaintance. They are less sublimated,
they are closer to our everyday experience, they are move perspnal.

T do not mean that they arc ‘‘realistic” in the western Sense,
Realism would be contrary to every ideal of Buddhist art. Realism
could not possibly evoke a propel recollection of the great Indian
Sage who long ago passed into Total Extinction. ‘A Budadha image
is never intended to look like a human being. It always-has certain
peculiarvities, such as a rounded protuberance on top of the skull,
called “ushnigha”, elongated ear-lobes, and so on, which set it apart
from merely human portraits., To the philogopher it expresses an
idea, it i a “Reminder of the Doctrine”; to the simple, it is a super-

patural protector,

But the northern sculptors were not gquite so rveady as thé’ir
predecessors at Sukhodaya to put vealism away, not so regolute in
altering human forms to make them comply with the “supernatural
anatomy’’ that the holy texts ascribed to the Bhuddha,

From a technical point of view the northern mmges are as
'good ag any hronzes ever made in Southeast Asia.

Then' quanlity is enormong. They crowd the monasteries of
the north; plenty of good examples can be séen”in Bangkok-in the
'N'Ltlonal Museum, in different monagsteries, and in private collections;
a few have even found then- way to the museums of. Europe and
Axlnkemcjp ’ |

' Anyone who examines a large number of these images will see
that they-fall quite naturally into several different groups on the
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basis of type und style. - Connoissenrs long ago distinguished the
main groups of northern images from one another and established a
clagsification, with a tentative time-table.

But something went wrong.

In order to explain it, I gshall have to give the words ‘“‘type”
and “gtyle” more precide meanings. Though they are related, they
are not the same thing.

The type of a Buddhaimage depends onits iconography, and itg
iconography means three things: anatomy, costume, posture. There
ig little latitude for choicé. The anatomy may vary, within limits, as
to the form of the “‘supernatural” details and the canons of propor-
tion, The costume, may be a monastic robe or a princely garment;
if monastic, there are several different wayé it may be disposed; if
princely, the decorations may be varied. There are “four decent
attitudes” (walking, standing, sitting, reclining); thers are less than
a dozen usual * gestuves” of the hand, all symbolie; and when the
image ig seated there are three different ways the legs may be
arranged.  That is just about all the iconography the Hinayana
image-maker has at his disposal. Of the rich iconography of Indian
art, developed long ago, it is only this tiny fraction that he adopted.’
He has kept it essentially constant ever since. Unlike the Buropean
artigt, he has not the slightest desire to be original, On the con.
trary, he prides himself on heing a good copyist.

There are excellent veasons for this. The patron who commis.
sions an image is usually not a connoisseur: he is either a Prince
offering a handsome gift to religion, or else merely a citizen wighing
to “make merit’~ pelhdps in eonnection with his sixtieth birthday or
gome other occagion. So when the sculptor asks him what he
wants the 1mage to look like, the line of least resistance ig for him
to say: “Ob, make it look like such—and— such,” naming one of the
best-known statues in the community. In any case, unlegs the pat:
ron is a severe ratiovalist (and rationalists must have been in the
minority in medieval times) the main motive is to produce a'miract.
lous device. In order to inherit some fraction of the infinite power
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the Buddha himself pogsegsed, an image mus tracé its lineage back
to one or another of the (legendary) likenesses of him made by some
artist, human or divine, who knew him personally. In theory every
Buddha image -ever made is a copy, or a copy of a copy, or a copy
of a copy of a copy, of one of those “authentic” likenesses. The safest
thing to do is to copy some statue that has already proved, by its
unugual magic power, the legitimacy of its descent. Since by that
very fact it will have already become illustrious, there is every.
reason to copy a famous moglel, none at all to copy an obscure one.

In this way one single mode].linslaireks an endless series of imi-
tations. Some of then: may be made not long affer the model itself,
and" i)y genlptors of the same school; others may be made decades or
centuries later by seulptors trained in a quite different tmdltlon
Bub they will all duphcate its monography ’ ' g

Btyle consists of more sub{,le ma’hters-usevof ;natefial,‘I)last.ic
quality, planes and masges, rhYthm, facial exﬁ’(—)ssion, incidental
detail, and so on. Thege are the things, easier to see than to mea-
sare and describe, that go to make up what a casnal obgerver might
call the *“‘general appearance”.  If the ordinary pat'ron was no more
than vaguely aware of them, they make all the difference to us:
they decide whether an image is beautifp_l or ugly. Ip 211 these
things the sculptor is far less dependent on his model than on hig
own experience, If the model happens to be a product of his own
gchool he instinctively reproduces its style; if it is not, he will get
the iconography right enough hut attach his own stylishic‘ha.bits to
it, Style is governed chiefly by the kind of training he hag had, the
degree of gkill he hag schieved; and hig own téste.‘ - 8tyle varies
from school to schoo] ‘and to some extent from seulptor to sculpfor

‘ Smce vexy few Buddha nnages are inscribed with dates, and
none before a comparamvely late period, type and sbyle are often
the only available guides to chsslflc'mtmn and datmg 'l‘ype is an
eagy guide to follow, bhut; may prove mxsleadmg, style, though more
elusive, .i8 maore reliables, .. ¢ : IE
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The old claggification and time-table went astray because it
depended too much on type and not enough on style. One group of
images was more or less overlooked; another wag misdated by several
centuries and given a name — Ea11y Chiangsaen”~that we now
know is meaningless.

In the present paper I shall correct these mistakes and use
some new names. Here is the revised time-table I propose, which
is bagsed on recent studies:

THE SCULPTURAL STYLES OF NORTHERN SIAM

Name Approximate Dates
(expressed in the Chrigtian Hra)

1. Lamphun Style (Mon and Northern Thai)  13th~—14th contury

2. “Style of the Abbot Sumana” (Northern
Thai Imitations of Sukhodaya) 1370 — 1470

3. Style of the Northern Thai Golden age

a. Lion Type
(usually called “Early Chiangsaen”) ¥ 1455 — 1365

‘ b, Mixed Types | 1
(usually called “Later Ohiangéaen”) ]

4. Later Styles ' ‘ Up to the presgent

"To anyone accustomed to the old time-table my: revision will
no doubt come ag a surprise, especially in connection with the
drastic treatment I have given “Barly Chiangsaen”. I have removed
it from. its old home and spread it all over the north; I have made
it a,nywhere from 300 to 600 years younger; and T have given it
exactly the same dating as the go- called "Latex Chiangsaen” .
the Golden Age of No1the1n Thal art aund letters

Though Ty revision may be surprising, it is not’ faneiful.
When I first proposed it t0 my friend Luang Boribal Buriband, -the
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archeological expert of the Wine Arts Deparment in Bangkok, he
wag frankly sceptical; but being an open-minded and scholarly
gentleman, he thought it worth looking into and has now accepted it.

The conclagions I am presenting in this paper are really the
result of joint studies made by Luang Boribal, Mr, Kraisri Nimma-
naheminda of Chiangmali, and mygell. In due course I shall defend
our position. '

But firgt I must sketeh in the historical background and discuss
the beginnings of Northern Thai art. (1.)¥

(2)

In the 13th century the Burasian continent from Poland to
Manchuria was collapsing under the blowsof the victorions Mongols.
Before his death in 1227 Genghis Khan had made himself master
of all China north of the Yellow River and created an empire that
stretched the entire breadthof Asia. Under his successors the texrible
momentum continued, The Golden Horde swept through Russis,
atbacked Hungary, destroyed the Caliphate of Baghdad. Kublai Khan
ernshed the Sung kingdom; by 1279 he was Emperor of the whole
of China, ‘while the rule of his vassals reached to cential Europe and
Arabia. He was the sovereign. of a greater population than any man
before him had ever heen. The splendor of hig court at Peking,
where he perpetuated the culture of the conquered Sungs, fascinated
the Venetian Marco Polo.

" Without conguering the Southeast Asia Peningula, the Mongolb
upset its old patterns of political power.

At the beginning of the century the IKhmer, who had long ago
abgorbed the Mon kingdom of Dvaravati, still dominated central
Siam .as far north as Svargaloka. Beyond their frontiers lay an
offshoot of Dvaravati, the Mon kingdom of Lamphun, which managed
' to maintain its independence after the mother country was extingu-
ighed. Lamphun, though the Khmer had failed to add it to their
empire, was no menace to them. But they were soon' to loge their
hegemony to another people the Thai.

#* N.B.~All numerals in the text refer to the: Supplementa:y Notes which
-follow, pages 128-150. ;
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The Thai had long heen settled in an independent kingdom in
Yiinnan, where - though their Chinese neighbors regarded them as
“harbarians” -they had developed a congiderable culture. They were
brave soldiers and good organizers, quick learners and clever
asgimilators. » ‘

Tor a very long time Thai emigrants had been drifting down
from Yilnnan into Southeast Asia. These early cmigrants, perhaps
for the most part adventurers, landless peasants and fugitive slaves,
were not individuals of a very high type. The proud Khmer rulers,
apparently secure in their splendid capital at Angkor, scarcely
noticed the Thai communities that were growing up inside their
gmpire. The Thai did not constitute a danger until they were
reinforced by s new influx of their fellow-countrymen, this time
probably including some members of the upper classes, who were
leéaving Yinnan becausge of political troubles there even heforo the
Mongol eonqguests.

The countryside around Svargaloka, four hundred miles away
from Angkor, wag administered by Thai lords under Khmer vassalage.
In ahout 1220 two of these lords suddenly rovolted, captured
Svargaloka and its twin city Sukhodaya, and proclaimed the proviﬁce
an independent statie. Ph.rzi Ruang, one of the two succosstul rebels,
became its first King. (1.)

Sukhodaya, “the kingdom of Phra Ruang”, within a generation
replaced the Khmer BEmpire as the strongest power in Southeast
Asia. Though it acknowledged the nominal suzerainty of the Mongol
Court at Peking, it was to all intents and purposes independent.

At Sukhodaya, under Phra Ruang and his d‘escendunts, Siamese
culture developed rapidly. For there the Thai were in cloge touch
with the age-old gophisticated material civilization of the Khmer;
and there too they got in touch with Ceylon, the- fountainhead of
Hinayana Buddhism. These and other influences the Thai synthesized
into something new and characteristic. We do mnot know procisely
wlen this happened, but the process was well under \k_v‘ay“i_'f;‘;ﬁbtj
quite complete by the end of the 13th century, and the full flowsring
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came goon after. In the middle of the 14th century Sukhodaya was
forced to submit to the sguzerainly of a recently-established Thai
kingdom farther to the south, but Phra Ruang’s descendants
continued to reign as vassals of Ayundhya.

The splendor and refinement of the Sukhodaya civilization in
the days of its greatness are illustrated by plenty of tangible remainsg.
Many of its monuments still stand, though badly damaged. Several
long, interesting ingeriptions compoged by its Kings can still be read.
And thousands of beautiful images that once adorned itg cities have
been regcued from the ruing,

But in northern Siam the Thai were not so early favored by
circomstances. Unlike their kingmen at Snkhodaya, they wete not
in close touch with an old civilization.

The dnly cultural center of any account in the north wag Lam-
phuix, which was ruled by a Mon dynasty until very near the end
of the 13th century. Holding steadfastly to the Iinayana Buddhism
and the artistic tradition which the founder of the eity had brought
from Dvaravati, the Lmphun Kings recorded their - religions
foundations and their gifts to the monkhood in stone inscriptions
written in the Mon language intevspersed with Pali; they built stﬁpas
in the form of tall slender pyramids; they caused artists to carve
Bnddha images in stone or model them in terra cotta. (2.)

The stone statues must have been very much like the Dvaravati
art that flourighed at Nagara Pathama and the neighboring regions
from the 6th to the 11th or 12th century. They may be contemporary
with it; but ag surviving examples are too fragmentary to give any
clear impression I have not taken them into account in my time-table.
The terra cotta Buddhas are more plentiful and in better condition.
They too are clogely related to Dvaravati art. (Fig. 1.) The syebrows
meet over:the: bridge of the nose so as to form a. continuous line;
the smooth clinging monastic - robe, which covers both shoulders,
hag delicately stylized folds at the lower cormners of the  skirts.
"Things like thege suggest the velationship of Dvarvavati art, and
the plagtic style confirms it. (3.)



102 .A.B. Griswold

Beyond Lamphwm lay a wild hinterland of forest and mountain,
peopled mogtly by primitive tribes. But in the clearings of the low.
lands between the mountain chains there were settlements of Thai.
Their political power was growing, they had already digplaced the
tribes from the most desirable lands.

But of their religious or artistic aclivities before the closing
years of the 13th century we know absolutely nothing. We do not
even know whether they were Buddhists or not. Perhaps they
remembered something of the Mahayana that prevailed in their
former homeland; hut probably they were for the most part animists,
honoring the kindly spirits and demons, appeasing the mischievous
ones. Such sgpirits and demong, then as now, were everywhere.
Any big tree or rock, any hilltop or stream, might harbor one of
them. Some were bloodthirsty monsters, some were good-hearted
protectors, all of them were touchy. Though their anger was easy
to incur and hard to escape, they gounld he placated -with gifts of
food and flowers or coerced by sorcery.

Not only in rveligion but in material skills ag well, the northern
Thai of this period must have been far less advanced than their
kinsmen in the land of Phra Ruang. They have left not a single
ingeription, not a single monument. (4.)

They needed a spiritual awakening and a course of technical
training hefore the arts could come to life among them,

In 1292 both these things became pogsible. In that year King
Mengrai, the ruler of several small states in the extreme north of
Siam, succeeded in capturiné Lamphun, Four years later, he founded
2 new capital at Chiangmai, but 'for nearly a century Lamphun
remained the cultural capital of his rvealm, which had grown to
‘include mogt of northern Siam.

King Mengrai was perhaps already a Buddhigt before he took
Lamphun; but now he and his followers came into close contact with
Buddhism ad an established religion - a veligion served by an
organized brotherhood of monks and eguipped with a solid tradition
of art and letters, Now, just as Phra Ruang’s people had absorbed
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g0 much. learning from the Khmer a generation or two earlier, so the
Thai of the north were to absorb all they could from the Mon
inhabitants of the captured city, But the culture they found at
Lamphun is not te be compared with the elaborate eivilization of
the Khmer, and its new Thai rulers could not hope to rival the
religious and artistic achievements of Sukhodaya.

If the Thai mling clagses in King Mengrai’s new dominion
were nominally Buddhists, many of them must have been still
animists at heart - for, ng we shall see, o King of Chiangmai over
200 years later openly renounced the Doctrine and gave his patronage
to the cult of demons. The lower clagses conld not grasp the real
meaning of the Doctrine at all, The obstacles were too great for
Buddhigm to overcome guickly.

Because of a fact that is eloquent in itself, it is difficult to form
a clear idea of the state of art and culture in King Mengrai's
kingdom. Though Thai archeological remaing are not entirely lacking,
a8 they were for the period before he caplured Lamphun, théy are
still very secanty for the mext 75 years. There are only a few
monuments, and no inscriptions at all. ‘

The monuments are glender pyramidal stupas of {he game gort
the Mon of Lamphun had been in the habit of building. The
architects and the image.malers, though they were now working for
a Thai patron, were still Mon, or at leagt trained in the Mon

tradition. During all thig time the Buddha images must have been
simply & continunation of the Lamphun style. Tknow of only one or
two bronzes; they arc in'the Dvaravati tradition, and quite small.
(5.) All the best examples arve in terra cobta, and there are not a
great many of them. There is no sure way of telling which images
date from hefore the capture of Lamphnn and which after, (Fig. 1.)

I am inecljuned {o think the “Lamphun Style” - chiefly in terra
cotta - was the only style of Buddha image known to the founder
of Chiantgmai and his successors Lor three genevations,

' | - (3)

An event that occurred in 1369 gave ‘Buddhism and Buddhist

avt o fregh impetus, - It is described at length in the oldest Thai
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ingeription that hag been found anywhere in northern Siam, (1.)

King Kina, the ruler of Chiangmai at that time, was an ardent
Buddhist. He must have been dissatisfied with the condition of
religion in his kingdom. The old Mon Buddhism,' inherited from
Lamphun, needed to be reinforced. He had heard glowing accounts
of the Sect of Forest-Dwelling Monks, who were led by men
educated and ordained in Ceylon. They were firmly established at
Sukhodaya, where Phra Ruang's descendants, reigning as vassals of
Ayudhya, had been deeply impressed by their devotion and their
miraculous powers. The King of Chiangmai, “desiring the arrival of
some Tovest-Dwellers”, invited .one of their 1eadefs, the Abbot
Sumana, to come and settle in the north in order to preach the
Doctrine. The Abbot hesitated for some time hefore accepting.
Perhaps he did not want to leave Sukhodaya, where the Forest-
Dwellers were so much honoured; perhaps he felt the north was not
vet ripe for a big missionary effort. When he finally accepted, the
King went to Lamphun to meet him, received him with deep respect,
and installed him in a monastery there 'which he had prepaved for
him - the place now known as the Monastery of the Standing
Buddhas. ’

The reason the monastery is so named is this. Soon after his
arrival, Sumana - doubtless feeliﬁg he needed a device of religious
propaganda such as had been so successful at ‘Sukhodaya - suggested
to the King that he should have four large Standing Buddhas cast in
bronze. The monarch assented “ with delight and gladness”. 'The

'

project, begun under the Abbot's supervision, took two years to
complete. (2.)

If only we knew just what thosé Standing Buddhas looked
like ! - Unfortunately, abount fifty years dgo the monument where
they were installed was completely rebuilt; and the four Standing
Buddhas, which were by now in a bad state of repair, were
reverently sealed up insgide it . yuite. beYond the archeologist’s
reach. {(3.) But a certain mutilated part of the ingeription seems
to say that they were made in imitation of some famous image the
Abbot had seen elgsewhere - presumably at Sukhodaya. - (4.)
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Ig it not a fair guess that this event introduced the Sukhodaya
style of bronze sculpture into the novth? From the King's eager
delight, which is so faithfully recorded in the inseription, we can
infer that Sumana’s suggestion was a novel one; we can infer that
the Northern Thai, unlike their kinsmen in the land of Phra Ruang,
were not yet in the habit of using bronze for large statuary.

About the time the work was finished, King Kuna transformed
his own pleasure-garden at Chiangmai into a monastery and invited
Sumana to take up his residence there. Chiangmai, besides being the
political capital of the north, now became its eultural capital ag well.

While King Kuna was busy with these works, his brother the
Prince of Chiangrai was not idle, What he did was perhaps no less
effective in mgking the art of Sukhodaya known in the north.

There are several different versions of the story but they
agree in mogt important particulars. A monk who had recently
arrived from Kamphaengphet showed the Prince a wax replica of a
very famons image in the possegsion of the ruler of that state.
Known as the “Sinhalese Buddha” or “Sihing”, it was a seated figure
made out of an 2lloy of gold, gilver and tin. After describing the
many wonders it had performed, the monk related its history. Tt
had bheen cast ages ago in Ceylon, from a model miraculously created

- by a pious Serpent-Demon who had known the Buddha personally. ‘
It remained in Ceylon, the monk continued, until King Phra Ruang
of Sukhodaya managed to obtain it and take it to his capital, where
he and his descendants held it in high esteem. Quite rvetently,

. however, the King of Ayudhya commandeered it - only to lose it

soon after by a trick devised by the ruler of Kamphaengphet. The

Prince of OChiangrai, having listened with eager attention, now

determined to get it for himgelf. He marched south at the head of
an army, made a demonsgtration of force, and demanded the image.

Its anhappy possessor, bidding farewell to it ‘*with all sorts of

affectionate words”, reluctantly, gave it up. .The Prince of Chiangrai
triumphantly took it to Chiangmali, and later to his own state where

he had & bronze veplica made of it, (5.)



106 : : A.B. Griswold

Now what was this famous image? Ttg “‘history”, written at
Chiangmai in the Golden Age, though replete with fabulous details
in the earlier section, is matter-of-fact enough in dealing with events
in the 14th century. No less than three different images are pointed
out today that are supposed to be the original, according to beliefs
in different parts of the country. (6.) But not one of them xvas
really made in Ceylon, as is clear from their style. If Phra Ruang
really got a Sinhalege image, it had.probably disappeared hefore the
Prince of Chiangrai ever heard of if. ‘

In those days there was no such thing as sclentific connois-
geurship. Though cvery important image had its own name, there
waere always numevous copies which were called by the same title.
Sooner or later one or more of them would inevitably bhecome
identified with the original, cither by mistake or Iry design. An
image that digplayed an unusual degree of supernatural power was
a tempting prize; its owner knew perfectly well that rival princes
might even start a war to capture it. If he had the most elementary
pradence he would hide it at the first sign of danger and pubta
substitute in its place. In case of necessity he could always surrender
the substitute with a great show of reluctance. If this happened
the original wounld be safe, but would lapse into obscurity and
eventually lose its identity. On the other hand, a lesg prudent owner
might be taken by surprise and forced to surrender the original .
before he could hide it. Or it might Ve stolen. Then one of the
copies would be put in ity place and ostentatiously worshiped. There
would now be two “originals”. This sort of thing might happen
again and again over along period of time, go that finally the piously-
recorded ‘“‘history’’ of the original would be applied to a copy at
fourth or fifth hand that might have very little resemblance to it,

Whether the people of Sukhodaya who surrendered the image
to the King of Ayudhya had already bheen deceived by such a
substitute, or whether they succeeded in fooling that monarch,
whether the wily ruler of Kamphaengphet was himself the vicetim
of a double play, whether he deceived the Prince of Chiangral
knowingly or innocently-there can be no possible doubt that there
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wag a slip somewhere. Tt does not matter to us exactly where the
slip vceurred, because in any event it "took place within the orbit
of Sukhodaya art and just about tbe time the Sukhodaya high
clagsic style was drawing to its close. Whoever picked out the
gubstitute had plenty of images to choose from. So long as he picked
a seated figure, and one that was not too unconvineingly uew, its
precige appearance would not matter. The line of least resistance
would be to choose one that had been made twenty or thirty years
earlier, neav the peak of the style,

The two earliest instances of casting bronze Buddhas in the
north mentioned in any of the more reliable records are Swmana’s
work at Lamphun and the Prince of Chiangmai’s order to make a
copy of the image he hrought home with him. If my reasoning is
correct, two different models, one standing and the other scated,
but hoth of them in the Sukhodaya high clagsic style or closely
related o it, were thus introduced into the north.

Image-makers are always the * forgotten men’ in Siamese
chronicles. There is no means of knowing who exccnbed the work
either for Sumana or for the Prince of Chiangrai. Were they im-
ported from the land of Phra Ruang? Did they ingtruct northern
apprentices in the new art? Did the apprentices, having mastered
it ag best they could, transmit it to o new generation of northern
senlptors?

More thau likely the answers to these questiong should be
“yes™. For theve is, in fact, a fairlylarge group of northern bronze
images thal ave obviously intended to be {mitations of the Sukho-
daya high classic style. (Figs. 2 and 3.) Unfortunately there is
no way of dating any of them with complete certainty, but there is
good reagon to believe they should be ascribed to the period between
Sumana’s arrival and the introduction of other types of Buddha
image about a hundred years later. In honor of the good Abbot
(though he was not solely responsible), I propose to name this whole
group of Northern Thai imitations of Sukhodaya: “the Style of
Sumana’,
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In anatomy, costume, and postuve their iconography stems
straight from the land of Phra Ruang.

The “halo” is a jet of flame springing from the top of the
head; spiral curls cover both the skull and the ushnigha; the ear-
lobes are long; the shoulders.ave broad, the chest full, the arms
elongated; the footsoles are flat and the heels projecting. These are
all features of the “supernatural anatomy ” which the Sukhodaya
artists, with resolute faith, took from the deseription of Buddha's
person in the Pali texts. Modern scholarship has traced how such
features grew out of a series of misunderstandings; but the Sukhodaya
artists gave them a deep spiritnal meaning. The north copied them,
incompletely and without fully realizing their import. The north
also copied certain peculiarities that Sulkhodaya had taken from
another scource - the stereotyped similes used in Sangkrit poetry to
deseribe gods and heroes. The shape of the head, therefore, is
“like an egg”; the curls of the hair are “like the stings of scor-
pions”. The nose is “like a parrot's beak” and the eyebrows “like
drawn hows above it’’; the chin, with its incised oval line, i “like.
a mango stone”. The arms are “smooth and rounded, like the trunk
of an elephant”; the hands are “like lotus flowers just beginning
to open”, with the finger . tips turning backward like petals. (7.)

The monastic robe is thin and clinging, It exposes every
contour of the body and limbs beneath it. But though it does not
look in the least like a real monk’s dress, it ig a perfectly correct
three—dimensional diagram of one. Since the right shoulder is bave,
the space between the arm and body on the side is left open; bub
on the other gide it is closed go as to 1'ep1‘esef1b the cloth falling from
the left shoulder. The flap Of material hanging over that shoulder
descends to the waist infront and to the hip behind, ending ina
notch shaped like a fish-tail. A fine line across the chest, at the

wrist, and at the ankles shows the division between cloth and
flesh. (8.) ‘

The Buddha sometimes stands or walks, with one arm falling
at the gide and the other raigsed to perform the gesture of “Dispel-
ling Fear”. (Fig. 2.) But more often he sits on a plain undecorated
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pedestal, his legs folded “tailor-fashion®, one of them vesting on top
of the other; his left hand lies in his lap, while his right is placed
on the knee with the fingers pointing downward. (Fig. 3.) For
the episode most commonly represented is his “‘Victory over Mara”:
The great Sage has, up to this moment, been sitting with both
hands in his lap, in the classic position of the Yogi meditator, striv-
ing for the Supreme Enlightenment that will so scon come to him;
now, when Mara, the Lord of Evil, has come to tempt and assault
him, the Sage hag interrupted his meditation just long enongh to
move his right hand to his knee and point downward so as to “Call
the Barth to Witness” his accumulated merit which will put Mara's
demons to flight. '

Since 2ll this iconography is so like Sukhodaya, how do we
know that the whole series of images wag not made at that place
and trangported bodily to the north? They are betrayed by their
plagtic quality, by a.ll the thingsthat go to make up style. At their
worst they are crude and heavy; in the Walking Buddhas there is
no feeling of motion, only an awkward displacement of one leg,
Bven the best seated images, which are very good indeed, lack the
marvelously fluid line, the gensitive modeling, the spiritual energy
of the Sukhodaya high classic, By comparison they have a slight
coarseness of feature or heavinegs of jowl., Small details are less
refined, Sukhodaya transformed the end of piece of cloth into a
gtylized pattern of infinite elegance; but the north simplifies the
pattern and reproduces it in a perfunctory way.

In its formative period, therefore, the bronze seulpture of the
north ig a gort of provincial vergion of Sukhodaya art. This ig the
first time the northern craftsman learned to make large bronze cas-
tings. A few of the images are colossal, a great* many nearly life-
gize., Teclinically, for most part, they are above reproach. If the
seulptor, conscientiously reproducing the externals of Sukhodaya
statnary, somehow migses its real spirit he is not always to he
blamed. The patron chose the model to be copied less for its
beanty (as we would judge such a quality ) than for its magical
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propertics. At first he might choose some lesser work of' the Sukho-
(dlaya school or some locally-made imitation improviged from the
racollection of an original seen long before,  Ax time went on and
the school grew, the patron would be more and more apt to choose
a model from among the produets of the school itgell,

Since there are not vet enough data advailable, we cannot
trace the ups and downs of “Sumana’s Style” during the course of
its exigtence: we canuot determine just how freeh dvafts of influence
from Sukhodaya affected it, or deecide how it came to an end,
Most likely it gradually merged into one of the types that hecame
populav in the Golden Age. .

If my reasoning is sound, the main fourishing of *Sumana’s
Style” should be dated from 1370 to about 1470, (9.)

(4)

Under the patronage of such zealous monarchs as Kiina and
T)is immediate successor Buddhism made brisk progress. DBut in
the next reign it got a set-hack.

ing Sam Fang Kaen, who came to the throne in 1401, did o
shocking thing. He repudiated the Doctrine, “favored the heretics
at the expense of the faithful, sacrificed buffaloes and oxen to the
demons of gardens and trecs, hilltops and forests’’,  He confiseated
the property of Buddhist monasteries and turned it over to the
sorcerers. But he did not put a complete stop to Buddhist acbivities,
“for theve were many laymen brave enough to help the monks in
their adversily, Even without agsistance from the King, a group of
twenty-five monks from Chiangmai was able to travel to Ceylon,
where they stundied for several months and were re-ordained with
the most orthodox rites.  When they velurned, rich with their
knowledge of the Pali sacred writings, and accompanied by two
Sinhalese monks, they were prepared to rigk the King's displeasure
for the sake of the Doctrine. . They were living at Lamphun in
1441, when the heretic King. was deposed and his son Tiloka
mounted the throne. {1.) . ,

Thig was the beginning of the Chiangmal Golden Age. King
Tiloka, a staunch Buddhist, quickly set sbeout undoing hig father’s
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evil work and restoring the Doctrine to its rightful place. . Laymen
and laywomen, from the King and Queen downward, delighted to
gshower honours and rich gifts on the monks of the Three Sects,
The Forest-Dwellers could meditate in peace, the Garden-Dwellers
come out of their obscurity, the City-Dwellers preached opénly in
the capital and provincial centers. The stage wag set for a great
revival of Buddhist art and letters, Pali studies advanced rapidly.
(2.) During the reigns of King Tiloka and his successors there
was great literary activity, both in Pali and in Thai, as we know
from the books that have survived and the dozens of stone inserip-
tions that have been found dating from the Golden Age. (3.) Old
monasteries were restored and new ones built. 'l“o supply them
with enough Buddha images would reguire a huge production.

With the help of his Minister of Works, Miin Dam Phra Khot,
the King attacked the problem energetically, raising producﬁon by
geveral hundred percent and introducing some gnite new typés of
images. I

But the expregsion ‘new types” cannot have the same meaning
in Buddhist art as in the west. Since every Buddha image mees!
be a copy of an older one in grder tobe authentic, a newly-invented
type simply would not work; it would have no supernatural power.
"The image-makers of Siam usually followed the safe rales of icono-
graphy they had learned from their teachers, who had learned
them from their teachers. .. and so on, ultimately back to India.
But from early times they have shown much more originality in
matters of style than most critics have given them credit for. From
vearly times. they have heen stylistically independent of India - 80
much so that they sometimes evolved what we might he tempted
to call a “new type”, thongh they themselves would- have thought
the expression insulting. At Sukhodaya, for example, they took
an éld formula the Indians had used in bas-reliefs for a thousand
years; then, by, modifying it in accordance with the sacred te?:ts
and Sangkrit poetry, by “realizing it in the round” and execubing
it in ’1)1-oﬁze, they' created the Walking Buddha. From an acsthetic
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point of view it was an astonishing invention; but in the e‘yeé of
orthodoxy it was no more-or rather no less-than a copy.

At Chiangmai something just as startling was about to happen.
Fver since Sumana’s arrival the sculptors had been content to copy
Sukhodaya models, and copies of Sukhodaya models, preserving
hoth type and style to the best of their ability. Bul what would
they do if they were given an unfamiliar model to copy - 2 model
that was itself a replica of some much older and more famous
statue in another part of the Buddhist world?

This was the challenge they were about to meet, This was
the challenge that brought the Nort-hérn Thai Lion Type into
existence at Chiangmai '

' (5)

The time hag now come for me to digcuss this (3<:)ﬁi;rr;vel'sial
type of image ahd to defend my views concerning it. » ‘
First 1 shall describe it. Then T ghall explain the reagons why,
up till now, it hag been mistakenly called “Barly Ohiangsaén” and
dated anywhere from the 9th to the 12th century: Minally I ghall
give my reasons for placing it in the Golden Age and try to recon-
struct the circnmstances of its origin, -
Tts characteristics ave strongly marked and - easy {o recognize.
{Figs. 4 through 6, and 8 through 12.)

" In iconography it is different from Snkhodaya. The “halo” ig
not a flams, it is a smooth knob in the form of a lotug bud. The
face is plump, its shape an oval tending toward the round. The
chest is massive and corpulent, the waist slim. The body structure
is stiff rather than supple, but covered <with an ample integument of
soft, almosgt bulbous, flesh. Although- the general form of the
monastic robe recalls Sukhodaya, there are certain differences: the
flap of cloth over the left shoulder;, though it ends in the same
sort of notched design, does not descend to the <waist but gtops
just above the nipple; and usually a ridge-like fold, pasging over
the left wrist, fallgalong the left thigh, where it ends in a notch
like the one above the nipple. -The legs of the jmage, ‘which ig
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invariably in the attitude of “Calling the Barth to Witnegs™, are
not merely folded tailor.fashion; they¥ire crosged in the tightly-
locked “lotus position” with both footsoles turned up. The pedestal,
though gometimes plain, is more often decorated with lotus petals.

9y

’l‘}lis i# an earthly art. The features of the supernatural
anatomy, in so far ag they ave not omitted altogether, are summarily
treated - except the “lion-like torso”, which is announeed vehemently.
The Sukhodaya jmage, an expression of divine “fiery energy”, was
conceived in silhouette and modeling as the memory-picture of a
flame; thesc images, on the other hand, seem more like expressions
of temporal prestige, conceived as the memory-picture of a well-fed
lion, While they have a certain opulent grace, they are heavy. Some
of them - indeed the greatest masterpieces - seem less like veminders
of the gentle Doctrine than figures of temporal power, designed o
frighten the beholder into good behavior. Their faces are majestic
to the point of arrogance. (For instance Figs. 4, 5, 6.) They convey
100 gense of meditation or serenity, of self-denial or kindliness,
They “Call the BEarth to Witness” with an air of command that
will not take “no” for an answer. They are alert, aggressive, self-
indulgent and self-satisfied authoritarians. And as such they are
superb. '

Thig is the Lion Type at its most charactevistic. Only a few
‘examples are 80 emphatically majestic; in most of them ﬁhe gense
of power is more restrained - but it is always there. ‘

To anyonc acquainted with Indian avt, the Tion Type w1ll at
onee recall the Buddhas that were being produced in Bengal and
Birha at the time of the Pala and Sena Kings—say from the 8th to
the 12th century. (Fig, 7.)  Allthe moststriking things about the
type are straight Pala — from the plump tace and wide-open eyes
to the tightly-locked legs, from the arrangement of the robe to the
.decoration of the pedestal = There ig no possible doubt that the
“type is closely related, somehow or other, to Pala sculpture. = (2,)
Tt was thig fact that first led connoisgeurs astray in dating it.

4
1
]
E:
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Here is how it happened. About thirty years ago, when “at-
cheologists were boginniff”’é to study the geulpture of Siam on a
systematic basis, there was a huge mass of images that had to be
classified, It was clear that the earliest 7'hai art in Siam must
have been either Sukhodaya, which arose in the 13th century, or
else this northern group of unknown age. Since Sukhodaya, geulp-
ture was much farther removed in spirit and execution from any
likely Indian prototype, it seemed probable that the Lion group
'was *‘Pre-Sukhodaya”. That being the case, the archeologist did
not want to give it the obvious name “Chiangmai”, after the capi-

tal of the north, because Ghlangmal wag not founded until well
after Sul{hqclaya. So that named it “Chiangsaen’™, after a place on
the Mekhong River, where some of the finest examples had been
discovered. (3.) Though Chiangsaen itself was founded even
].ater than Chiangmai, it was supposed to have been built on the
gite of a much older city, Ngon Yang.

Since the Lion Type was so obviously inspired by Pala art, it
was natural to conelude that it must date from the 12th centuryat
the very latest, and perhaps indeed from much carlier, As the
terms “Pre-Sukhodaya” and *“Chiangssen” became more and more
firmly atpached. to it, some writers tried to fit it in with the his-
tory of Ngon Yang as reported inthe old Chronicles, Admittedly the
_Chrqnicles, when dealing with events prior to the middle of the
13th century, were no more than a mass of legends with dates
thrown in almqsh at random, But when the Chronicles said that
Ngb'p Yang was flourishing ag early as the 9th or 10th century, the
presence of thege Pala-ingpired Buddhas on its alleged gite seemed
to prove for once that there was more than a grain of truth in them.

We now know that there is nothing to support this theory.

Not a bit of architecture or any other antiquity has been found in
the Chiangsaen area that dates from the Ngén Yang period. (4.)
In order to believe that the Thai of Ngon Yang were in a position
'to produce these masterpieces, we should require some evidence of
two things: first, that Buddism wag strongly established *there ‘af

!
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the time; and second, that the northern Thai already had a very
high degree of technical skill, But there ig no such evidence, Every-
thing suggests that these prerequisites were not fulfilled until the
Golden Age.

" So much for negative arguments. Now we come to something
more tangible. ‘

With the aid of three of my learned friends, I have recently
examined no less than twelve bronze Buddhas of the Northern
Thai Lion Type with deted inscriptions on their pedestals.  (Five
exémples are 'illustrated in Figs, 8 -12)) In examining the ones
that are still in the novth I was with Mr, Kraisri Nimmanaheminda
of the Chiangmai Buddhist Ingtitute, In examining those in Bﬁng-
kok, I wag with Liang Boribal and Mr, Cham Pavian, the expert
epigraphist of the national Library, who deciphered the inscriptions
for me. (5.)

The ingeribed dates, when transposed into the Christiam Era,
range from 1469 to 1565. The fivst date is near the middle of King
Tiloka's reign, and the lagt is a few years after the Burmese
conquest of Chiangmai, So far as we can rely on this evidence alone,
therefore, the Lion Type - lopg miscalled *Karly Chiangsaen” - just
abont coincides with the (Golden Age of the north. (6.) And
there ig further evidence to show - with unexpected ‘pré@iSion - that
it wag introduced into Chiangmiai between the years 1455 and 1469,

" The evidence appears in the ‘‘Chronicle of the Seven Spires
Monastery”, which, was probably written at a time not long aftef
the events it recounts. Though some errors have crept into it from
successive recopyings of manuscripts, it seems to be}"on. the whole
reliable and checks well with facts known from other sources. The
mohastery Whogac higtory it relates still exists, though in ruins,
about two wiles from Chiangmai. | ' |

1t was founded in 1455 by King Tiloka, the Chronicle tells us,
“in a pleagant position upon high ground, near the bDank ol a gtream.
The firgt thing he id was to plant a young Bo tree. This was no
. ordinary sapling: it had been carefully grown from a cuiting taken
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from a descendant of the most sacred tree in the world, That
ancient oviginal, which stood at Bodhgaya in India, had sheltererl
the Founder of Buddhism at the greatest moments of his career -
when he sat under its branches in deep meditation, when he
triumphed over the evil Mara by calling the Barth to Witnegs his
acéumnlated merits, and when he finally attained Perfoet
Enlightenment.

Having planted the young Bo tree, the King went on to recon-
struct the higtoric scene of those great moments and the weeks that
came after. As the Chronicle puts if, “he commanded memorials
to be erected symbolizing the Seven Holy Stationg, exactly as they
are in India at the place where the Lord overcame Mara”, Each of
these Seven Stations, which are duly listed in the Chronicle, marked
one of the seven spots where the Buddha spent the seven weeks
following his Enlightenment: the Adamantince Seat under the Bo
tree, where he sat motionless, abgorbed in many thoughts, for the
first week; his Stance, a place not far to the northeast where he
stood and gazed with unblinking eyes at the Bo tree throughout
the second week; the Walk between the Stance and the Bo tree,
where he paced back and forth for the third week; the Houge of
Gems, miraculously erected by the gods to shelter him during the
fourth wweek, which he spent thinking out the seven hooks of
Metaphysics he would preach; the Banyan near the goat-herd’s
hut where he sat for the fifth week enjoying the bligg of salvation,
and where Mara again tried in vain to tempt him; the Pond from
which the pious King of the Nagas, or Serpent-Demong, emerged in
order to shelter him with his hood from a storm that raged during
the sixth week; and finally the Mimusops tree under which he sat
during the seventh week, receiving on the fortﬁ*-ninth day a
myrobolan fruit offered by the god Indra. And at each of these
Seven Stations the King installed an image of Buddha performing
the action connected with it.  (7.) ’ '

, In building this monastery, King Tiloka was making a copy,
on a smaller scale, of the most sacred temple in the whole Buddhist
world, the “Mahabodhi” at Bodhgaya, which had been built at the
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dite of the bl'iginai Bo tree, The main shrine of the Mahabodhi
consisted of a 180-foot tower in the shape of a slender truncated
byramic‘l, surrounded by four lesger ones of the game form, all five
of them springing from one huge square plinth. Devout princes had
embellished its precinets with many lesser monuments and memorial
trees. A King of Burma who veigned at Pagan built a replica of
the temple in his own capital. One of his successors restored
the original monument in 1298 - the Muslims, who had congquersd
the region some time before, seem to have made no objection to
this pious activity on the part of a Buddhist King. But some time
afterwards the monument fell into neglect, In modern times it has
again b‘een restored and again become the objeet of Buddhist
pilgrimages. Guides show the pilgrims the "dead trunk of the
original Bo tree which has been exhumed, and some ]iyely younger
trees degcended from it; they point out a genlptured stone thab was
the Adamantine Seat, a brick stupa marking the Buddha’s Stance,
an old pond (now filled up with eavth) where the Naga King used
to live, and so on. (8.)

No less famous than the Mahabodhi Temple was the greab eult
image in it - an image that hore the name Buddha Sakyasingha,
“Lion of the Sakyas”, after one of the many titles the Founder of
the Doctrine was known by. Though it disappeared long ago, therve
is no doubt what it looked like, for countless facsimiles of it have
been i‘dund in the débris of the temple compound. It portrayed the
Buddha W‘earing a thin‘ monastic robe, gitting in the attitude of
“ Calling the Earth to Witness® with his legs cvossed in the lotus
position. On festival days it was decked out with a erown and
ornaments of real gold and rich jewels, (9.) Like the Emerald
Buddha at Bangkok in the hot geason, it was onsgoch onccasions
“Wearing the Attive of Royalty”, or, as the Siamese say, “song-
khritang” .

" The facsimiles. that give us this -information were inade by
eraftsmen of the Pala school for sale to the pilgrims. Every pilgrim
after - doing -obeisance to the famous statue at the scene of the
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Enlightenment would naturally want to buy a replica of it to take
home and worship, keeping it always as a memento of his pious
journey. If he was poor, he wonld have to he countent with a small
clay votive tablet stamped with a miniature of the statue, of the
sort knowu in - Siam as “phra phim’ . Bat if he was rich he could
huy a large slah of black stone with a facsimile of the statue skilfully
carved in high relief. In some of them the statue i copied in its
opdinary state, wearing the monastic robe; in others it wears the
Royal Attive, with the golden ornaments reproduced in stone as if
they werce a part of the statue itsell, (10.)

Even if the Chronicle had not told us, we could have guessed
that in building the Seven Spires Monastery King Tiloka was trying
to trangplant to Chiangmai some fraction of the sanctity of the
Mahabodhi Temple at Bodhgaya just' ag he transplanted the sanctity
of the Botrce. We could have guessed it from the official name he
gave the now establishment - Mahabodharama, *‘Monasiery of the
Mahabodhi”. We could have recognized it in the architecture, With
the Chronicle to help us, we can even identify the remains of some
of the legser monuments and {reeg that were intended to reproduce

'the memorials of the Seven Stations just as they were in the com-
pound at Bodhgaya: an aneient Bo tree, now stunted; a hewn stone
under it, representing the Adamantine Seat: the ruins of a brick
gtupa tl'mt marked the Buddha's Stance; a long rectangular pond
such ag a Naga King would live in,  (11.)

The, Chronicle of the Seven Spires Aoes not éay how King
Tiloka got the plans of the Mahabodhi Temple to guide his builders.
But another Chronicle says he sent a mission of thirty architects
and craftsmen, headed by his Minister of works, Mitn Dam Phra
Khot, to Bodhgaya for the purpose. The story, which is quite in
keeping with the King’s charactier, may well he true. =~ (12.)

~ Unfortunately the Seven images the King set up at the Holy
Stations have: all vanished. But since he took such paing to plant an
authentic. descendant of the Bo tree and to ieproduce -the temple
with it9 seven memorials, we cannot doubt for.a moment: that the h
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principal statue +was a replica of the Lion of the Sakyas. The
Chronicle describes it with unusual care: “under the Bo tree there
is an image of Buddha seated in the position of ‘samadhi bejra’ ‘,
his right hand placed on his knee and his left hand lying in his
lap. The name of thig image is ‘Buddha Viectorious over Mapa',”
Transposed into more familiar terms, the description means that
it was in the attitude of ‘“Calling the Farth to Witness” and
that the legs were crossed in the lotus position, (13 It is
a description that might equally well fit the ‘original TLion of
the Sakyas or any good copy of it.

Mun Dam Phra. Khot, if he went to Bodhgaya, would surely
have obtained just such a copy to take hack to the King - a
slab of hlack stone carved in high relief, made hy Pala artists
long ago for sale to wealthy pilgrims who came fo Bodhgaya.
(14.) This, I think, was how the Lion Type of image came to
be introduced into northern Siam.

* * W %

There is no way of knowing at what point during the construc-
tion of the monastery (which took from 1455 to 1476) the image
was set up under the Bo tree. But it must have been there
in 1469, the date of the first one of the twelve inscribed bronges
that reproduce its iconography.

There is no vecord of any statuary Dbeing made during the
earlier part of King Tiloka’s reign, which is not surprising. (15.)
During the long veign of his heretical father the demand for
expensive Buddha images must have been small. The sculptural
tradition must have declined, bubt what was left of it wasg still in
the manner of Sukhodaya. How did he go about reviving it, so as
to produce enough images for the many monasteries he founded or
enlarged? No doubt he ordered all the scnlptors remaining in his
kingdom to take on as many apprentices as possible. Perhaps he
also sent young men to be trained in some of the cities of the
Ayudhy-a kingdom, the inheritor of the Sukhodaya tradition, where
the Lronze technique was still excellent even though artistic quality
was declining.
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Training would take a long time, but in due courge produch‘mi
got going on a big scale. Many of the geulptors were ordered to
copy the Lion image at the Seven Spires. Jome of them made
magnificont works of art, but not one ever made a copy that
really looked like the original. Yet their kingly patron and
the lesser patron who followed his example must have bheen
gatisfied, otherwise they would not have kept on ordering them
in such quantity. “Copying” had a very different meaning to thoge
patrons than to a generation that cannot get along without cameras.
If the iconography was right, the copy was good; if the copy wag
bheautiful, so much the better, but its beauty could be quite different
from the heanty of the origind].

In Siam, as in India, the best arbists never worked directly
from a model. They would study the model with intense concen-
tration for days on end, trying to fix in their mindg not so much itg
“arbitrary appesrance’” as ite “essentials”. Then they would return
to the workshop, again resort to intense concentration, and set to
work reproducing the vision they had conjured up.

" No wonder King Tiloka's sculptorg, while geeming to “copy”
an alien model, really created something new. The prototype was
a stone relief, but they were “copying” it in Lronze and in the round,
(16.) No wonder they used the splendid bronze techniquo they had
learned. No wonder they gave their images a golid three - dimen-
gional quality the original lacked. No wonder they made other
changes baged on their earlier training. In certain passages of the
modeling they mnsed little tricks that were nnknown to Indian art
bt muech favored by Sukhodaya, such as accenting the silhouétte
of lips with an incised line. Though they made the flap of cloth
over the shounlder end above the nipple, just as in the original, they
gave its termination the same notched pattern they had always been
used to, They did not always reproduce the. ridge-like fold that
passed over the. Lion’s left wrist and fell across the thigh. ' They
never put in the semicireular Tuffle that‘ the Pala artists had in-z
variably carved on the pedestal in front of the ankles to denote the
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“divine cloth” on the seat—but that was perhaps beeause the ruffle
had become obliterated before the Lion veached the Seven Spires.
Though they- preserved most of the Pala iconography they never
forgot the plastic lesgong of Sukhodaya, (17.) And though some of
them managed to redouble the Lion's huughty majesty, others
tempered it with a certain sweetness,

The mogt famous Chiangmai copy of the Liou of the Sakyas,
ag everyone who has lived in the capital of the north knows well, is
the image called Phra Singha, “the Lion Buddha”, which is in a
crypt at Wat Phra Singha Imang, The very nmme of this image
Yinks it to the Lion of the Sakyas. (18.) And in Chiangmai itself
the name “Phra Singha', hesides be‘ing applied to the wost famous
example, has from King Tiloka’s time up to the present been uged
28 @ sort of generic term to describe any seated Buddha image that
has the Pala iconography. (19.) These are additional reasons wh g1
have chosen the name “Lion Type” as the most suitable to describe
the whole geries.

At some unknown date the Lion image vanished from its place
under the Bo tree at the Seven Spires. (20.) What would be more
natural in this painful eircumstance than to choose a substitute from
among the many copieg already made, set it up in the identical dpot,
and worship it as though it had been there 211 along? Perhaps the
substitute was the Phra Singba that is now at Wat Phra Singha
Luang; perhaps it was another. (21.)

The copies in turn ingpired further copies. The Lion Type
soon becamse popular all over northern Sjam. Txcellent examples
have bheen found at Lamphun, Lampang, Chiangral, and - of cowrse
Chiangsaen. Chiangsaen was by now a flourishing city, guite capable
of producing fine statnary. But there is no longer any good reason
to call the type itself after a,‘secondury center. Tis origin and its
real focus were in the capital. It deserves the more inclusive name
“Northern Thai Lion Type'.

It is* a. product of the Golden Age. -1 assume the Burmese
. |
“eonguest in 1550 had u discouraging effect on art and culture in



122 . A. B, Griswold

general, but perhaps not immediately. (22.) Over 200 years later,
when northern Siam was liberated from Burma, the image.makers
again turned to the PPhra Singha for inspiration; they are still
making replicas of it today at Chiangmai. So it is impossible to
give any definite closing date for the geries. But we can he pratty
suve that the best examples were made between 1455 and 1565,

6

The Lion Type of image, though it is the most striking, did
not monopolize the attention of sculptors during the Golde’n Age.
There are several other sorts that have long been correctly ascribed
to that period though they were usually called, for no very good
reason, “Later Chiangsaen”. T propose to call them the Northern
Thai Mixed Types. (1.)

They ave at first a little puzzling, for their iconography I8 ¥o
varied that it is eagy to migs the important fact: their plastic style
is reasonably uniform, and really not different from the style of bhe
Lion Type bronzes, 'The variations in their style are no greater
than would normally be expected in a period of a hundred years,
with sculptors of different degress of skill imitating a number of
dissimilar models. They look, in fact, as if they were made by
geulptors trained in the Sukhodaya tradition, who then practised
copying the Lion Type, and who were finally agked to copy statues
of several different schools both new and old.

The Lest of them I might almost say the nicest seem  t0
have been inspired by the “Buddha Jinaraja' at Bishnuloka, which is
itself a lovely example of late Sukhodaya art. They have many of
its superficial traits, and some of its gently meditative quality as
well,  The halo is a flame, the flap of cloth over the left shoulder
descends all the way to the waist, the legs are folded tailor-fashion
rather than crossed, and very often the four fingers of each hand

are equal in length. The modeling is gimple, direct, and competent,
(Pig, 13). :
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"The style of these statueg is essentially different from
“Sumana’s Style”, though probably there was a gradual transition.
The images of “Sumana’s Style”’ were earnest but rather unsophis-
ticated copies of Sulkhodaya high classic models which it was not
eady to imitate successfully, so they often resembled second-rate
products of the parent school. But these statues are more deft and
at the same time more independent adaptations of a later model.
Without meticulously duplicating its externals they have got some-
thing of its spivit. (2.)

These are very pleasant pieves to look at.  They have little of
the trance-like anatomy that is at first o disturbing in the high
clasgic art of Phra Runang’s land. ‘They have none of the dreadful
arrogance of the Lion Type masterpicees. Their intention is neither
to transport the beholder to a world above and beyond the reach
of the senges nor to frighten him into good behavior. They
are warm and friendly, as though the artist had in mind some
agreeable and very human Abbot, but threw in things like the
ushnisha and the equal fingers as a concession to orthodoxy.

In pieces of another sort, the ingredients are mixed differently.
(3.). One may have a flame halo and at the same time legs crossed
in the Iotus position; another, conversely, may have a halo in the
form of a knob and at the same time the legs folded tailor-fashion.
The flap of cloth over the shoulder may be long or ghort, but it
usually ends squarely. The pedestal is nearly always decorated
with lotus petals, and it sometimes hag a lower base besides, with
incised or perforated decorations.

The SBukhodaya Buddhas had confined thempelves to an
elegantly meager repertoire of no more than four different gestures.
Most of the northern Buddhas are equally restrained, but a few of
them assume quite unexpected attitudes.

In several cases they must have been ingpired by the images,
pnow vanished, that once marked the Holy Stations at the Seven
Spires. The monastery Chronicle, having already provided such a
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useful clue to the character of the most important image, goed on to
describe the other six: at the Stance, 2 Buddha “standing with his
hands erossed in front of his waist while he gazes with unblinking
eyes at the Bo tree”; between the Stance and the Ro tree, a Walking
Bunddha; in the Houge of Gems, a Buddha “standing with hig hands
erossed in front of his breast while he thinks oni the seven books
of Metyphysics’’; at the Banyan, a Buddha seated with crossed legs,
“holding up his right hand to halt Mara”; near the Pond, a IBuddhs
“sitting in meditation under the hood of the Naga King”; finally, at
the Mimusops tree, a Buddha seated with crossed legs, “stretching
out his right hand to receive the myrobalan fruit from Indra.”
The Chronicle leaves some intriguing questions unangwered. Were
thege images free-standing sculptures or were they reliefs? Were
they imported from India or made on the spot? Two of the types
described gound like adaptations of Sukhodaya models, two like
adaptations of Indian models, and two like new inventions impro-
viged from the holy texts. These lust two are especiaully puzzling,
since as a rule it never ocecurred to Thai sculptors or their patrons
to invent new tjrpes of Buddha iwage. But they may have been
regarded lesg as images than as “Scenes from Buddha's Life”, such
ag appear in painting. (4.)

In any case we can he sure they ingpired copyists. For
among the innumerable bronze statuettes dating from the Golden
Age there are several sets of seven just asg they ure enumerated in
‘the Chronicle.” Sometimes three other types, unconnected with the
Seven stations, are added to make a set of ten, These uare: a
Standing. Buddha carrying the alms-hbowl; a Buddha sitting on a
bench “in the Huropean faghion”, veceiving the offerings of the
Elephant and the Monkey; and a Réclining Buddha. (5.)

Besides being found in 'sels auny one of these types may
exist independently. (Figs, 14 and 15.) There are algo a tew other
curions pieces, such as the “Ascetic Buddha”, his body wasted from
the austeritiés be first practised in a vain attempt to reach thgh-
tenment, (6.) (Fig. 16.) ‘ -
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Among the Mixed Type Buddhas, there are some variations
in cogtume. TUsgually they wear the monastic robe with the right
shoulder exposed, but sometimes both shoulders are covered. (7.)
And a good many wear the Attive of Royalty, reproducing in bronze
the real ornaments that statunes like the Lion of the Sak,vas wore on
Pestival days. (8.) (Fig. 17.)

By far the most famons statue of the Northern Thai Mixed
Type is the Emerald Buddha, which is now in the Chapel Royal of
the Grand Palace al Bangkok. It iz made out of a single block of
greenish stone such ag is quarried in the neighborhood of Nan. On
stylistic grounds I should say it was carved during King Tiloka's
reign. (4.)

Another very fawous one i$ the “Phra Baddba Sihing” which
it now in the Buddhaigvaryas Building of the National Mugeum at
Bangkok, Tvery year during the Sangkranta festival it is moved
out into the Royal Plaza in front of the Grand Palace, where crowds
of people come to pay obeisance and pour ceremonial water over it.
This statue has long been a puzzle to archeologists, But its facial
features and its modeling make me feel certain that it is a product
of the Northorn Thai Golden Age, (10.)

Tmages of hhé Mixed Type were made all over the north, for a
long period of time. I have seen some at Chiangmai, Muang Fang,
Miiang Thoeng, and Chiangsaen dated as late ag the 17th and 18th
centuries. Bven during the Golden Age the artiysts did not always
gucceed in producing beautiful images; all too frequently they nade
the heads an awkward shape or the eyes squinting, the arching
eyebrows raiged ag if in surprise ov the faces m‘erely ingipid, As
time went on these faults became move commpon, especially in the
proviucial centers where the sculptor might be copying some cult
image that was not a first-rate work of art, The kingdom of Lan
Chang, which remained independent long after Chiangmai fell to-
the Burmese, also adopted the Mixed Types, (11.) Its scenlpture is
ahundant, but mostly of mediocre quality. The modeling is apt to

'
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he erude, the faces pinched-looking. The pedestals; made in the
form of flowers; animals, hoats, and other things, are elaborate and
often charming,

Phayao wag the center of a gchool of sandstone sculpture that
turned out a large quantity of Buddha images., 'They mostly look
ag il mass-production methods had heen used. But the stone-carvers
woere not without talent when they were allowed to display it,
(Fig. 18)

They made a few quite beautiful Buddha images and some
delightful reliefs as well. The school may have started in the
Golden Age, but T suspect its bigpest production was in the 17th or
18th contury. Tts existence at all iy rather surpriging, as the
other provinces of the ‘north took no interest in stonc seunlpture.
Avudhya, though it wag far away, is the only likely school that
might have inspired ic. (12.)

I think that any reasonably open-minded reader will now see
the logic of my time-table, Tt fits in well with the known facts of
history and archeology. And it ascribey the types that exist in least
abundance to the period when Buddhism had gerious obstacles to
overcolne, the types that exist in the greatert abundance to the
period when it enjoyed its greatest prosperity.

Before the capture of Lamphun in 1292, the northern Thai
produced no sculpbure at all or at least none hag besn found.

i

During the reigns of King Mengrai and his successors for
three generations, it was virtually impossible for any major art to
have been produced in the north except in the immediate orbit of
Lamphun. Buddbism was making progress, but slowly; history
records very few religious foundations! Theimages I attribute to this

period are all in the Lamphun style, and they are not very namerous.
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With the reign of ' King Kuna Buddhism received a new
impetus from the land of Phra Ruang. The _northern‘ craftemen,
after a period of training, became masters of the technique of
bronze casting, They produced a fair number of images, which
imitate, but do not match, the Sukhodaya high classic style.

When King Sam Fang Kaen became a heretic Buddhism

suffered a serious reverse, and Buddhist art declined.

The Golden Age started in the reign of the devout King
Tiloka and lasted until shortly after the Burmese conguest. Just
as would be expected, the great majority of northern images,
including all the best ones, date from thig period, Their sculptural
style is congistent enough, although it dees not at first- appear so
because the artists were deliberately imitating different models of
very different chavacter. That explains how Pala art exploded like
a time-bomb at Chiangmai hundreds of years after it had been
forgotten in India. That explains also how several other sorts of
images, including some rather eccentric ones, came to be produced
at the same time, perhaps even hy the same artists.

1 hope no one will regref that T have ﬁarl to destory th‘ov myth
of ““ Pre-Sukhodaya” art. Tt was a myth that failed to také into
‘account the obgtacles that Buddhism would have to overcome and
the technical problems that wonld have to he solved before snch
an art could arigse. It would imply that, at a period n‘nywhere‘
from 300 to 600 years before the Golden Age, Buddbism had sprung
suddenly iuto existence among the northern ~ Thai strong, fully
organized, and equipped with a brilliant artistic technique. The
myth deserves to be destroyed : it is not only contrary to common
gense, it is also unjust to the real heroes of the struggle. For it
took courage on the part of the mouks, resolution on the part of
Buddhist Kings, and a gense of dedication on the part of the artists,
to make the Golden Age a reality.
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SECTION 1,

1. Most of the historical data in the pregent article, except
where otherwise noted, are derived from Coedds, Documents sur
Ihistoire politique et religieuse du Laos occidental, BEFEQ, XXV.
The chronolagy is that of Jinakalemalini, which seems more
reliable than that of Bamsavatara Yonaka, I have also made
frequent use of Coedds, Les Ktals hindouises &'Indochine el
d’ Indonesie,

SECTION 2.

1. Coedds, Les Btats hindowises 4’ Indoclhine et Indonésie,
Chapter XII; see also the references cited therein.

9. Coedds, Documents, 15 {5 Dupont, Art de Dviravati et art
khmér, Revue des arts asiatiques, 1985; Clueys, L’archéologie du
Siam, BEFEO, XXXI.

3. Dupont, op. cit.

4. The Seven Spires Monastery at Chiangmai, part of which
was formerly thought to go back to this time, really dates in its
entirety from the Golden Age, as hag recently been proved by one
‘of the learned members of the Siam Society.. See Hutchinson,
The Seven S pires, J8S XXXIX, i, 5-6.

5, They are now in the Lamphun musenm. But most of the
bronzes in that museum are of later date; so algo i8 the large
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Walking Buddha at Wat Kalakdt, which is sometfimes attributed to
the reign of King Mengrai (see section 3, note 9.). The pyramidal
stupa of Wat 8i Liam at Kum Kam is probably the monument
veferred to in. Jinakalamaling, which tells us that in 1303 King
Mengrai ‘' built a gilded cetiya containing sixty statues of Buddha’.
(See Coedas, Documents, 90.) Though much restored, it provides
a useful hint ag to the style of architecture prevailing in King
Mengrai’s reign. It is much like the pyramidal stupa at Wat Kukut
that one of the Mon kings of Lamphun had long before built. The
pyramid at Wat Kulkut also contains gixty Buddhag-though some of
them are broken, They are standing figures of terra cotta, of the
gort I have already described, arranged in five agcending rows of
three on each face of the structure. ( See Claeys, op. cit., 429 ff.;
LeMay, Concise History of Buddhist Avt in Sigm, 110.) Wat 8i
Liam seems to prove that King Mengrai encouraged his architects
to go on in the Mon style of Lamphun; and it is more than likely
he encouraged hig sculptors to do the same thing, This must have
continued until the Sukhodaya style was introduced in about 1370
(sce section 3).

SECTION 3.

1. See Ooedésiv Documents. 19_5' ff.—This inscription is very
enlightening. Since it is the earliest Thai ingeription that hag been
found anywhere in the north, we may swonder how much intereét
the Northern Thai had taken in literary composition before 1370.
The Thai words are interlarded with Pali and Sanskrit, used so
incorrectly that some people have formed a poor idea of its author’s
scholarship. The events described in it are amplified in Jinghke-
larnalini. See Coedés, loc. eit., 95 {T.

2. Coedés, op. cit., 198-200,

3. The monument at the Monastery of the Standing Buddhas
at -Lamphun as desc¢ribed by Claeys (op. cit., 437), LeMay (op.
eit., 129), and Hutchinson (op. cit. 31) is the present one. The original
one (I was told by a very old monk who had seen it} -was of an
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antively different charvacter. If this is true, any conclusion based
oun the present monument regarding Burmese influence in Sumana's
time is invalid. — Most of the architecture in Burmese style, so
frequent in northern Siam at the present time, does mnot even date
from the period of the Burmese oceupation (mid-16th to late 18th
century): it dates from the 19th.century ‘‘teak prosperity” that
enviched many Burmese residents of the region.

4,  Coedés, op. cit., 198 note 6.

5. Coedds, Documents, 97 f£.; BEVEQ, XVII, ii, 40. The date
at which the Prince of Chiangrai took the image to the north is not
quite clear, Jenakalamaling does not give a date, but inserts the
story between events that oceurred in 1369 and 1371 (Coedes, lec.
cit. 97, 102).  TFor another version, see Notton, P'ra Buddhe
Sihinga (Bangkok, 1933), which gives the important information
that the Sihing was a seated figure (page 8).

- The Chronicles of fumous images, as M. Lingat pointed out in
his illuminating article Le culte du Bouddha &'Emeraude (JSS
XXVID), all have certain features in common and bhovrow freely
from one auother. They are consequently rather baffling at fivst,
and no sevious archeologist would take them at face value. Bub
ugeful information can be extracted from them if their character is
understood.

Bven in the fabulous early portions of these Chronicles there
is' more than a grain of truth. Long before they were written down
the stories were wmemorized and passed on from generation to
generation, but not without getting muddled. The early portions,
therefore, are meaningless as referring to specific images; they
recdrd rather the spread of an iconography. ILooked at in this
light, the travels of the “Emerald Buddha (Gandhara, Ceylon,
Angkor, centval Siam), of “Sihing” (Ceylon, Nagara Sridharmaraja,
Sukhodaya), of the several “Sikhi” images (Dvaravati, Anglkor;
Dvaravati, Lopburi, Lamphun; Dvaravati, Thaton, Pagan, Lampang)
are not utterly fantastic, *
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Ag the date approaches when the legends were committed to
writing, they become move definite. The adventures of particular
statues are remembered in some detail,

The written accounts of these adventures are, from here on,
relatively matter-of-fact. But there is plenty of room for confu-
sion. Hvery owner likes to think the image in his possession is the
most miraculous ever; if he heéars a story about the wonders
another image has performed, he will soon be repeating it wabout his
own-and believing it. The different versions of the same legend are
not very consigtent. Hach legend (perhuaps cach version) refers to u
particnlar image which undergoes several changes of identity. The
following adventures are repo rted of one or another of the images:
it i8 miraculousgly reseued from a shipwreek; a prince is forced to
give it up to a more powerful neighbor, but persuades him to return
it - or elge promises he will deliver it after a lapse of geven days;
its own possessor cannot identify it; when it ig in danger it is masked
with mortar go as to look like an inferior piece; it exists from the
outset in five diffevent sxamples; a queen who gets hold of it
promises to return it ag soon as she can have a copy made; a prince
who obtaing‘ it immediately orders veplicas cast; and so on, Hach
of these adventuves is the signal for a pussible change of identity.

.

Though each part of each legend refers to a particular statue,
the successive parts teally refer to a series of replicas or substitutes,
Most likely the veplica or substitute was in each case made locally
and not verv long before the gubstitution took place. The
substitution, which was not necessarily £raudulent, transmitted the
“identity” of the original to the substitute.

Thig i the general Drinqiple that allows us to infer, for
instance, that the statue the Prince of Ohiangrai got at Kamphaeng-
phet was in the SBukhodaya style, or that a statue that “emerges
from a long obscurity” at Chiangrai in the Golden Age was itself a
product of Golden Age manufacture., (There may be some excep-
tions: see section 6, note 20.)
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Substitutions may continue, though at a slackened pace, after
the main body of the legend has been written down. The historical
postscripts or other data, often used today to identily some exigting
image as the original of a given legend, really rcfer either to the
last substitute in the legend or to a later one gtill, (Of. section 6,
notes 9 and 10.)

6. Of. below, section 6, note 10

7. Tor a fuller description of the Suhkodayu anatomy, and
the sources it came from, see Griswold, T’he Buddhas of Sukhodaya,
scheduled to appear in “Archives of the Chincese Art Society of
America” for 1953.

8. 1Ibid.

9, The group of images I attribute to "'‘Swmana’s Style” has
been overlooked up to now, or heen lumped with other groups. I
should therefore perhaps explain in more detail the course of my
reagoning. I think it is sound, but I do not claim it is final.

Until recently it was thouéht that the “Barly Chiangsaen
Style” (which I have re.named the Lion Type) prevailed in the
north from the 12th century (or earlier) until Sumana intreduced
a strong influence from Sukhodaya, and that the merger of the two
produced the ‘“‘Later Chiangsaen Style” (i.e. one of the Mixed
Types). (See LeMay, op. cit. 129 {f. Note that both the temple
and the image he describes at the Monastery of the Walking
Buddhas really date from the time of the ‘“‘restoration’” about ffty
years ago, not from Sumana’s period at all.)

Tor reagons that will appear in gection 5, we now know that
the Lion Type and the Mixed Types both appeared in northern Siam
for the fivst time shortly after 1455. As soon as that became
evident, it was mneccessary to ask what styles had prevailed before
1455, 'The question was difficult at firgt, since practically all the
northern Thai statuary that had been noticed until then consisted
of one or another of these types. Were. we to belicve that the
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Northern Thai made no images at all before 14557 That was too
drastic a conclusion. A re-examination of all the northern types
produced the only plausible answer. After eliminating all examples
of the Lion Type and the Mixed T'ypes of the Golden Age, plus the
later styles, only two important groups were left: first, the Lamphun
terra cottas, which had mogtly been considered to date before {he
Tl’mi conquest of Lamphun; and second, the “consgcientious but not
always very successful Northern Thai imitations of the Sukhodaya
high clagsic”, which had previously escaped notice as a digtinet
group. Thege, then, were the only two groupsg available to i1l the
void from 1292 to 1455. Of these two groups it seemed obvious
that the Lamphun terra coltas were eavlier. But just when did the
second start?

It was rather tempting to suppose that it had started long
hefore Sumana's time, perhaps in the reign of King Mengrai himself.
King Ram Khamhaeng of Sukhodaya was a friend and ally of King
Mengrai, and is said to have been present when the site of the new
capital was chosen. If T was right in saying that Sukhodaya wag
far more advanced than the north at thig time, would it not be
natural for King Mengrai to turn to his friend for learned men to
teach hig people, for builders to construct the new capital in the
most up-to-date fashion, and for artists to make handgsome images of
Bﬁddha? It was indeed possible, thereforve, that Sukhodaya exercigsed
gome influence on Chiangmai statuary from the very beginning.
But on the whole it seemed wunlikely, for the following reasons:
Jinakalamalini does not record the casting of any bronze images
],1e1:'oré'Sumana’s arrival; the‘o‘ther Chronicles, which are unreliable
in dealing with the whole period before the mid-14th century, only
record a few hefore Sumana’s time, and then in a vague and
unconvincing manner; King Kiina seems to have been delighted at
theinovelty of Sumana's suggestion; the first solid evidence of
strong culiural influence from Sukhodaya on the north is Sumana’s

inscription, which seems to have introduced the Sukhodaya
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alphabet; the next evidence, admittedly less solid, is the arrival and
reproduction of an illustrious seated image from the Sukhodaya
region at about the same time.

Simple logic led to the coneltsion (hatl the group of “conscien-
tious but not alwayvs succegsful imitations of the Sukhodaya high
clagsic” came into being as a result of models introduced by
Sumana himself and by others about the same time. For the sake
of hrevity 1 decided to name the group in his honor,

The two best-known Standing or Walking Buddhas in northern
Siam (tbe north does not make a sharp distinction between standing
and walking images) are colossal figures, both at Chiangmai. One
is at Wat Cetiya Luang (see fig. 2.). Tt is suppesed to have been
cast between the years 1438 and 1441 (see Notton, Annales du Siam,
1, 50, and II, 92), “he date appears plansible enough., The other
one'is at Wat Kalakdt (illustrated, in Claeys, op. cit., Pl XCII),
Tradition aseribes it to the reign of King Mengrai (see Coedés,
Docwments, 31); but surely there iy some confngion here. (It may
have heen merely dedicated to-his memory, like Number (xii) in note
5 of section B below.) The artistic gquality of both these images is
very mediocre-perhaps because of difficulties connected with their
large size; but perhaps also Lecause of the mediocre quality of the
prototypes that inspired them. Tor the latter, doubtless, were
Sumana’s Standing Buddhag-which, being o first attempt in the
north and perhaps improvised from the recollection of a Sukhodaya
original seen some time before, may not have heen very good.—At
Wat Sadet, near Lampang, there is another colossal Walking Bud-
dha, of far better workmanéhip. It comes from Nan, which was
ab one time part of the Sukhodaya kingdom and later was conquered
by Chiangmai. ' '

Many of the Seated Buddhas of the “style of Sumuna” are
quite beantiful. The sculptors very likely had one or more Sukho-
daya wodels available for direct study-such as the image the Prince
of Chiangral brought from Kamphaengphet. Tt is comparatively eagy
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to make an attractive copy of a Seated Buddha; making a Walking
Buddha involves problems of design that only the Sukhodaya high
classic was ever able to solve perfectly. Examples of Seated
Buddhas in “ Sumana’s Style”, besides the one illustrated in g, 3,
may be seen at Wat Cetiya Luang, where there ave also plenty of
examples from the Golden Age. (Both sorts are illugtrated in Claeys,
op, cit., Pl LXXXIX.)

SECTION 4,

1. Coedds, Documents, 33 f.; 104 (T,

2. The author of Jinakalwmalini, writing in 1516, wag able
to use the Pali language fluently and correctly-in gharp contrast to
Sumana in 1370 and to the auther of Camadevivamsa in the early
15th century. See Coedds, op. cit., 12, 15, 33. '

3. Of. Coedés, Fecueil des inscriptions duw Sdam, 1, 25 L,

SECTION 5.

1. For the sake of simplicity in deseribing the leg positions
of seated images I nse terms that are the nearest Knglish equivalent.
The purist, who could justly claim that they are not quite correct,
i invited to read virasanrt in place of ““folded tailor-fashion ', and

Cwvadrasane in place of “lotus position”. - The usual decoration of
the pedsegtal consists of broad lotug petals alternating with narrower
oned, with a line of beading above to represent the stamens.
Sometimes there is @ single row of petals, and sometimes there are
two, the tdp row turning up and the lower row turning down. - The
Noprthern Thai Lion Type (under the name Chiangsaen or Pre.-
Sukhodaya) is well described in LeMay, Ooncise Hislory of
Buddhist Art in Siam, Chapter VIII.

2. Tor convenience, I ghall refer to both Pala and Sena art
a8 "' Pala”, since Sena hrt was merely its continuation, - LeMay
(loc. cit.) brings ont vividly the similarities between the Lion Type
and Pala images.
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3. Coedos. Les collections archéologigues die Musée N ational dé
Banglkok. Cf. J88, XXXI, 193 (a warning by Coedts himself against
taking his classifications too literally ). LeMay (op. cit,, 108) wisely
leaves the question of the dates of the “ Chiangsaen” school open,
but guesses that the earliest examples may date in the 12th century,
In an article of which I was the joint author in 1951 (JS8 XXX VIII)
1 dated its ‘‘chief flourishing” in the 13th-14th century; at that
time I supposed that the few dated images T had seen (late 15th
century ) were late examples of a school that had mainly lourished
earlier. That supposition has proved wrong. - Incidentally, the
notion that * Barly Chiangsaen” art was “ Pre.Sukhodaya” led to
some wrong conclusions about the rise of Sukhodaya art. Tt was

ki

often agsumed that “Harly Chiangsaen’ must have influenced the
rise of the Sukhodaya school; and wishful thinking even made it
posgible to point to images that were supposed to show “the
transition from Farly Chiangsaen to Sukhodaya”.  We now know
that Sukbodaya was the first Thai art in Siam, and that the
influence was from Sukhodaya to the morth, rather than the other

way l'o\und.

4. Teople who are reluctant to give up the old chronology
might perhaps argne that the northern Thai of the 12th century or
earlier built splendid monuments that have all disappeared, and
recorded their history in elaborate inscriptions that still lie buried,
But no usgeful conclusions can be drawn  from suech guesswork,
For references to Ngon Yang in the Ohronicles, see Notton, Annales
du Siam, inde%, 5.v. Ngeun Yang and Hirana Nagara.

5  The dates in the inscriptions are all expressed in
“Gula‘sakar.nja” (08), except the last one, which is in the Buddhist
Era, The statues, in chronological order with. the dates tranéi)osed
into the Christian Bra, are as follows :

©

(1) (1469). Bronze Buddhs, ht. 1.33 m.; Wat Kalakot,
Chiangmai. Inscription on base dated OS 831. (See Fig, 8.)
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(ii)  (1477). Bronze Buddha, inlaid with gems, ht. 63 cm.;
Wat Phra Singha Lﬁang, Chiangmai. This image iz called
“Phra Ghao Thong Thip ”. Inscription on base dated OS 339.
( Bee Pig. 9.)

(iii) (1481). Bronze Buddha, ht. 63 cm.; vihara of Wat
Pencamapabitra, Bangkok. Inscription on base in Northern
Thai words and character: “In the year $43, in the sixth
onth, Prahmra Chao (?) (had this image) cast and placed it
in the Pupbarama (sic).” - Pupbarama looks like a phonetic
spelling of Pubbarama, the official name of Wat Ket,
Chiangmai, a monastery founded by King Muang Kaeo in 1496
“in the place where his grandfather and father had lived when
the latter was heir apparent.” Muang Kaeo’s father was King
Phra Yot Chiangrai, and his grandfather wag Prince Bun
Ruang, who never came to the throne. (See Coedds, Documents,
116-117.) Though Wat Ket was not ‘‘ founded ™ until 1496, it
may have exigted earlier as an adjunct of the princely
household.

(iv) (1484). Bronze Btlddha, ht. 64 cm.; Vihara of Wat
Pencamapabitra, Bangkok. Inscrip‘tion on base dated OS 346.

(v) (1485). Bronze Buddha, ht. 75 cm.; vihara of Wat
Pencamapabitra, Bangkok. Inscription on base in Thai and Pali,
northern  Thai character. Gives the mname of the donor,
Mabhasilamangala, and the date 847.

(vi) (1486). Bronze Buddha, ht. 64 ‘cm.; Vihara of Wal
Pencamapabitra, Bangkok. Inscription on base in Pali,
Northern Thai character; consists mogtly of seriptural quota-
tions, together with the date: 343, 6th month. (See Fig. 10.)

(vii)  (1491). Bronze Buddha, ht. 72 cm.; sala of Wat
Pencamapabitra, Bangkok. Insgeription on base in Thai and
Pali, northern Thai character. First line: “In the year of the
Boar, 853", Remainder congists of seriptaral quotations. (See
Tig. 11.)

]
/
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(viii) (1502). Bronze Buddha, ht. 52 cm.; collection of
Dr. Charanphat Issarangkul na Ayudhya, Bangkok, Inscription
on pedegtal in Pali, northern Thai character, consisting of a
synopsis of the Four Noble Truths., At base is the date: 864.

(ix) (1503). Bronze Buddha, ht. 1.21 m.; Wat Jaya Sri
Bhumi ( Wat Pantakon), Chiangmai. Inseription on basge in
northern Thai character, with the date 865,

(x) (1508). Bronze Buddha, ht. 30 cm,; sala of Wat
Pencamapabitra. Ingcription on base in Thai and Pali, northern
Thai character, divided into three registers, The upper register,
after expressing some pious hopes for Nirvana, continueg:
“This Phra Singha was dug up at Wat Phra Singha Dibyalaya,
early in the afternoon on Tuesday, the 7th day of the rising
moon, in the second month. é‘huo Phaya Aggavaraseths, son
of Maha Uparaja Nan Brahma Gam, ordered it to be set up. "
Middle register: ““Good fortune! On Wednesday, the Sth day
of the rising moon, in the gecond month, year of the Serpent,
CS... (illegible) .... there was an assembly of pious laymen
and laywomen, presided over by Maha Uparaja Aggavaragetha
..... {illegible) .. and his consort Aggarajadevi ... May their
gons and daughters, their nephews and nieces, as well ag all
beings born in the Kamaloka, be united in the Lord Buddba.
The next line is illegible. The lower register, in so far as it is
legible, says: ““Hail to all men and to the divinities of Tndra’s
and Brahma's heavens....... all these divinities and also this
Phra Singha throughout 5000 years.’. As to the three digits
in the middle register, the first is perhaps 8, the second is
cerbainly 7, and the third perhaps 0. The year OS 8§70 was in
fact a year of the Serpent, und the style of writing suggests that
this date is approximately correct. The assembly must therefore
have taken place in 1508. Although the upper register does no
give a year, it must have been inscribed on the day before the
middle vegister, since if the years were different the sequence
of days would not correspond, But what actually took place?
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In northern Siam, when an image is to be cagt, the mould is
usually put upside down into a pit in the ground so ag to
receive the molten metal more conveniently. Perhaps it was
“dug up” on the Tuesday and ordered to be installed the next
day. But the ceremonies are usually held duringthe casting

and during the installation, not merely when it is ‘‘ordered
to be set up” . Yet several weeks or months must elapse be-
tween the casting and the installation for the image to be
smoothed and polished. The same would apply if it were an
old image, long buried underground, that had been “‘dug up”-
it wonld take time to repair and clean it and to .prepare b
place for it. I can think of only one possible explanation: an
old broken image had been discovered underground in the
monasbery compound some months before, and it had been
decided to melt it down in order to make a new one ag wag
80 often done (cf. 12 Lelow). But the old image was not dis-
turbed while the mould for the new one was being prepared.
Finally, when all was ready, the old one wag “dug up” on the
Tuesdey. In accordance with the ugual time schedule, it wag
melted down that evening, and early the next morning the
metal was poured into the prepared mould, with appropriate
ceremonies to mark the occasion of the casting. The date 1508
is therefore the date of the image as it appears today. I caunot
identify cither the monagtery or the persons involved.

(xi) (1523). Bronze Buddha, ht. 1.03 m.; Wat Yuan,
Chiangkham. Inscription on the base in Sukhodaya character
gives name of donor and the date CS 885, year of the Goat.

(xii) (1565). Bronze Buddha, ht. 2,20 m.; Wat Jaya Phra
Kierti, Chiangmai, Called “Phra Chao Mengrai”. TInscription
on front of base is in Burmese, on rear in northern Thai
language and character, stating that this image was cast in
memory of King Mengrai and that metal collected from old
broken images was used. Date: BX 2108, ( I'ig. 12.)
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6. 1f none of the twelve inscribed Buddhas ig of the very top
quality, some are quite near it; and all of them are competent
works, Some of them must have been even better before they were
“cleaned”. For a generation ago it was the fashion in the nerthern
capital to clean the patina off old bronzes, and the scraping often
ruined the finest details and changed the facial features greatly.
Incidentally, this accounts for the fact that Iion Type bronzes
from Chiangmai got a poorer reputation among serious archeologists
than those from Ohiangsaen-for the latter had escaped being
cleaned. But I have recently seon al Chiangmai plenty of bronzes
that were not spoiled by geraping, and they are at least equal o
those from Chiangsaen. Curiously enough, of all the ingeribed
Buddhas, the one that bears the latest date is the largest and best.
Definitely these inscribed Buddhas are not the tail-end of an art,
(Cf- note 3 above.)

7. Hutchinson, 1"he Seven Spires, JSS, X XXIX, i, 43 {f, and
54 ff. (Note that the Simmese description of the statues is more
complete than the English). - For the account of how Buddha spent
the seven weeks following his Enlightenment, see Buddhist Birth
Stories, translated by Rhys Davids, vol. T, 105 .

8. Valisinha, Guide to Buddhugaya, Calcutta, 1950;

Coomarvaswamy, History of Indian and Indonesion Art, 81 £,
9. Mus, Le Buddha Paré, BEFEO, XXVIII.

10. Examples of the replicas, bdfh in clay votive tablets dnd
in black stone, may be seen at the Indian Museum, Caleutta, at the
National Musenm, Bangkok, and many other places, Two of them
in monastic robes are illustrated in Vincent Swmith, History of
Fine Art in India and Ceylon (second edition, Oxford, 1930),
plate 70; one wearing the Royal Attire is illugtrated in Cpomara-
swamy, op, cit, fig. 228; another in Chanda, Medieval Indian
Sculpture in the British Museum, plate XIV, OF. Coedés, Tableties
votives du Siam, in Etudes asiatiques de 1'Ecole Francaise
d’Bxtréme-Orient; translated as S'éamese Votive T'ublots, in J8S XX,
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11. ‘Hutehinson, op. cit., 9, 10, 17,

12.  Hutchinson, op. cit,, 4. - The Siamese use the expression

“vajrasana "

“gamadhi bejra” to deseribe the “lotus position’ or
(see section 5, note 1). The word * vajrasana” may also be nged to
describe the Adamantine Seat. The Siamese use the term
“Maravijaya” (Vietorious over Mara) as equivalent to the Sangkrit

“bhumisparsamudra” (gesture of Calling the Farth to Witness ).

13. I am. indebted to Mv., Kyaisti Nimmanaheminda for
this story, which appears in a M8 Chronicle (of nnknown age).
However he tells me that another version, which he has also seen
in MS form, though giving many of the same particulars, states
that Mun Dam Phra Khot’s thirty-man missgion got the plans not
from Bodhgaya, hut from the replica at Pagan. It is generally
agreed that Mun Dam was quite a traveler: according to the
Northern Chronicles, he had gone to Ceylon to get the plans of
two other buildings ( Coedds, op. cit, 111 note 5); according to the
“Chronicle of Mahathera Fa Bot”, he had been to Ceylon and
Taxila to study the Doctrine and the Vedas (Notton, Annales di
Siam, I, 47). It Mun Dam was veally ordered to get the plans of
the Mahahodlhi, did he go te Pagan or to Bodhgaya? The fivst
would have heen easier, but King Tiloka would have preferred
the gecond, and there was nothing, I think, to make the journey
impogsible. Though Bodhgaya was in Muglim hands, it wag no
doubt accessible to Buddhist visitors from Southeast Asia who had
plenty of money-for the Burmese repaired the temple theve in 1298,
and a prince of Sukhodaya visited nearby Patana about the mid-14th
centnry (see Coedéds, Recueil, 145; cf. Coedés, Les Etals hindouises,
367); theve is no reason to think the Muslims would have changed
their attitude by the mid.15th. Can the question he decided by
comparing the architecture of the Seven Spires first with the Pagan
yeplica and then with the Bodhgaya oviginal? Later vestorations
make that difficult; and in any cage King Tiloka would have been
interested in reprodueing omly what he considered the essential
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features, not tlhe ininutiae: The main featnves of all three moni-
ments are similar enough (note that they all three contain radiating
arches, which are wunusual in the architecture of India and
Southeast Asia). The proportiong of the towers at the Seven Spireg
Monasgtery seem to me to resemble Bodhgaya a little more clogely
than Pagan. But one l'act seems to be conclusive: at Pagan there ig
no trace of monuments to marlk the Seven Holy Stations. In that
climate, which hag preserved many other things so well, it seems
unlikely that if they ever existed they would have totally disap-
peaved—especially the Naga King’s pond. I feel almost certain,
therefore, that the plans really came [rom Bodhgaya.

14, Tven if Mun Dam only got as far ag Pagan, he might
still have obtained there a Pala stone reliel of the same sot,
hrought from Bodhgaya earlier. Such images travelled widely, Some
have been found at Pagan, A Pala stone reliel of another type
from BRodhgaya is slill preserved at Chiangmai, wherve it las
presumably been since the Golden Age. (LeMay, op. cit,, 104.) On
the other hand, Mun Dam might have obfained a replica of the Lion
ol the Sakyasg made in stone or hronze in the Pagan style. In any
cuse the results at Chiangmai wonld have heen just ahout the same,
hecanse the Pagan style of Buddha image wag itself a faithful copy
ol Pala art. But if King Tiloka’s craltsmen absorbed any ideasfrom
Burma, two thingg arve sure: first, the ideas weve icohographical
and not stylistic, because Burma had no tradition of using bronze
with skill on a lavrge scale; second, such iconographical ideas were
baged on the Pagan style, and not on Burmese sculpiure of their
own day for by that time Burinese sculpture had changed. conside-
rably, and for the worse, - It is always possible ‘thvat the Pagan
style was known at Ohiangméi hefore King Tiloka's time; but for
all the reagons I have cited I believe it was not a major influence
there until after 1455, if at all,

15. The earliest dated image is the one already referied to
(1469). The carliest sculptural activity in King Tiloka's reign
mentioned in any of the Chronicles T have seen is in connection
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with the building of the Seven Spirves (1455-1476), il we except
some uncertain references in the “Qhronicle of Mahathera Fa Bot.”
The earliest mentioned by Jinakalamaling is in 1483 (Coedds,
Docwments, 115). But Jinakalamaiini treats the building of the
Seven' Spires rather summarily. The stucco reliefs depicting devatas
ab that mona.&".tery B}mW how strong the Sukhodaya dnfluence still
was at the period, ‘

16. The immediate prototype at the Seven Spires wag, as 1
have said, ])ro'bal)ly a stone relief. Even if it was not, the wulfimaie
prototype at Bodhgaya wag certainly made of stonc‘, perhaps in high
rvelief, perhaps nominally * free-standing” but placcd against a wall
bhackground. Profesgor Feroci, the eminent I}‘ﬂlian senlptor who has
muvght‘ for many yearg' at the Fine Arts Department in Bangkolk,
tells me that in hig opinion many of the Lion Type lronzes look
{ike adaptations from a stone original.

17. To reduce the ‘i-e].ationship to a formula, perhaps over-
gimplified: “ Sukhodaya plastic influence, reacting on Indian Pala
iconography, produces the Northern Thai Lion series.” I'his ix
quite different from the erroneous formula usually accepled heflore:
“RTarly Chiangsaen’ art, plus Sinhalese avtistic influence, equals
Sukhodaya art.” ‘ a

-+ 18. It nay be objected that “Singha” ~also means Ceylon,
and the legeéndary history attached to the Phra Singha connects it
with that island, not with Bodhgaya at all. That is quite true.
“Qingha” and ‘' Sihing"” are probably two different. forms of the
same word, and hoth of them can mean either “Lion” or “* Ceylon”.
I tlnnk, thou«rh, it was becausu of a confusion due to the double
meaning that the Phra Hlngha of Chiangmai became identified '
with the Phra Bnddha Sihing that the Prince of Chiangrai got
from the, wily riler of Kamphaengphet. (See above, ssction 3.)
By the time of the Golden Age that image had no doubt vanished,
‘though ite legendary history was well known (“Sihinganidana”,
Chronicle of the Ceylon Buddha: NB, not ”Smghanidanu”), and
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there were plenty of copies of it though perhaps not identified ag
such. The Phra Singha was in reality a totally unrelated statue
(it hag nothing whatever to do with Ceylon in type or style, nor is
it of a type the Prince of Chiangrai wonld have obtained within
the orbit of Sukhodaya art); was a copy of a copy of the
Sdkyasingha of Bodhgaya and wag named after it. But pious people
had Ceylon on the brain, and they had a‘‘ Chronicle of the Ceylon
Buddha” that had to be applied to some statue or other. So they:
applied it (perhaps not simultancously) to several different ones,
including the Phra Singha. In this particular case there was no othey
justification than the confugion between a name thal was really

*and a gimilar name that was intended to

intended to mean ““ Lion’
mean *Ceylon”. TFor a photograph of Phra Singha, see Notton,
P’ra Buddha Sihinga, Bangkok, 1933, page 50; for a drawing, see
Coedds, Documents, 98, - Tor photographs of a second and third
claimant to the title, see Notton, ibid.,.page 2 and page 14,
Regarding the second, see below, section 6, note 10; regarding the
third, which need not concern us here, see Luang Boribal and

Grigwold, Sculpture of Peninsular §iam, loe, cit.

19  One of our twelve inscriptions, for instance, specifically
refevs to the image it is insevibed on as (his Phya Singha. (Seo
note & above, 10.) A veplica recently cast at Chiangmai hag an
inscription on the pedestal veferring to the image as this Plra
Singhd.- At Nagara Sridharmaraja, in much the same way, any
image with Pala iconography, made in - imitation of the Phra
Buddha Sihing that is the most venerated image in that Dlace, ig
veferred to in ingeriptions ag this Phra Buddha Sihing. See Luang
Boribal and Griswold, Sculpture of Peninsular Siam, loc. eit., 53.

20. T suspect this event took place in 1515. One of the legends
of famous images, the “Chronicle of the Buddha Sikhi”, tells
us that in that year the King of Ayudhya, having invaded northern
Siam, took possession of a famous image of black stone that had

been presented by - King Anohrata of Pagan to Queen Cammadevi
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(sic!). (See Cocdds, Documents, 123 [1.) Applying the method
suggested in seclion 3, note 3, this legend covuld mean the northern
Thai had obtained from Pagan an image made; of the black stone
that is so chavacteristic of Pala art, they venerated it highly enough
to confuse it with an earlier legend, and they were forced to
sarrender it to the invading King of Ayudhya in 1515, I am
inclined to think that some parts of the “8Sikhi” legend really
relate to the Pala image that King Tiloka set up al the Seven
Spives, One difficulty: the King of Ayudhya took the Sikhi Buddha
from Lampang, not from . Chiangmai,

21. Some elderly inhabitants of Chiangmai, I am told, say
there is a tradition that the present Phra Singha in their city is
only about 70 or 100 years old, having been cast as a substitute
for an “original” a much smaller image that was removed to
Bangkok at that time. If that smaller image was King Tiloka’s
black-gtone Pala relief, T do not know where it now is. But more
likely it was sitaply another one of the many copies.

+

'SECTION 6

1. Was the Lion Type particularly associated with one of the
Three Sects, and other types with sach of the other two? It might
be thought, for instance, that a type with the four fingers of each
hand of equal length would appeal most to the Forest-Dwellers,
whose orthodoxy and whose knowledge of the Pali texts were
outstanding. But it seems more likely that they were contented
with any statue that they were told came from Oeylon, or even that
‘was said to be imitated from a Sinhalese model. The Lion, having
been installed at the Seven Spires (auv establishment of the Forvest-
Dwellera), wyas gaid to be Sinhalese even though it certainly. wag
not. Some images apparently indicated their preference for living
in a large city, by making themselves too heavy to carry when
they were about to be moved away. (Coedés, Documaents, 103, note
3; 115,) It might he thought this indicates the City-Dwellers
preferred a certdin type. But miracles-of this kind are attributeg
to both the Emerald Buddha and the “Sihing” - both theoretically
of Sinhalege type, and therefore supposedly most regarded by the
Forest Dwellers.
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9. Tmages of this sort ave very numerous, and enough of

them bear dated inseriptions to confirm the opinion that all thg hest
ones should be ascribed to the Golden Age. But there are some
border-line cases, perhaps transitional hetween Sumana’s Style and
the Golden Age Style, and it is sometimeg hard to decide which to
attribute a given image to. -~ On the other hand the Golden Age
images could hardly be mistaken for Suklodaya pieces of any period,
beécause the faces are quite different. The following check-list may
be useful to anyone trying to decide by a process of elimination
whether to ascribe a given piece to Sukhodaya art (Sk), to the Style
of Sumana (Sm), to the Northern Thai Golden Age (GA), or to LLtor
Northern Thai art (L):

a. Fold of cloth over left shoulder ending squarely,
e\speclo.lly if it hag an X.gshaped design 111cxsed at the lower .
part: certainly neither Sk nor Sm.

b. Pedestal decorated with lotus petals: certainly- not
S, . ‘

¢. Pedestal decorated with lotus petals and, underneath
It, a lower buasge which is *smooth except for some inciged or
perforated decorations: certuinly neither Sk nor Sm.

d.  Narrow ridge separatmg forehead from haiy: certamly
not Sk or Sm.

e. Good modeling and pleasant face: probably not L.

3. A few of them are quite peculiar looking. Some must
have been made in deliberate imitation of relatively un‘familiar
models. The “Buddha with Sharp Shins”, made in 1493 and kept
at Wat Sirik6t, Chiangmai, looks like an attempted enlargement of
a small U.Thong original The fragmentary “Phra Lavo” at. Lam-
phun ig very likely 1nsp1red by some Khmer model. Again, certain
varieties seem to have heen asgociated with a particular region.
A good many images from Miiang Fang, for instance, have a curious
cast of countenance, with a very short straight 'nose. Perhaps the

main cult statue there happened to have this peculiarity and so set :
the fashion,
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4. TFor the list, seé Hutehinson; op. cit, 54 £, It sounds
like & curious mixture. The Walking Buddha does not exist in the
round in Indian avt, though it may appear in relief or painting. It
was par excellence the specialty of Sukhodaya. But in Sukhodaya
arf it does not mean “pacing back and forth between the Stance
and the Bo tree”, it means ‘“impressing in the goft earth the seal of
his Footsole”. (See Griswold, The Buddhas of Sukhodayu, loc. cit.)
(Ordinarily it must have meant the same thing at Chiangmai, as we
can see from a Chiangmai Walking Buddha in the National Museumn
at Bangkok showing the Footprint in three successive enlargeiments
on the pedestal.) The Buddha séated in meditation under the
Protecting hood of the Naga King, though it had digappeared from
Indian art with the Amaravati school, was a great favorite of the
Khmers and sometimes represented in Sukhodaya sculpturve (the
Chiangmai copies seem to be baged on the latter). The Buddha
gitting eross-legged with his right hand upraised was common in
India (where the gesture meant Dispelling Fear rather than Halting
Mara), but was unusual in Siam after the end of the Dvaravati
period. The Buddha standing with his hands crossed in front of
his breast, previougly unknown in Siam, sounds like an adaptation
(or a misunderstanding?) of the Buddha gtanding and pgrforming
the Wheel-Turning Gesture, which was not unusual in India and al
Pagan. (Note that the texts, at leagt the versions T have seen, say
that during the fourth week, when the Buddba was thinking out
the Metapliysies, he was gitting cross-legged (Rhys Davids, op. cit.,
104), not standing, as the Chronicle wounld have it.) The Buddha
standing with his hands crossed in front of his waist, and the
Buddha sitting with his right hand outgtretched to receive the
myrobalan fruit, ave like nothing I bhave seen anyv)here elge
except in painting.

~ Now where did zﬂl thig icoﬁography come from and how did
Ki‘ng Tiloka get hold of it? The Chronicle does not tell us whether
the set consisted of paintings, reliefs, or free.standing statues (for
the Siamese word I have translated as “image” miglit mean auny of
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the three). The King would hardly have installed paintings in the
exposed position of some of the Seven Stations, but he might have
had hig sculptors make Lironze “copies’ of paintings or even of small
clay reliefs for that purpose. In modern times cheap lithographs
of pietistic scenes, both Hindu and Buddhist, are eurrent in India
and Southeast Asia; their predecessors were clay reliefs and perhaps
also paintings on wood.

In the oldest Siamese paintings that still exist, scenes from the
Life of Buddha are a favorite subject and the Seven Stations are
gometimes included. These paintings date from the late 18th and
early 19th century, but they are undoubtedly in a much older tradi-
tion. So very likely the Chiangmai painters knew the subject well,

5. The Northern Thai Reclining Buddhas (and the Walking
ones boo) are usually rather awkward adaptations of Snkhodaya
models. I do not know where the Northern Thai got the iconogra-
phical formula of the Buddha carrying the alms-bowl, unlegs from
paintings, Buddhas seated “‘in the Huropean faghion” <were made
in Siam in the Dvaravati period, though not often thereafter; buf
they were not uncommon in Pala art.

6. Did thig idea come from paiuting?  Though the treatment
is very different, the subject at once recalls the famous “Ascetic
Buddha" of Gandharan sculpture, ‘

7. Even when the Buddha is geated.-In Sukhodaya art,
egpecially in the later period, the robe nearly always covers both
shoulders when the Buddha is standing; but never, so far ag I know,
when he is seated, walking, or reclining.

8. Sometimes these orpaments are superimposed on 2
monastic robe, sometimes worn on an apparently nude torso. In
any case it is edsy enough to distinguish such images from the
Buddhas in Royal Attire that the sculptors of Ayudhya were
turning out insuch quantities about the same time, as the style of
ornamnentation is different. Moreover, Ayndhya usually preferrved
to make Buddhas in the Royal Attire in the standing position; but
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all the Chiangmai Buddhag in Royal Attire I have seen are seated.,
Oddly enough they are ugnally seated tailor-fashion rather than in
the lotns position of Pala art. One notable exception: the large
brouze Buddha in Royal Attire in the Gallery of Wat Pencamapa-
bitra, which comes from Lamphun. The label “Haripunjaya style”
that it bears is rather deceptive, as it suggests an earlier period.
The image really belongs to the Golden Age. Was it King Tiloka
who got from Bodhgaya the ideaof honoring certain Buddha images
by pregenting them <with real ornaments, and so introduced a
custom that survives today in the casc of the Emerald Buddda? (cf.
Lingat, Culte du Bouddha I’ Emeraude, JSS XXVIL)

9. 'There is additional evidence in favor ol this view. Begideg
its unusual material, the Emerald Buddha has some unusual sculp-
tural features. Both hands lie in the lap, in the position of
Meditation; the gkull and ushnisha, instead of being covered with
gpiral curls, are smooth as if shaven clean. These features are
rave in the sculpture of northern Siam, but more usual in Ceylon.
T am inclined to think the Bmerald Buddha is a northern Thai
“eopy” of a Sinhalese original.  The copyist, as usual, picked ont
two or three of the most striking features to imitate, but otherwise
remained true to the style of his own time. The various Chronicles
of the Bmerald Buddha borrow a section from the legend of the
Sihing to explain how it got to northern Siam. There ig a good
deal of confusion here, and the author of Jinalkalamalini (which
geems to give the least confused version) almost seems embarrassed.
When he tells ug that, after a long period of obsgcurity, '‘the
Tmerald Buddha again hecame famous at Chiangrai in the reign of
King Tiloka’, we can be pretty sure it isa signal for a change of
identity: at this moment a newly carved statue asgumes the role of
its Sinhalese model. The date of this event is' doubtful, but may
have been about 1444 (ses Lingat, op. eit.). The Sinhalese model
may have Dbeen a statuette brought back Dby the Chiangmai
monks who returned from Ceylon in 1430 (see section 4). Being
Sinhalese it would easily be identified with the vanished Sihing,
and the identificattion transferred to the newly carved statue. 'The
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green stone from which it was carved may have been obtained by
King Tiloka as booty in his conquest of Nan. (Of. Lingat, op, cit.)
That event took place in 1443 or 1449 (Coedds, Documents, 109, note
3). In any case the date 1444 (see above) for the completion of the
carving of the Emerald Buddha seems a bit too early.-Lingat’s
article contains excellent photographs. - The merald Buddha is not
the only image of the Northern Thai Mixed Type that is made of
an unusual material.  Others are made of gold, silver, crystal,
gsandalwood, and so on. But the great majority‘m'e in bronze, whila
plaster was unsed ag a cheaper substitute,

10.  This statue (which is illustrated in LeMay, op. cit., fig.
131 and in Notton, P'ra Buddha Sihinga, page 2) is one of the
three which, according to beliefs in different localities, are supposed
to be the original referred to in the ‘“Chronicle of the Sinhalesc
Buddha”., Neither of the other two has anything Sinhalese abous
it.  But this one has. The position of the hands in meditation
and the angle of the head both suggest Ceylon. Luang Boribal was
at one time of the opinion that this statue was actually made in
Ceylon, and that its differences from Sinhalese art were due to
drastic alterations that were made on it about a centnry ago. There
is no doubt that the alterations were made, and these added to the
puzzie. But I thing the facial features (if looked at separately from
the hair, which has heen altered) are typical of the Northern Thai
Golden Age. Like the Emerald Buddha, it seemns to he a Golden
Age “copy” of a Sinhalese model, though a different one. Both
models might have heen statuettes brought from Ceylon by the
Chiangmai monks who returned in 14.30.

11. The Chiangmai style of Bnddha image, especially
“Wearing the Royal Attire”, was also adopted in the Shan States
and Sipsong Panna. Cf. LeMay, op. cit.,, fig. 122. 1

12.  Theschool seems to have centered at Phayao, hut it spread
to Chianglkham, Thoeng, and elsewhere. The stone head illustrated
in' LeMay, op. cit., fig. 125, should be  attributed to it. ~ Some
miniature stupas from the same school may he seen at the Nationdl'
Museun, Banglkok.




ROMANIZATION
" In the Romanjzation of Siamese words I have used whichevet
of the two main systems, graphic and phonetic, geemed to be the
more convehient - usually graphic for words clogely related to
Sanskrit or Pali, and phonstic for Thai words. ‘I have omitted all

diacritical marks in Sanskrit and Pali, and all but a few in 'hal
words. In cage of confugion, the following list may be referred to:

Pila

Phayao weith

Phra (Brab) wse

Phra Chao Thong Thip Wszisamann

Phra Lavo wse azld

Phra Phim (Brah Bimba) wssmwn
Pubbgrima ywwisu .
Ram Khamhaeng (Bima Gamhéng) simamin
Sikyagingha ($akyasimha)

§ala man ’

" QamAdhi. Bejra (i.c Vajra) awiBiias
Sangkranta (Songkrin) @405 HA
Sihing (Sihiﬁga) ﬁ“ﬁaé
Singha (Simha) Furt )

Song-Khrilang 150in3as
Sukhodaya (Stukhothai) gy
Svargaloka (Sawankhalgk) aissalan
Usbnisha
U.Thong 8nes
. Vajriasana
-~ Viragana
Vihdra Ims
Wat Cetiya Luang uf'ﬂlaaffna'no
Wat Jaya Phra Kierti sa4uwszinosn
Wat Jaya §ri Bhilmi n'h%"nﬁ?qﬁ



152 A.B. Griswold

Wat Pantikon 1aiusuau

Wat Pencamapabxtra (Benchamahophit) 'lﬂl'lny‘ﬂlJUWWJ
" Wat Qirikot 'mﬂimﬂ

Wat Yuan wmqm . ,

Ayudhyd (Ayuthya) GLRLN v

Bamgfvatara Yonaka wemnesToun -

Bhiimisparamudra » r

Bishnuloka (Phitsanulok) ‘lﬁ?ﬁnﬂﬂﬂ‘ ﬁ

Bodhgaya

Brahms

Bun Ruang mymm

Cetiya 199

Culasakkarija

Devati ' o ‘

Dviravati 31510 : Lo ; )
(andhara ‘ \ ‘
Hinayina ' _ ' ‘ Lo *
Jinariia FHT1E o _ |
Kamphaengphet (Kn,bmang Bejra) ﬁu‘quwﬁm »
King n1 L
Lampang . a1,

Lamphiin mwu ;

Lin Cha,ug 'nuqm ‘ ,
Lapburl (Labapurd) ﬂwxﬁ .

Mahabedhirdma ‘ o
Maha Uparajd Nan Brahma Gl umgisian wum wonma a1
Mira _ ‘ ’
Maravijaya ‘ - ‘
Niga . ‘, ~ ;

Nagara Pathama (Nakhon Pathom) uﬂsﬂju i
Nagara Sridharmarija (Nakhon Slthamnurmt) ummnﬁmw




tig. 1. Standing Buddhas. Terra cotta.
Lamphun Style. In situ at Wat Kukut,
Lamphun. (These figures might date from
the original construction of the monu-
ment or from a restoration either before
or after the Thaicaptured Lamphun in
1292.)

Fig. 2. Standing or Walking Buddha.
Bronze. Height about 9 metres. **Style
of the Abbot Sumana. Wat Cetiya
Luang Chiangmai.

Fig. 3. Seated Buddha, Bronze. ‘‘Style

of the Abbot Sumana.” Buddhaisvarya
Ruilding, National Museum, Bangkok
(Formezly in the collec¥on of the Prince
of Chiangmal.)




Fig. 4. Seated Buddha., Bronze. Height about 1 metre,
Golden Age, Lion Type. Gallery of Wat Pencamapabitra, Bangkok,

Style of the Northern Thai

)

«




Seated Buddha. DBronze. Style of the Northern Thai Golden Age, Lion Type
Gallery of Wat Pencamapabitra, Bangkok. '

Fig. 5.




Fig. 7. Seated Buddha, Black stone relief,
Pala style. From Bodhgaya, India. Now in
the National Museum, Bangkok. (Thisis
one of the numerous replicas of the Lion
of the Sakyas found among the debris in
the Mababodhi Temple compound at
Bodhgaya.) °

Fig. 8. Seated Buddha. Bronze. Height .
1.833 m. Style of the Northern Thai Goldefl |
Age, Lion Type. Wat Kalakot Chiangmal. -
Image cast in 1469. (See section 5, noté
5,1). ’ _



Fig, 9. Seated Buddha. Bronze inlaid with gems
Height 63 cm. Style of the Northern Thai Golden
Age, Lion Type. Wat Phra Singha Luang, Chiangmai.
Image cast in 1477, (See section 5, note 5, ii).

Fig. 10. Seated Buddha. Bronre. Height 64 cm.
Style of the Northern Thai Golden Age, Lion
Type. Vihara of Wat Pencamapabitra, Bangkok.
Image cast in 1486. (See seciion &, note b, vi)




g

Fig, 11. Seated Buddha, Bronze. Height. 72 c¢m. Style of the Northern Thai Golden
Age, Lion Type. Sala of Wat Pencamapabitra, Bangkok. Image in 1491. (See
section 5, note 5, vii)



Fig. 12. Seated Buddha, Bronze, Height 2.20 m.
Style of the Northern Thai Golden Age, Lion
Type. Wat Jaya Phra Kierti, Chiangmai. Image
cast in 1565. (See section 5, note 5, xii).

Fig.13. Seated Buddha. Bronze. Height 2.85m.
Style of the Northern Thai Golden Age, Mixed
Type. From a monastery at the foot of Doi
Suthep, near Chiangmai. Now at Wat Phra
Singha Luang, Chiangmai, Image supposed to
have been cast in 1492 by the widow of King
Tiloka.

L} -



Fig, 14. Standing Buddba Carrying Alms-
Bowl, Bronze. Ueight 1.27 w., including
pedestal. Style of Northern Thai Golden Age,
Mixed Type. Collection of TLR.IL. Prince
Chalermbol Yugala, Bangkok.

Fig. 15. Buddha **Seated in the Luropean Faghion™, Receiving the
Offerings of the Monkey and the Elephant. Bronze. Style of the Northern
Thai Golden Age, Mixed Type. Collection ILR.I. Prince Chalermbol
Yugala, Bangko®.



Fig. 17. Seated Buddha Wearing the Attire
of Royalty., Bronze. Height 90 em. Style of
the Northern Thai Golden Age, Mixed Type.
Gallery of Wat Pencamapabitra, Bangkok.
(See setion 6, note 8.)

Fig. 16. **Awsoetic Buddha”. Bronze. Height
28 ¢cm. Style of the Northern Thai Golden
Age, Mixed T ype. Vihara of Wat Pencamapa-.
bitra, Bangkok.




fig. 18,

Head of Buddha, Stone. Height 23

¢m, Wat Rajagriha, Phayao.



A
THE “PHI" (&)
Phya _Anuman Rajathon
&dited by Margaret C‘?oughlin

Introduction

~The belief in supernatural beings is innate in man, The Théi
people as a race call such supernatural beings by the genefid word
“phi”, which includes both gods and devilg. The phi, like man in
a general - sense; are of two classes, the good Phi and the bad phi.
When the Thai came in contact with the highly hinduized Khmer
or Cambodians in Central Thailand in the 12th century A.D. and
* had become a ruling race in that region, they adopted most of the
Khmer hinduized cultures, especially the ruling class. Throughout
subsequent centuries the Thai and the Khmer mixed racially and
culturally to:an appreciable degree. . By this time the Thai were
gradually becoming known as the Siamese and the old Thai word
“phi” like its owners had algo undergone a change in. meaning, In
the famous stone ingeription of the great Siamese King Ramkamhang
dated 1283 A.D. reference was made to the King of Khmer of that
time as “phi fa” whicl literally meant the heavenly phi. Actually
“phi fa’' meant a divine king, which cult had been adopted by
Siamese kingg of the later periods, Instéad of referring to a divine
king as phi fa ag hitlrerto, it has mow changed intoa “thep” or
“thevada” from the Sanskrit ‘‘deva” and ‘‘devata” which mean a
god or, literally, a shining one. It followed that all the good phi of
. the Thai had by now bhecome thevada or gods in their -populat use
of the langnage. The generic word “phi’” therefore, degenerated into
. a restricted meaning of bad.phi. It now means a ghost, a devil or
" an evil spirit, Nevertheless the old meaning of phi in certain cases
ig not yet dead and still:lingers in some expressions in the langnage.
For instance, of any evil deed done in secret, we gomnetimes say as
a warning, “men mnever sec tlie evil deed dome but the phi does.
In order not to- divulge the source of any. formula, especially:. a

~



