Vibrancy in Stone

At the end of this brief overview, we would
like to invite the readers to attach value to the
forms as well as the meaning of Cham works of
art. In Champa, more than in any other cultural
sphere in Southeast Asia, the eye and the mind
have to familiarise themselves with something
completely unknown, surprising and strange, in
order to appreciate its true value. They will need

to tame these frightening and unreal animals, and
also propitiate these gods, whose prime qualities
include gentle or fierce expressions, strongly
stylised and allusive modelling of the bodies, and
above all movement — a movement sometimes
jerky or disjointed, at the extreme unbalanced,
but most evidently a living movement.
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The tripartite form of the linga with a square
section at the base (brahmabhaga, portion of
Brahma), octagonal in the centre (visnubhaga,
portion of Visnu) and circular at the summit

( rudrabhaga/pajabhaga portion of Rudra, a
name of Siva, or portion of the prija, the ritual
offering to the divinity) reveals in an explicit
manner the universal supremacy of Siva, seen
as the god superior to the others and including
them in himself. One should also note the
pillar form the linga takes on that expresses the
equivalence of the god with the axis mundi.
Finally, in the art of India and most indianized
countries, the lifiga is often represented as the

stylized phallus of the god.
The identification of the god on this

tympanum was made with great caution by
Jean Boisselier. Is it not possible here to see
Skanda rendered in multiple aspects with his
sword attribute? Boisselier 1963 (1) pp. 266-7
and fig. 169.

New elements of knowledge, however, will
be gathered in articles, books or exhibition
catalogues listed in the bibliography of the
present publication. In this matter, one should
particularly read the various studies by Jean
Boisselier (those written after The statuary of
Champa), Pierre Baptiste, Marie-Christine
Duflos, Emmanuel Guillon, or Tran Ky
Phuong, among others.
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